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Hints and guesses:
Legal modes of semio-logical reasoning

Dinda L. Gorlee

Van Alkemadelaan 806, NL-2597 BC
The Hague, The Netherlands
e-mail: gorlee@xs4all.nl

Abstract. Legal semiotics is an internationally proliferated subfield of general
semiotics. The three-step principles of Peirce’s semiotic logic are the three
leading categories: firstness, secondness and thirdness, grounded on the
reverse principles of logic: deduction, induction and — Peirce’s discovery —
abduction. Neither induction nor abduction can provide a weaker truth claim
than deduction. Abduction occurs in intuitive conclusions regarding the possi-
bility of backward reasoning, contrary to the system of law. Civil-law cultures
possess an abstract deductive orientation, governed by the rigidity of previous
written law, whereas the actual fragility of a common-law system with cases
and precedents inclines to induction, orienting its habituality (habits) in moral
time and space. Customary law gives credit to abductive values: relevant
sentiments, beliefs and propositions are upgraded to valid reasoning. The
decision-making by U.S. case law and English common-law is characterized
as decision law with abductive undertones.

Inquiry of analysis: Holmes and Peirce

The term “logic” was understood by Charles Sanders Peirce (1839—
1914) in two senses: “In its narrow sense, it is the science of the
necessary conditions of the attainment of truth” but in *its broader
sense, it is the science of the necessary laws of thought, or, still better
(thought always taking place by means of signs), it is general se-
meiotic, treating not merely of truth, but also of the general conditions
of signs being signs” (CP: 1.444). Metaphorically, the first sense is
viewed as “cold”, the second as both “cold” and *“hot”; semiotically,
Peirce spoke of “hard” and “soft” in his crucial article “How to make
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our ideas clear” (CP: 5.403 = W: 3: 266 f.). If we discuss the language
of the decisions and language of the law, we deal with wn en
thought-signs, sign-events and sign-phenomena from a lega "ew
point, where the law is said to “treat of second intentions as app | to
first” (CP: 1.559) and thereby dealing with semiotics and its finding
and judging the facts of interpretation of experience and rules. Peirce
stated that “the rules of logic hold good of any symbols, of those that
are written or spoken as well as those which are thought” (CP: 1.559).

Legal semiotics discovers and analyzes fact and law in written
laws, proceedings, tribunals, judges, and verdicts, bringing facts and
law together “with a concern for procedure, a concern for rules, and a
concern for legal categories” (Lempert 1988: 161, see 162-165).
Legal semiotics embraces both the broad and the narrow sense of the
“formal conditions of the truth of symbols” (CP: 1.559) where lawful
and unlawful conclusions, exchanged between the parties, are derived
from premises with varying success, as will be discussed in this
article. Following Weston’s division into a various subclasses or sub-
registers, the language of the law is “really a blanket term covering
several varieties or subregisters” (Weston 1991: 14) in the following
legal interactions:

(1) professional discussions between sollicitor or barrister and client
(mode: spoken; functions: e.g. exposition, advice, sympathy; for-
mality: neutral/formal);

(2) professional discussions between legal practitioners among them-
selves (mode: spoken; functions: various; formality: usually
neutral or informal, maybe formal between junior and senior);

(3) judge giving judgment in court (mode: spoken or written-to-be-
spoken; functions: information, exposition, possibly literary; for-
mality: formal);

(4) advocate pleading in court (mode: spoken; functions: persuation,
exposition, possibly flattery, provocation, etc.; formality: neutral/
formal);

(5) legislation (mode: written; functions: regulation of conduct in-

junction, archaism, etc.; formality: very formal). (Weston 10Ql-
14-15)

The kaleidoscopic variety in mode, formality, and functions of
speech includes legal language in activities such as legi®ia®
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courtroom activities, lawyer-client communications, legal literature,
etc. influencing and determining the sense of the linguistic genre and
style used by individuals of a particular legal status in the actual
exercise of their role as such.

The concept and the external sign of the semiotics of law has no
Peircean roots. Peirce, a polymath scientist, was no lawyer, but
between 1870 and 1874 Peirce had jurists-friends in the Metaphysical
Club, particularly the famous forefather of American law, Judge
Oliver Wendell Holmes, jr. (1841-1935).1 Holmes’s legal theory
aimed to provide a general view of the common law, offering a
pragmatic account of criminal punishment and civil liability (Millar
1975, Valauri 1991). In his efforts to redact the new proposal in The
Common Law (1881), his main oeuvre, Holmes was probably in-
fluenced by Peirce’s standards of the 1870s, when Peirce wrote the
celebrated articles “The Fixation of Belief’ (CP: 5.358-5.387 = W: 3:
242-257) and “How To Make Our ldeas Clear” (CP: 5.388-5.410 =
W: 3: 257-276; see Fisch 1986a: xxix-xxxvii) (in both articles in W
3, the footnotes of CP, written later, are excluded). Whereas Peirce’s
standards go back to the underlying properties of the subject’s
behavior and then grow into the duty and obligation to the community,
Holmes’s legal rules are equally public (not private) and external (not
internal) habits. The shifting senses of fundamental terms in our real
world correspond to the changeable, moral or ethical properties of
legal acts which eventually tend to develop order out of the “chaos” of
legal behavior. This evolutionary change, advocated by Holmes, is the
touchstone of later jurisprudence in common law, and agrees with
ideas from Peircean semiotics. The community makes contact with
social reality, but also distorts reality by the circumstances of the legal
action (on reality and human “reality”, see Gorlee 2004: 146, 224-225
note 1).

In contrast to “European” or Continental law, there is no general
theory of liability in American law. The court needs to assess each
specific case to evaluate which kinds of “bond of necessity exist
between the wrongdoer and the remedy of the wrong” (Blacks 1999:
925). The shifting and interactive senses of observation and

1 See Fisch (1986a, 1986b) and Menand (2001) for the vital account of the
intellectual meetings of Holmes and Peirce in the company of William James
(1842-1920), John Dewey (1859-1952, who was twenty years younger than
Peirce), and other associates of the Metaphysical Club.
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experience (viewed in Peirce’s view, the semiotic meanings) indicate
different modes of reasoning, discussed by Holmes who asserted in
the beginning of The Common Law that "The life of the law has not
been logic: it has been experience”, adding that the law finds its
philosophy in “consideration of what is expedient for the community
concerned” (after Menand 2001: 341). Following Holmes’s doctrine
of legal obligation or debts to pay to another or to society, enforceable
negligence can be relevant or irrelevant, fixed or contingent (Gorlee
1999), depending on which doctrine of laws applies. To justify the
nature of the criminal responsibility, Holmes’s theory of legal liability
requires the presence of a will before the act (or its omission: a defect
of will). Holmes stated in The Common Law (1881) that “an act
implies a choice, and that is felt to be impolitic and unjust to make a
man answerable for harm, unless he might have chosen otherwise”
(Holmes 1963: 46). This will to bridge a breach of trust does not come
from valid logic but, rather, is a re-evaluation of the concept of
Holmes’s “felt necessities” (Holmes 1881: I, 35; see Pohlman 1984:
212). Holmes referred here to extralegal concepts: experience and
feeling, integrated into legal decision-making, which will be discussed
in this article.

According to the pragmatic interpretation, introduced by Peirce,
law is created by single jurists (subjective law) but with its action
belongs to communal property (objective law). Advised by observa-
tion and experience, law is created, as Holmes stated in the beginning
of The Common Law:

The life of the law has not been logic: it has been experience. The felt neces-
sities of the time, the prevalent moral and political theories, intuitions of
public policy, avowed or unconscious, even the prejudices which judges share
with their fellow-men, have had a good deal more to do than the syllogism in

determining the rules by which men should be governed. (Holmes 1881: I, 35,
after Schwartz 1993: 191)

These words begin a new area of jurisprudence with “new logic”,
moving from the traditional process of deduction towards induction
and some grounds of abduction — focusing on the terminology of
nonrational and irrational elements of human reasoning. Holmes used
new and radical words in legal science: “experience”, “expediency”

“necessity”, and “life”. From Holmes’s proposal, the values of the
experiences of the nation affect and stimulate further developments in
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the nation. These values are phrased in the interactive framework of
Peirce’s laws of inference (discussed in this article). To build
standards and legislation in American law, Holmes could derive from
Peirce’s pragmatic principles and his teleology of descriptive and
analytical semiotics, and his ideas regarding legal realism. Peirce’s
teleology can be applied to Holmes’s empirical legal science con-
cerned with the “real” facts of the legal sign-situation, connecting the
legal rules and standards as a necessarily objective reservoir of
observation and experience of the community (Fisch 1986b).

The experience and the logic of a Peirce-linked inquiry in legal
semiotics are beginning to influence legal semiotics and its future
developments, which has become now an internationally proliferated
subfield. The former International Association for the Semiotics of
Law, now replaced by the International Roundtables for the Semiotics
of Law, do mainly follow the semiotic school of Paris regarding
Greimassian semiotics (Algirdas Julien Greimas 1917-1992). This
legal direction follows the tradition of Course of General Linguistics
by Ferdinand de Saussure (1857-1913), in which comparative
methodology, verification-falsification process, diachronic and
synchronic approaches, and the semiotic narrativity are deployed. The
Peircean inquiry on legal semiotics was the life-work of Roberta
Kevelson (1931-1998). She founded the Center for Semiotic Research
in Law, Government and Economics at Pennsylvania State University
in Reading, Pennsylvania. She considered in her prolific writings on
legal semiotics that worldwide law is “really a system of signs —
types of an iceberg whose bulk is eclipsed but assumed, or known to
exist” (Kevelson 1982: 162). The approach to Peirce’s legal semiotics
is argued in Kevelson’s books (1988; 1990; 1991; her articles 1986;
1982; 1993; and other work). Kevelson speaks here about Peirce’s
acuteness on three semiotic points: the real semiotic definition with
inherent sign, inherent and extrinsic object(s), and extrinsic
interpretant(s) resting on the philosophical categories, corresponding
to the evolutionary inward-and-outward sequence of terms: firstness,
secondness, and thirdness — in their semio-logical changes and
exchanges. This semiotic tradition including an (in)determinate legal
semiosis, will be followed further in this article.
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Peirce’s three categories

Peirce stated that “First is the conception of being or existing inde

pendently of anything else; Second is the conception of being relative
to, the conception of reaction with, something else; Third is the
concept of mediation whereby a first and a second are brought into a
relation” (CP: 6.32). Firstness is pure potentiality (CP: 1.422), which
is “predominant in the ideas of freshness, life, spontaneity, freedom”
(CP: 1.324). Firstness means instantaneous emotion, direct “suchness”
of feeling, raising an elementary question with its direct “maybe” (or
“maybe not”) not dependent to nothing else beyond its own qualitative
understanding of the possible meaning of the sign without thought.
Firstness is undivided and undividable oneness, where thought is still
absent, only the current instantaneous shiver of emotion ran through
human life. Secondness is dynamic motion, orienting oneself in time
and space, taking one’s stand in the moment of “here and now”, and
maintaining one’s moral place over time. Secondness thinks about the
discrimination of good and evil of manysided actuality, it sents
messages with action and reaction as a response to a stimulus which
may cause a change of state from firstness to movement. Thirdness
states the set of habits and habit-changing previously formed, which
control the changing cognitive activity of human experience with
respect to its response to stimulus.

Thirdness (Peirce’s symbolicity) involves bringing states of
firstness and events of secondness together in a mutual friendship of
intellect. Whereas firstness rests on the idea of independence and
secondness is the idea of oppositions, thirdness rests on the idea of the
complexities of cognitive relationship (CP: 1.297). Among the cate-
gorial characters of thirdness are therefore mediation, thought, rules,
habits, and law (the latter as general term, but also applied to legal
studies) (CP: 1.345f, 1.405f). These symbolic-cultural terms are
always infinite, borderless, and never fixed. Peirce argues the
changing characters of thirdness, changing according to different
convenience in human “reality”. State of feeling can be changed the
(re)action can also be changed, and there we deal with a new sign and
a new meaning. Semiosis or forceful sign-activity changes with time
and space, and entertains successfully new doubts, new beliefs and
new persuasions. Under duress of moral time and space a new hab'
formation cycle is generated to fit back into the renewed sem' *
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process. This relationship was experienced by Judge Holmes in his
day when he defined liability not as our right, power nor liberty, but as
its own “vinculum juris [which] is not one of mere duty or obligation;
it pertains not to the sphere of ought but to that of must’ (John
Salmond quoted in Blacks 1999: 925, emphasis as in the original) —
as its own symbol in its own social, psychological, economic, ethical
elements of experience, functioning in a changing legal semiosphere.

In Peirce’s categorial scheme we characterize the final category of
thirdness, semiotic symbolicity, referring to the plural variety of
disciplinary terms used in general inquiry: representation, mediation,
branching, cognition, synthetic consciousness, theory, processuality,
habits, reason, transuasion, transaction, betweenness, continuity,
regularity, evolution, as well as God. In the bizarre juxtaposition
bridged by Peirce’s thirdness, we perceive the generality of the law, as
well as the language of the law. The different perspectives of rational
thirdness can be explored from different angles chosen in the
discussion of rational, nonrational and irrational elements of legal
semiotics to create a human experience, the sociological and psycho-
logical secondness of life. Peirce’s categoriology includes thirdness,
but thirdness appears preceded by secondness and firstness, and
includes the symbiosis between three categories. Semiosis (in the
overall terms of thirdness) organizes and integrates the data of human
experience: in legal terms, the human mind makes the formless
universe into liveable objects and events, that is, it creates a structured
dynamic, and never static, organ of law and lawfulness. The function
of legal language is to guide and stimulate inquiry into human
“reality”, and make “reality” a structured and reasonable medium.

We see this phenomenon of inquiry in the structure and effect of
the legal contract (on Peirce’s contractually, see Gorlee 1994: 197—
223). As contractual agreement between interacting parties the
contract implies a value through mutual consent. As third the contract
is given a meaning with consequences in human experience: the
meaning is not virtual but happens in actual life-experience (including
no thirdness but secondness and even firstness). A contract is thereby
an interpersonal conception of a bargain, considered as a process of
maintaining a synergetic relationship. Peirce’s basic entity of a first,
the possible sign, the second, the semiotically real but no actually real
object(s), and the third, the interpretant(s), roughly the meaning(s) of
the sign-event, are all based on Peirce’s categorial methodology, as
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applied to law. Peirce’s laboratory inquiry, solved by experiments
leading to consistent, common-sense results in reality illusttates t e
collective habit in three interactive phases (discussed in Gorlee 2004).

Semio-legal logic and truth

Legal logic and therefore legal thinking and language consist not of
monolog, but of a secret or hidden dialog pronounced in silent and/or
outspoken words of commands, geared toward a question/answer
relation. The verbal speech creates what Peirce called the “fixation of
belief’ (CP: 5.358ff = WA 3: 242ff) and leads towards a performance
in a future time. In Peirce’s days, it inspired Holmes’s prediction
theory of law (Fisch 1986a; 1986b) involving a choice and possibility,
changing from age to age. Peirce’s theory of rational knowledge
formation signifies a justified emendation of future actions. Legalese
(the language of the law) has therefore a changing, contractual basis,
corresponding as all semiotic processes to language as symbolic
thirds, but based on cultural and linguistic signs. Legal logic offers
legal acts, but is generally a social theory of logic dealing with
complex linguistic signs — doctrines in both words, paraphrases, and
definitions rooted in thought-signs, and interpreted variously by a
community of inquirers, appealed to today and in the future. In
semiotic terminology, the doctrines have become non-doctrines and
are called vocabulary, phraseology, and textology (Gorlee 2004: 159,
197f). The legal parties (Peirce’s inquirers) are not flesh-and-blood
individuals but are either skilled legal brains — those of a legally
trained individual — or unskilled legal brains — of legal illiterates,
lacking formal training in legal studies, ostensibly fated to be a legally
silent majority of potential “victims” of the law (Boasson 1966: 65ff;
Gorlee 1999: 246).

Legal reasoning rests on a relatively closed set of legal premises
that can be known and argued by human individuals with legal
training. It is both an open and a closed system based on previous
logical thought (thirdness), yet the system is infinite and has no finite
closet set of legal premises. The conclusions — or interpretant(s) of
the legal inference — remain open and present unpredictable pos-
sibilities. This is the legal openness in Peirce’s semiotic “dial ”
(CP: 3.172, 3.197, 3.623), meaning that the decisions and choSe”n
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logical thought can give both predictable and impredictable senses of
the interpretive results: namely, either adding to the law system or
even jeopardizing it. This is contrary to the desired closeness of legal
language, and would seem a negative perspective on the effects of
legal language itself. It is also a positive point of view, because it pro-
duces relative openness for interpreters to consider and evolve new
developments inside the present data. In this way, the legal rhetoric
generates further with time and space into a legal pluralism, still
rooted in the target: spontaneous order in society, as is the require-
ments in Peirce’s final concept of community.

If we study legal semiotics according to Peirce’s sign theory,
thought-signs are indeed not entirely rational and logical. They also
embrace practical and intuitive knowledge, constantly trying to
integrate them into reason. Legal logic and language (thirdness) then
attempts to integrate signs of fact or experience (secondness), based
on signs of feeling or emotion (firstness). The fact and feeling are,
however, invisible but still present in the discourse referring to
absent— that is deleted, neglected, or abandoned — outside items.
Reason is therefore relatively present in legalese, a reason that is still
fixed and definite but despite its generality embedded in abductive
thought. The practical feeling brings vagueness to reason, but
eventually brings it eventually closer to the reality of truth (also called
certainty within philosophy, as opposed to uncertainty) as humans like
to live and survive by it. Peirce stated that

The purpose of every sign is to express “fact”, and by being joined with other
signs, to approach as nearly as possible to determing an interpretant which
would be the perfect Truth, the absolute Truth, and a such (at least, we may
use this language) would be the very Universe. (NEM: 4: 239, Peirce’s
emphasis)

Yet legal truth does not exist, since cases after final ruling (verdict)
can be appealed to a higher court and in this new proceeding for re-
versal are taken anew with the same of different circumstances. It
means that “the truth, the whole truth, and nothing but the truth”
becomes a degree of non-truth.

Language, including legal language, is basically a third and formal,
but engaged in the working process of its multiple “drive for
reference” (Mertz, Weissbourd 1985: 262, 268, 276, 283). Language
has a truth but has no absolute truth value. Given, moreover, that its
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right thinking “depends unconditionally upon the relation of the fact
inferred to the facts posited in the premisses” (CP: 5.270 —W. 2. 215),
its truth is wholly a function of this relation, so that “as long as the
premisses are true, however other facts may be, the conclusions will
be true” (CP: 5.271 = W: 2: 215). For the argument here it is important
that all the modes of reasoning, even truth-giving deduction, which is
Peirce’s first symbolic sign leading to valid mechanical reasoning,
does not question the validity of the hypotheses contained in its own
premises; instead, it is simply taken for granted that they are correct
because they represent our whole knowledge of the matter.

Three modes of reasoning

Reasoning is the logical desire to reach the unknown through the
known, organized by Peirce in his semio-logical method of inquiry
(Rescher 1978), linked to the classical logical principles but
transposed in other working forms (abstract and concrete shapes) in
order to grasp and drive the dynamics of thought. Scientific inquiry is
always inspired by intellectual curiosity and is based on reasonable
thirds (thought-signs, conclusions) which need to have, however,
seconds and firsts involved in them. A phenomenon, event, or fact, is
interesting to a certain investigator, and becomes for him/her a
semiotic sign-phenomenon challenging his/her inquirer’s ingenuity. In
order to explain and analyze the sign in its historical and present facts,
and to make predictions about its future nature or behaviour, the sign-
phenomenon is carefully seen, observed, and reflected upon. Man-as-
a-scientist seeks to enhance the scientific value and the validity of the
conclusion(s) of the laboratory inquiry, by adopting a policy in right
thinking which is hoped to minimize the risk of subjectivity and
provide maximum objectivity. To achieve this purpose of seeking
truth, the data obtained of the sign-phenomenon are grounded by infe-
rential reasoning. This is the three-step methods of reasoning, which is
expected to yield true conclusions now or eventually.

The three-step principles fits of logic was traditionally either
deductive or inductive reasoning. Peirce revolutionized the traditional
dichotomy which he expanded and re-defined as a trichotomy by in-
cluding his abduction (1867). Peirce’s decision-making distinguished
between explicatory (or analytic) reasoning — deduction _ H
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ampliative (or synthetic) reasoning — induction and Peirce’s ab-
duction. Explicatory (or analytic) reasoning corresponds to deductive
inference, like in this example taken from Peirce’s beanbag:

Rule All the beans from this bag are white.

Case These beans are from this bag.

* Result These beans are white. (CP. 2.623 = W: 3:
325)

It simply substitutes for the facts presented in the premiss, what is
implicit in them. Like inference from the known whole to the parts, it
does not draw upon the unknown or the partially unknown. This
makes deduction the only form of “necessary” (that is, explicatory)
reasoning to reach truth in itself, since deduction forecloses critical
(re)examination and (re)evaluation of its premises and does not
engage in the introduction of new insights, nor in the rejection of
hypotheses already adopted.

On the other hand, non-inductive (ampliative or synthetic)
reasoning does not lead to necessary conclusions, but to conclusions
which are probable or merely plausible. In Peirce’s words, “Deduction
proves that something must be”, and “Induction shows that something
actually is operative”, yet “Abduction merely suggests that something
may be” (CP: 5.171, Peirce’s emphasis). Induction — the traditional
reasoning about signs in reality — as well as abduction (also called
hypothesis or retroduction by its “inventor” Peirce himself) — which
is logic from the known parts to the unknown whole — are temporary
guidepost to logic. Induction and abduction are “statistical inference”
according to Peirce, who explained: “Out of a bag of black and white
beans | take a few handfuls, and from this sample | can judge
approximately the proportions of black and white in the whole” (CP:
5.349= W: 2: 268).

The shift between a legal monolog (meaning a question: law, writ
of summons, court decision, will, testimony, plea, oath, bank
statement) to the intended dialog (meaning a answer and question
relation: a request for advice, marriage settlement, interrogation
report, police inquiry, cross-examination) requires the removal of
explicatory arguments. Instead of arguing a verbal legal text we argue
what is implied in it: decisions, commands or orders, and rules
(Friedman 1977: 24). In a court case, we deal with mixed cases
including authorative statements. A court case is provided with
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defense, cross-examining a witness, a jury verdict, and similar items.
In a court case, deduction is replaced by ampliative, or synthetic, argu

ments. Inductivist character of legal reasoning rests on what actua y
is” (CP: 5.171), Peirce’s signs of secondness:

Rule These beans are from this bag.

Case These beans are white.

* Result All the beans from this bag are white. (CP: 2.623 -
WA 3: 325)

Inductive inference gives “a course of experimental investigation”
(CP: 5.168). It assumes that “what is true for a whole collection is true
of a number of instances taken from it at random”(CP: 5.275 = W 2
217). Induction is, as said, a statistical argument, the sign points
outside itself to the object referred to; it is a second, giving “a
fragment torn away from the object, the two in their Existence being
one whole or a part of such whole” (CP: 2.230). Induction establishes
a clear cause-consequence relation between premiss and conclusion
(between sign and interpretant) which requires the investigator to
follow it “blindly”. There can be no absolute certainty in induction,
because the inquirer, spurred by intellectual curiosity (CP: 5.584) is in
fact making predictions and thereby judging the unseen by the seen.
New knowledge is inferred by extrapolating it from actual fact toward
the unknown. Induction is therefore a “practical truth” (CP: 6.527),
bringing the inquirer halfway the path which, in the Peircean view,
must eventually lead him or her from interrogation and doubt to
certainty and truth.

This classification can be applied to the two prominent systems of
law and to legal reasoning in the Western world, the latter now
integrating the emerging ex-Communist legal world. Civil-law (origi-
nally the Latin jus civile) cultures possess a deductive orientation,
governed by written laws, statutes, and constitutions imposed by the
state through a parliamentary procedure (deriving from the sovereign),
while a common-law system (derived from the Old French commen
ley) is in itself “inarticulate until it is expressed in a judgment”
(Patrick Devlin quoted in Black s 1999: 270). Common law consists
of the interpretation of the judges whose formal decisions form
precedents in respect of succeeding cases. Common law is a body of
rules concerned with the authority of cases and precedents The
statutary law inclines to reasoning according to inductive thought
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Judicial decisions can overrule — that is: change — its binding codes
in new statutes according to changing standards of time and space. By
this strategy or power involving the strict judicial “oracles of the law”
(Holmes 1897: 457), the judges leave a legacy to future ages.

Civil law emphasize a moderate standpoint of legal positivism and
is ruled ajudicial decisions rather than legislations. Civil law tends to
give more prominence to the imperative idea to reasoning by a law-
making organ than common law with their more legal realist and
empirical orientations, is inclined to do. European law has a strong
rigidity and stability, and offers through its written form some
resistance to manipulation. The repeatable regularity in continental
law is the conclusion of its deductive habit: its real logical syllogism
goes from legal ideas to real ideas. Probable reasoning is the inductive
syllogism, which moves from ideas to things, the latter are material
(extralegal) things existing in human experience.

Anglo-American legal theory is today a mixture of two legal
elements, not considering so-called “equity” (a third system of English
law, responding to ideas of natural justice, now part of common law;
see Williams 1982: 25-29, Blacks 1999: 560): (1) the so-called
common law, judicial law based on court decisions within the legal
framework of cases and precedents, differing fundamentally from
Roman law (filtered through Napoleon code) which governs most
Western legal systems, and (2) statute written law, which is written
law based on previously codified law. Common law, deriving its force
through the rigidity of its reasonableness and truth, is more adaptable
than the actual fragility of the fixed form of statute law, oriented to the
changing needs to society. Peirce would call common law a system of
habituality, a habit-transforming strategy, where new habits are
constantly enforced (and denied). New habituality ensures a way to
avoid conservatism and create new meanings in the law. Both statute
law and common law are in fact rule-forming institutionalization rules
and eventually — or as Peirce wrote: in the long run — proceed from
induction (seconds) to deduction (thirds).
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Abductive beliefs

Every inquiry, scientific and practical, needs to formulate and adopt
certain hypotheses on which to further build the argumentation. It uses
instinctive reasoning, or hypotheses — also called abduction by the
term’s discoverer, Peirce himself [see Gorlee 1996 (English version),
2000 (rev. German version), 2004: 114-132 (2nd rev. English
version)]. In the abductive inference, we catch a new “case from a
rule and result’ (CP: 2.623 = W: 3: 325, Peirce’s emphasis). Peirce
added: “On the table there is a handful of white beans; and, after some
searching, | find one of the bags contains white beans only. | at once
infer as probability, or as a fair guess, that this handful was taken out
ofthat bag” (CP: 2.623 = W: 3: 325):

Rule All the beans from this bag are white.
Case These beans are white.
e Result  These beans are from this bag. (CP: 2.623 = W 3: 326)

Abductive mannerisms are contrasted with deduction and induction,
and are backward reasoning. Abduction is based on hunches and
guessing, and the emotional overtones build intuitive opportunities
stating “may” and “maybe not”. This gives through the abductive
experience, new surprises and information.

Of the three modes of reasoning, abduction is the only to “open up
new ground” (NEM: 3: 206) and to introduce novelty into the
intellectual (or pseudo-intellectual) inquiry. Induction moves from
ideas to things, whereas abduction is a reverse operation: abductive
syllogism moves from things to ideas, from outside to inside. Inquiry
seems to start from catching the inquirer’s flavors, tastes, and
expectancies until it reaches his or her hypotheses on the case. Weak
as the absolute truth value of abduction may be and in fact is — at
least when compared to the probative force of its stronger
counterparts: deduction and induction — it is nevertheless the creative
force breathing the air of originality into what would otherwise be a
“reasonable” (CP: 5.174) but utterly rationalistic and, thereby, lifeless
process.

Peirce relabeled a mode of thought, which for all his conjectural
tentativeness, was often plausible. It suggests more than gratuitous
guesswork, and is the lightning flash breaking through logical analysis
to shed light on the underlying instinctual feeling. The tentative
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explanation is iconically prefigured in the premises. The first premiss
describes what the beans must be like to qualify as beans from this
bag. The interpretant (the legal conclusion) of an abduction is an icon,
here whiteness. The rest is guessing based on rational instinct, creating
feeling. It is believed that abduction looks somehow into the unseen
universe and tries to make some hypothesis concerning it. Abduction
corresponds to Peirce’s firstness, which is “represented” by the
unthinkable (but feelable) iconic image, since it seems to stand for its
object in virtue of its analogy with it.

The abductive overtones of logical reasoning is unsuited to legal
systems and legal acts, because its judgment gives no certainty: the
decisions are of an emotional nature and happen in the form of
intuitive perceptions: “It seems to me that ...” Abductive judgments
offer personal values and build the signs to acquire their genuine and
collective meaning(s) through self-control and settling of doubts
within, firstly, induction and subsequently, deduction. This is the
evolution of Peirce’s “fixation of belief’ (mentioned before) and
abductive beliefs are the first and essential steps further on the way
toward final reasonableness. Abduction is not included in the
cognitive laws and dispositions (such as common law and statute law,
discussed above). Abductive forms are not (or not yet) inquiry but,
rather, forms of inchoate questioning out of which legal discourses
may possibly emerge in the long run of history. We speak here about
the emotive, religious or political values, integrated into explicit law,
but a “hidden” but real abductive rationale in common law and statute
law, where feelings are mentioned or, as the case may be, un-
mentioned. Take, for instance, Peirce’s and Holmes’s “felt neces-
sities”, the social and individual intuitions, which are the seed of every
growth of law. Take liability as a legal act, a human experience which
implies a human choice, where man (woman) decides to make himself
(or herself) answerable for harm or no.

The discovery of acceptable premises in abductive backward
reasoning clearly occurs in non-written law, transmitted via oral
tradition and through the power of memory. Non-written law includes
religious-based or political-based sentiments, beliefs, or propositions
(following the order of Peirce’s categories). In European law systems
we find the system of the law in four progressive terms: firstly in laws,
secondly in treaties, thirdly in jurisdiction and fourthly in customary
law. Laws belong primarily to deduction; treaties have a deductive-
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inductive character; jurisdiction is primarily an upgraded inductive
character. The latter, customary law is unwritten law, established by
long use of local rules, which is still considered as a valid right
affecting openly and clearly the inhabitants of districts or regions, and
legally affecting the outsiders. These traditional rural rights, and their
acts, perform a repeatable tendency toward a regularity in the existing
legal situation. The local rules are probably the historical remains of
traditional customs of trade and commerce in provincial regions, and
do not come from central authority. Customary law gives credit to
abductive values: relevant sentiments, beliefs and propositions are
upgraded from a sense of customary rights to valid thought, probably
due to practical and ethical circumstances in culture, geography, and
climate. An example would be the Norwegian custom of dugnad
(*community self-help” and “joint efforts”), meaning the voluntary
and cooperative work carried by members of clubs, schools, and
organizations for the purpose of helping the neighbours living in the
isolated, mountainous countrylife in Norway. Despite coming from
personal witnesses (notaries, police, noblemen, counselors, lay judges,
elders, and wise men and women) testifying to the certain real
existence of customary law, old customs have gained the status of
written law in a particular area and have acquired a common
acceptance.

Legal examples can be drawn from commerce in agriculture, cattle
raising, fishery, forestry, and associate branches. In British case of
law, in Wilson v Willes (1806), the tenants of a manor claimed the
customary right to take as much turf as they needed for their lawns
from the manorial commons. This was in legal terms held to be too
vague, since there appeared to be no limit to the amount of turf which
could be taken. In Mills v Corporation of Colchester (1867), it was
held that a customary right to fish had no legal force where the right
had always depended on the granting of a licence, even though such
licences had traditionally been granted to local people on request. In
(inter)national business cases, customary law mostly provides for
irreconciliable grounds of decision-making. In a modem case, North
and South Trust Co v Berkeley (1971), goods transported from
Buenos Aires arriving in Asuncion arrived in shortage. To settle the
case of claim, the insurance with Lloyd’s was inspected by the agent
acting here for both parties. This long standing practice of Lloyd’s __
inspecting and defending both policies of insurance — raised issues of
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impartiality and bad faith (in legal terms, fraud and non-disclosure).
The custody of customary law used by insurance brokers worldwide
remained unsuccessful in the Courts. Customary law is only exercised
as of right when it is a clear and certain practice. The judicial decision
in North and South Trust Co v Berkeley (1971) uses independent
asessors to inspect the case for both parties; clearly breaking away
from customary prerogatives or “privileges” toward the principles of
valid morality of commercial law.

Enforceable law in Western and non-Western countries is also due
to abductive differences in historical and cultural facts and pheno-
mena. If we perceive the current classification of legal systems, which
is neither biological nor geographical, but dogmatic and undogmatic
(breaking out of the discussed pattern of inductive common-law and
deductive statute law), we encounter a large variety of legal systems in
which we see the triadic symbiosis of abductive, inductive, and
deductive principles maintaining a synergetic relationship with one
predominant element and the two subyacent elements. When the
abductive element is the dominant idea, the result may be half-
conscious and undeveloped, and hence a false problem-solving
method — called “degeneracy” in Peirce’s terminology; see further in
this article and discussed in Gorlee (1990). The target of this process
is, however, the formation of evolutionary law systems — Peirce’s
valid thirds — as right thinking now and in the future.

Practical examples would be like the disappearing socialist law —
which sought to transform the legal community in accordance with the
original Marxist-Leninist school of thought, based on state govern-
ment, a classless society, and no right to individual property, since the
right of legal rights (capital production) is replaced by common
ownership by the state; Islamic law — based on doctrines of
obligations called Sunna giving prophetic pronouncements and rules
from Sana and Koran in which religion and law are one; the law
system in Israel — a mixture of common law and the Hebrew Bible,
the Torah, plus commentaries by rabbis plus the commentaries made
of the Five Books of Moses, the Misnah and Talmud; the African law
systems — based on principles of animism embodied in totems,
shamans, idols, and awes of ancestor worship; as well as other mixed
law systems in which room for intuitive judgments plays a legal role.
Varieties of such archaic customs are also the main characteristics of
the law of tribes inspired by African metaphysical thinking (abstracted
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from the original French-oriented, and English-linked, statute law) as
well as the “primitive” (but sophisticated) law of Saami people
(formerly called Lapps), Australian aborigines, and Indian populations
in Brazil, cultivating their own spiritual or sacred initial beliefs which
are regarded to bring reasonableness, against the struggle with the
authority. Local customs are an active juridical layer chiefly but safely
spreading under the enforceable rights of the Norwegian, Australian,
Brazilian, etc. official laws, where political and religious practices are
considered a trusted belief of the entire national community.

Abductive sign-action

Peirce, not a trained lawyer but a talented thinker, logician and
scientist, did not expand the abductive idea for legal purposes, and its
significance will require some interpretative extrapolation. In his
reviews in The Nation (1869-1908), Peirce reviewed scientific and
philosophical literature, and could use his reviews for exploring some
intricate problems in many areas and disciplines, which in the 19th
century were not so hyperspecialized as universities and colleges are
today: a stroke of good fortune for the interdisciplinary (or trans-
disciplinary) semiotician then and today. In a hidden paragraph (writ-
ten in 1901), Peirce editorialized in his essentially negative, even
alarmist review on the book on Ethics: Descriptive and Explanatory
written by Sidney Edward Mezes, professor of philosophy at the
University of Texas (CTN: 2: 149), as follows:

Ajudge, let us suppose, has brought before him a case in which a case in which
a man has suffered injury for which he claims damages of another. Whether
damages ought to be paid in such a case is often, as we know, a delicate and
puzzling question. We will follow Professor Mezes in using a much too simple
illlustration, which ought to puzzle nobody. “Take”, he says, “the case where
A’s cattle break out of their enclosure, in spite of A’s having used all the care he
reasonably could have used, or learned to use, and could learn to use, and
destroy B’s valuable crop in an adjoining field”. This case (or rather another far
more difficult) puzzles the judge, and he takes it under advisement. He naturally
looks into the works on ethics, and, finding nothing pertinent in modern books,
is driven to the scholastic treatises. Now, there is nothing in the whole scholastic
logic more justly an object of derision for any modem thinker than its weak
confusion of thought in its doctrine of causes; not in that whole doctrine is there
any more manifest absurdity than the distinction between a proximate and a
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remote cause. When we meet with an application of it in the scholastic
commentary on the Sentences, it stands out as so much more nonsensical than
the rest as to be comical; but that anybody should be made to suffer because of
any consequence of such metaphysical jargon is outrageous flippancy. Yet it is
just this outrage that the judge us driven to commit, or to pretend to commit,
because the ethical writers have not expounded right and wrong in a sufficiently
luminous and reasonable form.

Professor Mezes follows them. He maintains that A, the owner of the
cattle, ought to reimburse B for the injury one by them to his crop, because A
is the proximate cause of B’s suffering. If he would not follow the decisions
of Texas courts as the ultimate evidence concerning right and wrong; he could
not fail to see that the real reason why the judge awards damages to B is that
to allow a private person to undertake a business humanly sure in the long run
to injure his neighbors (and all the more so if he “cannot learn to use” suitable
preventive measures), and then allow him to pocket all the profits, and make
his neighbors pay for incidental losses, would be to bring himself and his
court into public contempt and into no little danger. That was the judge’s real
reason. But in days gone by (perhaps not yet in Texas) if ajudge could decide
a case justly, and yet by a process of metaphysical reasoning the less
intelligible the better, he was regarded with awe by the vulgar; and that was
one motive for his seizing upon that argument when he could get no modem
light. (CTN; 3: 51-52, Peirce’s emphasis)

It is significant that Peirce’s problems in this scholarly review
necessarily had to abstract from his own theory of signs and his
doctrine of categories, both of which were unfamiliar to the audience
of The Nation and unwelcome to the editor (Bernstein 1975; Gorlee
2004: 187, 230). Yet Peirce’s example brought to life in his delicately
farcical elaboration of the pragmatic adventures of legal ethics, as
lessons in legal morality (Gorlee 2004: 187, 230) and approaches
himselfto Holmes’ theory of liability, as described.

A sure sign of semiosis, “a sequence of inferences or a train of
thought” (CP: 7.583), put into deliberation by the judge, words and re-
words the action of a legal semiosis — including the triad of a sign, its
object, and the interpretant — all of them providing clarity as well as a
degree of vagueness to the case. The complex fate of the sign, which
consists in Peirce’s “puzzling” details or facts of the case, or otherwise
requires someone’s special attention suggesting it means something
other than itself, or something more than itself, thereby inviting, even
requiring some further information in the form of new information —
here, no real but transworded, legal information — about the “real”
sign-event. The sign-action still remains indeterminate and uncertain,
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and continues to “puzzle the judge”, since two objects determine the
sign and what happened to it. One object, the “immediate object” as it
is represented by the sign and can be a quality, an existent, or a law
(PW: 33). The immediate object is the object “inside” the sign at face
value, whereas we also have to deal with the “dynamical object”,
absent in the immediate object and in the sign, but found in the real
context of the sign relation. The dynamical object is “the Object
outside the Sign [...]. The Sign must indicate it my a hint; and this
hint, or its substance, is the Immediate Object” (PW: 83). The visible
and invisible objects are suggested in Peirce’s distinction between
Peirce’s “proximate” and a “remote” cause, both of them determining
to blur the process of semiosis — suggested by a “hint”. The
differences between three interpretants — immediate, dynamical, and
final interpretants — join the object in determining the modalities of
the circumstances of the primary sign in its histority, but the final
effect of the case serves to illustrate a model of precedent cases in
Peirce’s “luminous and reasonable form”. As stated by Ransdell:

There are occasions when the dynamical interpretant — that is, the actually
occurring interpretant — of a sign which is the law is not definitely
identifiable because the law is to vague in the relevant respect: the facts of the
case may be clear enough but the meaning of the law is not, and the judge
must, as we say, exercise real judgment in the matter (which is to say that the
judge must recognize something as being the relevant dynamical interpretant
without benefit of recourse to any ascertainable basis in the immediate
interpretant that would justify that recognition). The conscientious judge
makes a guess, in effect, at what the final interpretant includes when he or she
recognizes something as being a dynamical interpretant of that law at that time
relative to that case. But it is the course offuture legal interpretation of that
law (in courts of appeal, in future juridical practice, and so on) that will
determine whether the judge was or was not right in his or her attempt to
anticipate the relevant content of the final interpretant — or, as we would
ordinarily say, in the attempt to set a precedent that will be honored. (Ransdell
1986: 682-683, Ransdell’s emphasis)

The at least partial indeterminacy of the possible meanings of the
primary sign makes the sign relation a powerful but fallible instrument
of logical discovery of familiar and unfamiliar elements of the facts
related to the knowledge of the (un)criminal sign and its contextual
meaning. Surprisingly, in the bastion of legal reason, the judge’s
speculations introduce to deduction and induction a sphere of
abduction with hints and guesses, which are self-controlled to
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discipline the rationality of its beliefs and give rise to discussions and
debate.

Judicial decisions

Decision law is seen as “organic” law with a human(ized) meaning (in
common and non-legal terminology (Gamer 1987: 395). Therefore,
judicial decision law will have life and grow in diversity and indivi-
duality from outside inwards, and is far from dogmatic, but “skep-
tical” law. Judicial decisions are “self-multiplied, self-shaping and
self-regulating”, but with “shades of irritability and sensitivity”
(Rottleuthner 1988). Their premisses are not full grown, but can be
revised, denied, changed, and overruled according to the corpus and
qualities of the case law technique (Williams 1982: 67-96). Their life
and growth, “set in motion by the emotion of surprise” trigger “violent
response” (Kevelson 1985: 204), thereby adding mimetic and repro-
ductive elements to the interpretation of the original sign (Mendell
1994: 629, note 25). The intermittent mundus imaginalis of judicial
decisions are viewed not only in deduction and induction, but also in
half-glimpsed abduction.

Decision law is a legal response to a claim, a reaction to an action,
or a response to an answer. Technically, in the U.S. judges are said to
write opinions to justify their decisions or (in English terminology)
judgments in courts of law; they write decisions or judgments. The
actual written judgments or opinions giving formal(ized) judgments in
court are cold files or pieces of official writing in deductive form, kept
for recordation in the U.S. judgment-book and English judgment-roll
for appeal procedures and otherwise. The prior decisions are mental
communications (formal messages) of an authoritative nature
according to the size of the audience:

Many commands, orders or warrants are issued directly to one person. The
decision in a court case binds the immediate parties — two people, sometimes
more — and a small circle of officials who may have to help carry it out. The
indirect message, of course, runs to a wider group. Orders, warrants, and
commands are usually less important than more general messages — doctri-
nes, laws, principles, or rules. (Friedman 1977: 58)
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The legal burden of proof are directed to Peirce s community,
(re)affirming a “proposition whose falsity can never be discovered and
[...] contains [...] upon our principle, absolutely no error” {CP. 5.311).
The underlying decisions with its abstract deductive contents are
preferred as having inductive forms. The inductive forms refer to the
case suggesting the provisional (and questionable) intention in the light
of judicial policy (William 1982: 97-111). William speaks of dealing
with standard and “fringe” meaning, the context and “mischief’ rule in
the wording, the literal rule and room for differences of opinion, stating
that “the literal rule is a rule against using intelligence in understanding
language” (William 1982: 105), significantly adding that

Anyone who in ordinary' life interpreted words literally, being indifferent to
what the speaker or writer meant, would be regarded as a pedant, a mischief-
maker or an idiot. One practical reason for the literal rule is that judges are
now deeply afraid of being accused of making political judgments at variance
with the purpose of Parliament when it passes the Act. (Williams 1982: 105)

The inductive shapes obey the economic trends and social forces. The
judicial meanings support their policy lines and instrument the judge’s
values. The pressure of this liberal and conservative “scaling” techni-
que (Friedman 1977: 172), pinned on a “scale” of public opinion, is a
commonly accepted and socially acknowledged technique in order to
end the legal uncertainty and create a degree of order out of chaos
(Ricoeur 2000: 127-132).

The abductive background of legal decisions serves as a trouble-
saver in the coldness of the just solution. The right solution is
manysided and may convey different interpretations, both usual and
unusual meanings repeated as errors and crude mistakes, and hardly
understood as existing power or force working in human reality or
“reality”. Are there tentative signs of emotive and emotional genres
within verdicts and other legal decisions, where personal or ideolo-
gical intuitions are acknowledged as being more than an open and
secret space? Take the case (or maybe the vision) of the judge who
decides by his or her feeling, and not by judgment or rationalization,
conducted in a scientific and public debate of the “hunch” theory as a
powerful feature of judicial reasoning and decisions; see Hutcheson
(1929), Wasserstrom (1961), Mendell (1994). Recently, take the
“puzzling” pronouncement of Posner (2001) about the presence of
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emotion in law, suggesting Peirce’s abduction within legal decision-
making.

The abductive argumentation is claimed in the judgment pro-
nounced, as opposed to the rationalization by the judge of the
processes of his or her mind. After Peirce’s death and in the last years
of Holmes’s life, Judge Joseph C. Hutcheson, Jr. (1879-1973), a
friend of Dewey, wrote a playfiil but spectacular article on “The Judg-
ment Intuitive: The Function of the ‘Hunch’ on Judicial Reasoning”
(1929, see Mendell 1994: 627-629, note 17). In Hutcheson’s pejora-
tive words in his negative, even alarmist, essay on the judge’s mental
connection between question and decision, a few hunches or guesses

[...] were recognized in four kinds of judgments: first the cogative, of and by
reflection and logomancy; second, aleatory, of and by the dice; third, intuitive,
of and by feeling or “hunching”; and fourth, asisine, of and by an ass; and in
that same youthful, scornful way | regarded the last three as only variants of
each other, the results of processes all alien to good judges. (Hutcheson 1929:
275-276)

This leaves the intelligent speculation, deciding by feeling not by
judgment, open for discussion in Hutcheson’s article. Behind the hidden
truth in hard cases, the judge “being merely on his way [...] to fmd the
just solution, will follow his hunch wherever it leads him, and when,
following it, he meets the right solution face to face” (Hutcheson 1929:
278) and enable him to pronounce his judgment. A hunch is the

[...] tiptoe faculty of the mind which can feel and follow a hunch which
makes not only the best gamblers, the best detectives, the best lawyers, the
best judges, the materials of whose trades are the most chancey because most
human, and, the results of whose activities are for the same reason the most
subject to uncertainty and the best attained by approximation, but it is that
same faculty which has guided and will continue to open hidden doors.
(Hutcheson 1929: 179)

The hidden door is abductive thought, revealing “the soul of the fact”
in a “flash of luminous hypothesis” (Hutcheson 1929: 281).

Without mentioning Peirce and Holmes, but briefly naming their
theological friend in the law-dominated Metaphysical Club, William
James (Hutcheson 1929: 282, Menand 2001: x- xi), Hutcheson charac-
terizes intuition or imagination as a “lucky find” made at “apocalyptic
moments” of professional life (Hutcheson 1929: 281). In contra-
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distinction with the deductive and inductive models, the judge per-
ceives abduction as “this sensitiveness to new ideas, this power to cast
in ever widening circles to find a fresh scent, instead of standing
baying where the track was lost” (Hutcheson 1929: 280). The judge
trusts his or her own imaginative response to an idea and takes his
knowledge for granted. This article exaggerates the high formality of
the judge’s status and applying to his mental posture the description of
a tricky inventor to “trace the hidden equities of divine reward, and to
catch sight through the darkness, of the fateful threads of woven fire
which connect error with its retribution” (Hutcheson 1929: 288).
Hutcheson’s parody may be regarded as an unique combination of
both creative and cognitive criticism, entertained with a bit of comic
effect.

Hutcheson’s mock-aesthetic illusion of 1929, however, prompted a
valuable debate of self-expression among U.S. judges themselves.
Later examples of the improvement in working practices to discover
the truth, not the depleted truth but the real truth of emotion in law,
include Richard Wasserstrom’s The Judicial Decision: Toward a
Theory of Legal Justification (1961: 84—117, part. 89-96). Wasser-
strom characterized Hutcheson’s intuitive comments as “rather mysti-
cal statements of approval” (1961: 184). Wasserstrom defuses the
controversial issue of the hunch by suggesting that it involves a dual
procedure: a process ofjustification and a process of discovery (1961:
27). A process ofjustification has non-intuitive, evidential, and utilita-
rian grounds specified as a bifurcation of deductive and non-deductive
reasoning. For Wasserstrom, deductive reasoning means mechanical
reasoning, while non-deductive reasoning means inductive reasoning
(not explicitly mentioned by Wasserstrom). The process of discovery
seems based on instinct, emotion, and custom — as discussed in
Peirce's abductive reasoning used in law. Wasserstrom’s two proce-
dures of standard-and-rule are the elements of the “rational behavior”
of a legal conclusion, building up the logic of right or wrong decisions
(1961: 104—105). The process of discovery is the topic of the “talk
about judicial hunches, emotions and personalities” (Wasserstrom
1961: 31) rather than publicizing serious scholarship.

The personal desire to integrate guesses into the decisions raises
several points:

To begin with a trivial one: it is probably correct that the judge can select anv
factors he wishes and determining the characterization of the fact situation
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[~mle A more plausible interpretation of this thesis would construe it as
asserting that there are no grounds upon which a given characterization may
be criticized in other words, that there is no sense in which a particular classi-
fication could be termed “correct” or “incorrect”, “reasonable” or “unreason-
able”. (Wasserstrom 1961: 33, his emphasis)

Deduction is the irrational fallacy (Wasserstrom 1961: 33), judged as
a utopian strategy. A positive strategy adopted to solve hard cases
with a reasonable classification (Holmes’s and Peirce’s terminology)
suggests that “a judge can extract a ratio decidendi of almost any
order of generality from a particular case” (Wasserstrom 1961: 35, his
emphasis) in order to judge the “vague and imprecise” (1961: 35)
circumstances in the case at hand. The judge uses his or her own
intuition to make the meaning fit the court’s opinion. This (ab)use of
emotional tactics to reach formal reasoning means that “justice means
the ‘natural’, ‘individualistic’, or ‘discretionary’ adjudication of each
case as it arises” (Wasserstrom 1961: 85). Intuition is, for Wasser-
strom, “the mostjust [decision] for the particular case” (Wasserstrom
1961: 86, Wasserstrom’s emphasis).

Wasserstrom is a cautious writer, anxious not to be slaughtered
himself. He defines intuition as “broader than ordinary philosophical
usage” as “any process by which truth or correctness is directly
apprehended'lincluding “emotional apprehension” but excluding the
“sense of justice” from a “sense of injustice:” “There may be diffe-
rences between the two approaches, but for my purposes they can be
treated as being essentially similar” (Wasserstrom 1961: 89, his
emphasis). This distinction is true to the elements and truth-claim of
Peirce’s hypothesis of abduction, where in legal terms, decision is “the
binding decision of the case” (Wasserstrom 1961: 92). The specula-
tion is hoped to be free from the “biases, partialities, and like peculia-
rities of the judges who render decisions” (Wasserstrom 1961: 93).
The personal decision corresponds to three characteristics:

First, under such procedures there should be certain independent criteria by
which the one who makes a decision can evaluate the conclusion reached or
the course of action decided upon. [...] The second, and perhaps more
significant, requirement is that the justification for any proposal should be
submitted to and should be able to withstand public examination. [...] The
third requirement [...] stipulates that all the grounds or reasons for the
decision be both revealed and evaluated. (Wasserstrom 19671: 94)
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The three characteristics are also relevant for Peirce’s abduction wit
its final “wisdom for the community”, the final purpose of the critical
inquirers, as discussed above (Wasserstrom 1961: 94). Wasserstrom
cites Dewey’s writings on the philosophy of law. Dewey’s article
“Logical method and law” (1924) has thrown a bright light on the
topic of the external grounds of the legal conclusions:

Courts no only reach decisions; they expound them, and the exposition must
state justifying reasons. [...] Exposition implies that a definitive solution is
reached, that the situation is now determinate with respect to its legal
implication. Its purpose is to set forth grounds for the decision reached so that
it will not appear as an arbitrary dictum, and so that it will indicate a rule for
dealing with similar cases in the future. It is highly probable that the need of
justifying to others conclusions reached and decisions made has been the chief
cause of the origin and development of logical operations in the precise sense;
of abstraction, generalization, regard for consistency of implications. It is
quite conceivable that if no one had ever had to account to others for his
decisions, logical operations would have developed, but men would use
exclusively methods of inarticulate intuition and impression, feeling; so that
only after considerable experience in accounting for their decisions to others
who demanded a reason, or exculpation, and were not satisfied till they got it,
did men begin to give an account to themselves of the process of reaching a
conclusion in ajustified way. However this may be, it is certain that injudicial
decisions the only alternative to arbitrary data, accepted by the parties to a
controversy only because of the authority of prestige of the judge, is a rational
statement which formulates grounds and exposes connecting or logical links.
(Dewey 1924: 24 after Wasserstrom 1961: 95; see also Merrell 1994: 577,
624—626 and passim)

Intuitions are “private affairs ... difficult to obtain ... [and] even
harder to repeat and thereby verify” (Wasserstrom 1961: 95). The
external grounds “blur the divide between fantasy and fact, between
wish and ideal” so that Wasserstrom needs to conclude that the “jud-
ges who think they have had infallible intuitions of particular justice”
(1961: 96) are not to be trusted.

Recently, this tradition of the fallibility of decision-making and the
role of emotion in law has been continued by Richard Posner, Chief
Judge on the U.S. Court of Appeals for the Seventh Circuit and a dis-
tinguished legal scholar (1999, 2001). Originally a student of Hol-
mes’s skeptical legal scholarship (1992 and passim) and thereby of
Peirce’s methods of right thinking, Posner interprets the law as the
effect of an economic and moral system. He believes that judges base
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their decisions on guesses and personal ideology, hiding behind a veil
of precedent. In The Problems of Moral and Legal Theory (1999),
Posner briefly touches on the judges’ moral intuitions with respect to
the pain of the enforced punishment. What is the difference between
three and four years spent in prison? The verdicts are not specific but
general and social; they have “no fixed objects” and are “morally
neutral” (1999: 38). Moral emotions on “numbers” in severe criminal
punishments — one year’s probation, six month in jail, ten years in
the penitentiary, a $5,000 fine (Posner 1999: 38) — impose the emo-
tional judgments of the judges, “influenced by experience, informa-
tion, and imagination” and “disciplined by fact” (Posner 1999: 260).

Posner’s Frontiers in Legal Theory (2001) does not mention
Hutcheson (1929) and Wasserstrom (1961), but develops his own
belief in emotivism, rooted in emotion vs “emotionalism” (2001: 28-
29). Judges have no access to moral truth, their emotionalist attitude
means that they tend to give “undue salience to one feature of the
situation and its associated stimulus” (Posner 2001: 228). The legal
decision to discern the real circumstances of the case becomes a
deviated form of mental, moral or spiritual “blindness”, where cogni-
tive feeling regards feeling and emotion is secondary to what we ex-
pect of judges: real cognitive thought. Emotionalism depends on the
discussed “hard” and “soft” qualities of the object. Take the cruel ca-
ses of “cold-blooded crimes”, “crimes of passion”, “hate crimes” as
well as crimes dependent on a psychiatric illness or drug addiction,
where the accused claims no legal responsibility or guilt, without
“programming” the evidence of extenuating circumstances or a
depraved will. According to Posner, “enhanced” punishment, imposed
by the judges, would nicely accommodate the pressure of social
interest groups or a personal ideology; it creates the barbarous kind of
“we-they” thinking that “can lead to barbarous prison conditions, sum-
mary justice, and savage punishments” (2001: 235, 240). The emo-
tional distress — transfigured by the direct affects of passion, fellow
feeling and empathy — becomes “one-sided, short-sighted, senti-
mental” penal practices (Posner 2001: 234, 248). Translated into
Peirce’s semiotic terminology, it becomes raw emotion which gene-
rates false “degenerate signs”. Degeneracy displays no token for
regeneration into logical valid reasoning (as discussed in customary
law, see Gorlee 1990, 2004: 119, 136, 183).
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In dealing with the role of emotion in law, Posner (2001: 244-245
and 1988: 101-110) mentions William Shakespeare’s moralistic-
ethical play, Measurefor Measure (performed in 1604, first printed in
1623) in which he wrestles with the solidarity with vice and the
“measure” of punishment. The title Measure for Measure comes from
Saint Matthew’s account of Christ’s Sermon on the Mount: “with
what measure ye mete, it shall be measured to you again” (Matthew 7:
2) and alerts the reader and spectator to the heated power struggle for
justice, experienced in the judges’ conscience. In Shakespeare’s
tragicomedy, the virtuous heroine, Isabella, expresses what is morally
and ethically good and bad, and in-between where good and bad
mingle: “Ignominy in ransom and free pardon / Are of two houses
lawful mercy / Is nothing kin to foul redemption” (1987: 800)
exclaiming “O perilous mouths / bear in them one and the selfsame
tongue / Either of condemnation or approof, / Bidding the law make
curtsy to their will, / Hooking both right and wrong to th’ appetite, /
To follow as it draws” (Shakespeare 1987: 800). Law is rooted in the
secret places in the soul, knocked or seeked or asked without com-
mitting errors in the emotional distance. Isabella turns the world
upside down, reversing the moral maxims and devices of male judges
who think that the purpose of life is to “get on” in strong formalism.

The temperaments of Posner’s male and female conceptions of law
(1988: 108), felt by judges, semiotically called “hot” and “cold” mora-
lity, create a moral space for the hidden pitfalls of judicial tempera-
ments (Gorlee 2004: 210-211). Posner writes that in Measure for
Measure, the legal terms

[...] suggest ways of minimizing the human factor, minimizing discretion, and
maximizing “ruledness” or “legalism”. The emphasis is on professionalism,
logic, strict rules, sharp distinctions, positive law, and “hard “cases (meaning,
not as it has come to means, cases that are difficult, but cases that reach hard
results, showing that head and heart are firmly separated); on abstracting from
the specific circumstances of a case, from the tug of emotion, and from the
personalities of the disputants. (Posner 1988: 107)

This passage is a mixture of the three modes of reasoning: deduction-
induction-abduction. The judge, “though [he] errs like others” (Sha-
kespeare 1987: 797), still appears to trust his own forceful energy and
boundless pride, but both qualities seem to be disconnected from their
basis in pure emotionalism. The judge produces strong, if in the long
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run powerless, and fallible “quasi-signs”, relying in his art and craft.
Peirce trusted his own *“assurance of Instinct; assurance of Experience;
assurance of Form” (CP: 8.374). But one can never be “cocksure”
(Peirce s key term) of a feeling, belief, or persuasion, as Peirce
assured in his theory of fallibilism (Gorlee 2004: 211 and passim).
Peirce adopted his maxim of the force of the community, “Truth
crushed to earth shall rise again” (CP: 5.408 = W: 3; 274).

Posner has a strong appeal to Peirce’s pragmatic thought and its
reasoning of cases of doubt and his semiosic (in)determinacy —
giving a tension with legal formalism. Posner only briefly mentions
Peirce’s abduction as a “mysterious process” (1990: 105) and states
that “Peirce may have been on the right track in suggesting that we are
able to choose promising hypotheses to test because of our minds,
being themselves the products of nature, have an intuitive grasp of the
principle” (1990: 116 note). Concerning the future of this inquiry,
Uusitalo’s article (1991) would suggest an abductive strain in our
legal thinking, related to the reflexive rationality. Let us expect further
clarification of the subject of abduction by other semiological
defenders.

Abductive flashes and glimpses
In his pragmatistic article “The path of law” (1897), Holmes argued that

When we study law we are not studying a mystery but a well known
profession. We are studying what we shall want in order to appear before
judges, or to advise people in such a way as to keep them out of court. The
reason why it is a profession, why people will pay lawyers to argue for them
or to advise them, is that in societies like ours the commance of the public
force is intrusted to the judges in certain cases, and the whole power of the
state will be put forth, if necessary, to carry out their judgments and decrees.
People want to know under what circumstances and how far they will run the
risk of corning against what is much stronger than themselves, and hence it
becomes a business to find out when this danger is to be feared. The Object of
our study, then, is prediction, the prediction of the incidence of the public
force through the instrumentality of the courts. (Holmes 1897: 457)

To *“demystify” the fearful body of decisions of judges, |
demonstrated the salience of Peirce’s three-step semiotics to the
understanding of the ridigity and flexibity of the systems of law. Our
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modem, inductive patters of thought have made us concentrate
inescapably upon reaching the deductive universe as the only object
we can claim to reach. Legal activity is not entirely logical, it has
strong links to personal beliefs and interpersonal communication,
introducing abductive vagueness and slippery creativity in forms of
national and international judicial reasoning. In situations of conflict
and dispute, we fully realize that the legal norm is not just valid logic,
but a variety of judgments variously linked to Peirce’s three cate-
gories, limiting and expanding the utilization of the law. Judicial
decisions is not founded on inmutable abstract principles, but revealed
the intermittent vision, seen in flashes and glimpses, of backward
reasoning: abduction. This article revealed some of the semio-logical
sources of this pia fraus, translated as pious frauds, “a symbol not a
sign ofjustice” (Boasson 1966: 68-69).
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MoACKa3KN U jorafKu:
npaBoBble (HOPMbl CEMWO-/TONMYECKON aprymeHTaLum

FOpuanueckas ceMMOTUKa SBNsSieTCA OGbICTPOPa3BMBaOLLMMCA MOApa3fe-
nom o6lLLeli CeMUOTUKKU. TpexcTyneHyaTble MPUHLMNbI CEMWOTUYECKOIA
noruku Mupca NpeacTasBnsloT cob6oi Tpy KkoYeBble kateropun MepBuy-
HOCTK, BTOpUYHOCTY 1 TPETUYHOCTW, OCHOBAaHHbIE Ha MPOTUBOMOJIOXKEH-
HbIX METOLaX JIOTUKN: AeAYKUUW, HAYKLUMM 1 OTKPLITOR Mnpcom abayk-
umn. Hu gegykums, H1 abayKums He MOryT npeTeHAoBaTb Ha UCTUHHOCTb
6onblue, yeM fdefyKuus. B MpoOTMBOMOMOXHOCTL NPaBOBOW CUCTEME,
abayKums MMeeT MeCTO ObiTb B MHTYUTUBHbLIX YMO3aK/OUYEHUSX, KOTO-
pble KacaloTCsl BOSMOXHOCTW T.H. 06paTHOV aprymeHTaLuu.

MpaBoBble Ky/NbTypbl KOHTMHEHTANLHOrO MpaBa XapaKTepusykoTcs
YCTaHOBKOW Ha abCTPaKTHO-4eAYKTVBHbIA NOAXO4, KOTOPbIA AUKTyeTcs
MMCaHbIM MPaBoM, B TO BPeMsi KakK (PakTuuyeckas XPYMKOCTb CUCTEMbI
aHrn10-aMepuKaHCKoro npasa, YbM cyfnebHble pelleHns U npeuefeHTbl
OMUpatoTCA Ha WHAYKLMIO, TMEPEHOCMT CBOM 06blbay B MOpasibHOe
MPOCTPaHCTBO U Bpems. MpaBoBble CMCTEMbI TaK Ha3blBaeMOro “06bl4HO-
ro” npasa NpPeanoYMTaloT abayKTWBHble MOHATMA: aBTOPUTETHbIE MHe-
HUs, YOeXAEHUA W YTBEPXEHWS B 3TOW CUCTEME MOAHATbI HA YPOBEHb
IOPUANYECKN AENCTBUTENBbHOW aprymeHTaumun. KOpuanyeckoe MpuHATUE
peLleHuii B aHrN0-aMepUKaHCKOM MpaBe XapakTepu3yeTcs Kak NpuHATUe
PELLEHWIA C abAYKTUBHLIMI OTTEHKaMN.

Vihjed ja oletused: semio-loogikalise
argumentatsiooni diguslikud vormid

Juriidiline semiootika on tldsemiootika kiiresti arenev allharu. Peirce’i
semiootilise loogika kolmeastmelised p6himdtted kujutavad endast kolme
vdtmekategooriat (esmasus, teisesus, kolmasus), mis pdhinevad vastavatel
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loogika meetoditel: deduktsioonil, induktsioonil ja Peirce’i avastatud
abduktsioonil. Ei deduktsioon ega ka abduktsioon ei saa pretendeerida
tdesusele rohkem kui induktsioon. Vastupidiselt Oigussiisteemile on ab-
duktsioon omal kohal intuitiivsetes jareldustes, mis puudutavad nn tagasi-
mineva argumentatsiooni v8imalust.

KontinentaalQigusruumi kultuure iseloomustab suunitlus deduktiiv-
abstraktsele ldhenemisele, mida dikteerib kiijutatud 6igus, samas kui
angloameerika 0Oigussusteemi faktiline haprus, kus kohtulahendid ja
kohtupretsedendid tuginevad induktsioonil, orienteerub haijumuslikult
moraali aegruumile. Nn “tavaBiguse” juriidilised siisteemid eelistavad
abduktiivseid mdisteid: autoriteetsed arvamused, veendumused ja véited
on selles slisteemis tOstetud tegeliku juriidilise argumentatsiooni staatu-
sesse. Juriidiliste otsuste vastuvdttu anglo-ameerika diguses iseloomustab
abduktiivsete varjunditega otsuste vastuvott.
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Abstract. This essay is an analytical extension of Roland Barthes’ structural
analysis of an excerpt from the Old Testament (Genesis 32: 22-32), known as
“The Struggle with the Angel”. It thus continues the search for “the third
meaning” of this enigmatic passage. In this essay, “The Struggle with the
Angel” is undertaken in the phenomenological (xenological) register which
situates it in the liminal sphere at the crossing of disclosure and concealment.
Subsequent semiotic analyses of three visual renditions of Genesis 32: 22-32,
Rembrandt’s “Jacob’s Struggle with the Angel”, Sir Jacob Epstein’s “Jacob and
the Angel”, and Marc Chagall’s “Jacob Wrestling with the Angel”, show the
“third meaning” of the passage to be predicated on the foundational relation
between naming and facing, pointing to the understanding of “The Struggle” as
the face-to-face relationship of love and responsibility grounded in ethics.

A little East ofJordan,
Evangelists record,

A Gymnast and an Angel

Did wrestle long and hard—

Emily Dickinson,
“A Little East of Jordan” (Frl45B)

This essay considers an excerpt from the Old Testament, “Genesis 32:
22-32”, known as the Struggle with the Angel. This excerpt exudes
powerful allure, prompting many scholarly attempts at giving this
complex passage exegetic sense.l Among them we find Roland
Barthes’ structural analysis that dissociates itself from theosophic

1 For a list of scholars who attempted an interpretation of “Genesis 32: 22-32”,
see Desroche (1973).


mailto:alex.kozin@gmx.net

274 Alexander V. Kozin

Biblical interpretations in an attempt to show that the extraordinary
potency of the Bible lies beyond its religious import and is grounded
instead in the primordial connection to the semiotic universe. As an
archetypal text, the Bible discloses the transcendental dimension in its
pure uncontaminated state. At the same time, the Bible does not
confer this state to the single origin; no singularity should or can
emerge from its reading. Its textual purity, notes Derrida, is but a
condensate formed by many layers of mythological material of diverse
origins.2 This is to say that the Bible itself is a semiotic universe par
excellence. It thus can lead outside of its telos and into the realm of
signitive becoming.

This would-be place of pre-formed possibilities can also be under-
stood as the liminal world. | take liminality in the Husserlian sense, as
Zwischen, or new logos, an organization that features connecting
nodes but lacks centralization.3 Liminality is therefore a paradoxical
phenomenon. Importantly, this paradox is not logical but phenome-
nological, for it is firmly grounded in the living world. We discover
limit phenomena in such empirical modalities as children, animals,
etc. In addition to life forms, limit phenomena extend to mythical
figures, such as spirits and demons. The encounter with limit pheno-
mena is both meaning-creative and self-altering. | therefore suggest
that we co-join phenomenology and semiotics in order to investigate
Jacob’s “Encounter with the Angel” as a limit phenomenon. For this
examination, Barthes’ analysis provides a conceptual frame that I
expand and texture with further material and analyses. The essay’s
design reflects these intentions. First, | present the excerpt. | continue
by giving a condensed summary of Barthes’ method as well as his
findings. Then, | introduce the phenomenological structure of the
alien, explain the alien typology and outline xenology as method.
After a methodological orientation is set, | proceed with the analysis
based on three artistic renditions of the Genesis episode, Rembrandt’s
“Jacob’s Struggle with the Angel”, Sir Jacob Epstein’s “Jacob and the
Angel”, and Marc Chagall’s “Jacob Wrestling with the Angel”. I end
by evaluating the findings from the perspective of semioethics.

2 Derrida argues for the plurivocity of the Bible from the translation perspective
in his 1992 article “Des tours de Babel”.

3 For an investigation of the in-between of known orders, see Waldenfels
(1995).
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(22) And he rose up that night, and took his two wives, and his two women-
servants, and his eleven sons, and passed over the ford Jabbok. (23) And he
took them, and sent them over the brook, and sent over that he had. (24) And
Jacob was alone; and there he wrestled a man with him until the breaking of
the day. (25) And when he saw that he prevailed not against him, he touched
the hollow of his thigh; and the hollow of Jacob’s thigh was out of joint as he
wrestled with him. (26) And he said, Let me go, for the day breaketh. And he
said, | will not let thee go, except thou bless me. (27) And he said unto him,
What is thy name? And he said, Jacob. (28) And he said, Thy name shall be
called no more Jacob, but Israel: for as a prince hast thou power with God and
with men, and hast prevailed. (29) And Jacob asked him, and said, Tell me, |
pray thee, thy name. And he said, Wherefore is it thou dost ask after my
name? And he blessed him there. (30) And Jacob called the name of the place
Penuel: for I have seen God face to face, and my life is preserved. (31) And as
he passed over Penuel the sun rose upon him, and he halted upon his thigh.
(32) Therefore the children of Israel eat not of the sinew which shrank, which
is upon the hollow of the thigh, unto this day: because he touched the hollow
of Jacob’s thigh in the sinew that shrank. (Genesis 32: 22-32)

Barthes (1977: 127) begins to analyze this passage with the following
goals in mind: “show how the text is unmade, how it disseminates —
by what coded paths it goes off’. The name of this analysis is indicial.
This is to say, it is a form of sequential analysis that pursues the ways
of metacategories through their sequential production. The search for
meta-categories begins with two kinds of units: the state of the
character (i.e., indice) and the state of their actions (i.e., epithet). The
correspondence between the two produces meta-meaning. Barthes’
main focus is not the metacategories themselves, however, but their
disseminating potential. From this perspective, his analysis proceeds
progressively, that is, it seeks to identify those sequential positions
and content categories that are responsible for “the abrasive frictions,
the breaks, the discontinuities,” in sum, various ambiguities of inter-
pretation (Barthes 1977: 140).

For the key sequences in this passage Barthes takes: (1) the Cros-
sing, (2) the Struggle, (3) the Namings. A close examination of
Sequence (1) produces the first indetermination. Correctly, Barthes
points out that the passage does not tell us whether the encounter with
the Angel began before or after the crossing. This determination is
essential, however, for the reading of the text: the character’s position
means that the struggle could be either for the right of passage or as
the price for passage: “(23) And he took them, and sent them over the
brook, and sent over that he had. (24) And Jacob was alone; and there
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he wrestled a man with him until the breaking of the day”. The friction
between the two meanings creates structural ambiguity, puts the text
in suspension. The second sequence, The Struggle, is equally ambi-
guous. The personal pronoun “he” is placed in the text in such a way
as to refer to both the Angel and Jacob: “(25) And when he saw that
he prevailed not against him, he touched the hollow of his thigh; and
the hollow of Jacob’s thigh was out ofjoint as he wrestled with him”.
The position is remarkable in its narrative potency: observing fighting
men, can we say for sure who dealt what blow to whom? The
movement is chaotic, it changes the course too quickly for an ordinary
eye to understand. Would this opacity not be exacerbated manifold in
the case of an omnipotent entity such as God? But, then, again, can we
say for sure that it was God? Or, rather, was it God in the Angel’s
body, or was it the Angel who represented God? This ambiguity is
crucial for the understanding of the extent of Jacob’s strength and
therefore his ability to win.

According to Barthes (1977: 135), the markings might explain
God’s or Angel’s pseudo weakness, for it was employed as an item of
exchange for what follows, the Namings: “The mark is a creative of
meaning.” And not only meanings, we might add, but new sub-
jectivities. God marks Jacob so that he knew that he was chosen,
submitting Jacob to his league. Importantly, the touch of God had no
violence in it: God’s marking should not be confused with branding.
God only touches to bless. But, the blessing came before Jacob had
requested for it. What he received instead was a new name: “What is
in question in each naming is a change — of place, parental ling,
name, alimentary rite [...] a transgression of the rules of meaning”
(Barthes 1977: 136). It is there, in the detachment of meaning from its
signified that Barthes finds the text’s signifiance. The frictions, the
breaks, the discontinuities — they are all paramount to the text as they
make for the combinatory effect of binding. For us, the realm of
significance serves as the point of departure into the realm of
xenology. My task for what follows is to connect the disseminations
ofsignificance with the ethics of liminality.
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Xenology

There are problems emerging here of
creating concrete understanding and mu-
tual understanding — to somehow ac-
complish a making home of the alien, as
if it were home. Ofcourse, there is also
the question of the limits ofsuch know-
ledge and the question ofjustifying the
idea o fcomplete understanding.

E. Husserl (1973: 625)

No doubt, the term xenology is cumbersome. It is made of two equally
loaded components, xenos and logos, and each of these components
carries much historio-philosophical weight. For now, | would only
like to state that xenos refers to the unfamiliar and unknown, in
short, — the alien, while logos to word as in speech but also in reason.
One may say that xenology deals with the experience of the alien. |
thus approach the issue of the alien, the encounter with the alien
being, and the ethics of being-with-the-alien in the phenomenological
register. Below, |1 would like to explain xenology in terms of its philo-
sophical roots first and then in terms of its methodological implica-
tions.

When Husserl refers to the concept of the alien in his 1931-1933
manuscripts, he introduces it through two senses: (a) as transcendental
structure, and (b) as empirical modality. Since Husserl’s own writings
on the intersubjective dimension of the alien are sketchy and unsyste-
matic, interpretations are required. According to Steinbock (1995), the
structure of “alienworld/homeworld” is one of the three transcendental
structures, that is, it is foundational for the constitution of all expe-
rience. The other two mentioned by Husserl in various later texts are
“earth-as-ground,” “world-as-horizon.” Although the three structures
are intimately connected and can be considered co-determinate, the
explicitly intersubjective dimension of the alien as well as the physical
limitations of my investigation force me to focus on the last structure.
Briefly, the relationship between the homeworld and the alienworld is
a relationship between what belongs to the recognizable “home” or
sphere of ownness and the experience of the unrecognizable “alien”
that encompasses everything that is constituted by a world other than
my homeworld. The homeworld is therefore a parallel structure that
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co-constitutes the alienworld, and it is through this co-structure that
normatively significant lifeworlds are constituted. In sum, the struc-
ture alienworld/homeworld is transcendental and non-foundational,
which makes the relationship between the home and the alien an
overreaching model for understanding the genesis of all, but especially
social experience.

The socio-symbolic dimension of the alien is embodied symbo-
lically in alien cultures and empirically in the Alien being.4 For Hus-
serl, the original category Alien is comprised of children, foreigners,
and animals. In this list he sometimes includes the savage and the
madman. All these types are abnormal in a sense that they respond to
the paradoxical mode of givenness: the alien is “accessible in genuine
inaccessibility, in the mode of incomprehensibility” (Husserl 1973:
631). This makes us experience the Alien as a heterogeneous being,
that is, completely on its own, reflectively outside of our constitutive
comprehension. Unlike rational and culturally familiar adults, Alien
types prevent incorporation into the sphere of ownness. We no longer
experience the world as children; nor can we experience it as the
insane do before actually having got mad; likewise, foreign modes of
constitution irrevocably separate us from other cultural subjects.
Coming from and with a world of their own that is delimited from our
own world, Alien types are shadowy or, to put it in phenomenological
terms, liminal phenomena. It is for this reason that Husserl calls them
Limes-Subjekte. Limit-Subjects help us co-generate our world as
always already evolving. One way to understand our experiences of
these generative encounters, we bring them out as narratives. Ac-
cording to Steinbock (1996: 219), “mythical narratives attempt to give
an account of a ‘genesis’ that is genetically impossible to know, but
generatively possible to experience in the generative density of a
tradition.”

It is at this point that we can usher the figure of the Angel into the
Husserlian typology. As a Biblical personage, the Angel can be
experienced as both the liminal subject and liminality itself. Together
with other alien types, it is equally incomprehensible and inaccessible.
This is not to say that the Angel is in/significant. In the Bible, a lot of
times, the Angel performs as a harbinger of God’s will, a messenger.

4 To be consistent with the common convention used to distinguish Other and
other, 1 consider Alien (with a capital “A”) to be the alien person. The use of alien
(with a lower case “a”) refers to alienness generally.
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In this respect, the etymology of the term *“angel” in instructive: the
Hebrew word for angel is mala'a/c, its meaning is analogous to the
Greek angelos. In both Hebrew and Greek, the term means “the one
announcing a message”. There are other terms and functions for
“angel” in the Old Testament, however: “Seraphim”, “Cherub”, and
“the son of God”. In Hebrew, Seraph means “flame.” The term is rare:
we encounter it only in Isaiah 6:2 and 6. From this definition, we can
derive the meaning of angel to be the designator for the possibility of
speech, its comprehensibility. In the phenomenological terms, the
Angel would be the givenness of speaking for a reason.

The second meaning of angel is more common. A wide variety of
cultural products accept Cherub to be an angel who is a living being.
The cherubs that Ezekiel saw in his vision had four wings and faces
like lions, bulls, eagles and human beings. They had human hands, but
their feet were like hooves. In general, cherubs are described as
“strange to look at” (Ezekiel 1: 4—4). They too, like those Isaiah saw,
“shone brightly, like burnished bronze” (Revelation 4: 4-8). The third
term that is generally thought to refer to angels is found in only a
handful of places. It is usually — though not always — translated as
“the sons of God”. How to understand the term is a topic of great
controversy, especially in Genesis 6: 14, where the sons of God had
sex with the daughters of men begetting the Nephilim who, although
deprived of immortality, had prolonged lives; they were considered to
be wise and powerful heroes of the ancient breed. This kind of an
angel is an archetypal hero, the embodiment of goodness and the
defender of faith.

As an imaginary entity, the angel necessarily features a set of
attributes that stabilize its being for us. In turn, these attributes are
derived from the corresponding functions. If we reduce the already
reductive angel typology to a set of most basic features, we will have:
strange; god-like', erotic. All these attributes are connected to the
Angel’s relation to the inhuman world. For the sake of conceptual
consistency, | will call this world the angel world. The relationship
between the angel/alien-world and the human/home-world is based on
the communicative encounter. After all, the Angel’s job is to an-
nounce God’s will. Yet, the ways of announcing the holy words defies
the human language. The Angel speaks but it speaks the language of
symbolism that codes out innermost experiences, the ones that can be
called pre-subjective, or, following the Husserlian terminology,
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primordial. The Angel thus joins the paradox of original non-origi-
nality: it speaks but none can understand the language. The Angel’s
speaking is inaccessible to our comprehension except, as the Christian
tradition goes, in the mode of utter belief and revelation. If we want to
understand this mode in the phenomenological terms, we might want
to solicit help of Giorgio Agamben (2003: 114), who called glos-
solalia an aporia of an absolute desubjectification and “barbarization”
of the event of language, in which the speaking subject gives way to
another subject, a child, angel, or barbarian who speaks “into the air.”
At the same time, despite the Angel’s inaccessibility, the asym-
metrical relationship between the two co-joint worlds remains co-
foundational: the Angel needs the encounter with Jacob as much as
Jacob needs it. At this juncture we can ask a phenomenological
question, Shall we not try and understand what the encounter with the
Angel means by examining the how ofthis encounter? In the following
two sections | suggest that we answer this question by first in-
vestigating an encounter with the alien and then turning to the
imaginative representations of Jacob and the Angel.

Encountering the Alien

Phenomenologically speaking, the encounter with the alienworld
occurs first on the threshold, at the boundaries, or in-between the
normative and, therefore, familiar experience, and the experience that
comes as a wave of incomprehension, overpowering us too quickly
and too deeply to make it possible to distinguish amidst all this
alienness a specific Alien. In the wake of this experiential conflict, the
Alien cannot be singled out even in reflecting back. In vain one will
be identifying the features that could turn the Alien being into an
object of investigation. The experience of an Alien being is only pos-
sible in and through the experience of alienness that extends beyond a
particular physical form or a specific, although non-recognizable (at
first) behavioral pattern. No extrapolation of the alien from the
alienworld is possible without losing the alien in the homeworld as the
experiential base. “Limits of a home emerge through the appropriation
of a home, and the alien is liminally encountered as such by being
delimited from the home as alien” (Steinbock 1995: 180).
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Yet, despite the level of its absorption in a radically different
culture, the alien is never completely dissolved. It stays in us: “...we,
as home, are already becoming alien through liminal encounters with-
out having to take ‘foreign qualities’™ (Waldenfels 1996: 254). Al-
ways murky, the alien lurks in the shadow, between what is comple-
tely familiar and what is completely unfamiliar. This non-specific
world of liminal givenness is non-recognizable; however, it is not dark
either. It glimmers as a beacon, cutting through the space that, out of
fright, we commonly fill with nothingness, or endow with the power
of negation. However, this space of the in-between is never fully
filled. It comes from the darkness of the absolutely alien but never
reaches the light of the same, remaining at the edge of darkness,
crepuscule, or twilight. The twilight, as a place of meeting the un-
familiar, has its own order: “We encounter the alien as something that
can not be said or done within our order. The extraordinary makes its
appearance as an order existing elsewhere” (Waldenfels 1996: 115).

Although indeterminate as an order, the alienworld can be ex-
perienced in its empirical modalities. We therefore encounter it first as
those modalities, although in a radically different way that if we
would have encountered our home-comrades. According to Depraz
(2001: 169), “infants, animals, the insane, and aliens are subjects in
the full sense because they are from the very beginning always already
intersubjective subjects”. The overreaching concept for the alien types
is asymmetry: the relationship with the alien is irreversible. The
inaccessibility to full understanding puts the alien on the side under
the homeworld not unlike the way the slash sign separates and unites
the two concepts: home/alien. Since the homeworld holds ontological
priority over the alien world, it provides the base for the understanding
of what comes “next”. In turn, this asymmetry results from the process
of self-differentiation: the self or soul as a home that begins from the
radical difference. The alien constitutes itself by self-differentiation,
that is, the alien arises from the process of self-alienation. “Alienness
then does not proceed from a division but consists in a division”
(Waldenfels 1990: 21).

Depraz (2001: 172) argues that the intimate nature of the home/
alien asymmetry allows for empathetic understanding of the Alien.
Lived empathy is “grounded in a much more passive and primal
experience lying in our lived bodies.” Thus, through intercorporeal
coupling, the alien is connected to the home. The way of coupling is
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different for the four aforementioned types, however. The child with
his or her pre-formed way of connecting to the world is also pre-
subjective. According to Depraz (2001: 175), “it is a passive, latent,
driven, affective and blind intentionality.” In other words, infancy is a
condition of indeterminacy. It comes from the overwhelming expe-
rience of firstness. It also opens a way into vulnerability. The same
opening is exacerbated in the case of the animal. It evokes the original
touch, so to speak of, the experience before it turns into a sedimen-
tation evoked and then confirmed in reflection. In contrast to the child,
the animal is inter-animal. Reflection is not given to an animal. This
allows the animal to connect to other animals completely.

The same characteristic prevents an animal from connecting to
human beings. It is separated from the humanworld completely. This
might also explain the non-subjective status of the animal. This is
why, Waldenfels separated the animal from other Alien categories and
put it “in the shadow”. In Husserl’s words, “the animal is most
wondrous”. If the child and the animal are characterized by embodied
passive association, the insane is self-divided. Its temporal inchoate
being produces “a paradoxical closing-up effect, as a kind of radical
solipsism” (Waldenfels 1996: 177). This fact brings the insane au
contraire to both the child and the animal. It is the most imaginative
case of the Alien. In an empathetic move, we can imagine becoming
insane; a lot of times, we think we are. Yet, once we become one, we
can no longer connect to others. This is why the insane alien is the
most inaccessible. The foreigner is closest to us as his/her alienness is
communal, historical, communicative. They are, according to Husserl
(1973: 13), “a generative unity, and thus, a primordial language
unity/unity of language and language customs.”

At this point, we might want to ask, What consequences does the
encounter with the alien has for our experience? The answer to this
question brings us to ethics. Ifwe cannot respond to someone in a manner
that yields an expected response back, we must resort to a transgression:
not only we need to transgress our own world, we must transgress the
world of the Other. The end-result of this ethics would be to let our
“normativity to be disturbed by the abnormal all the time” (Waldenfels
1996: 122). Staying at home and hosting the alien would mean to take the
alien as the alien, appropriate it in the image of the same. In contrast,
transgression is grounded in responsivity, a tuming-toward. This type of
resistance is non-violent, non-separatist, non-unifying, and, in that sense,
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non-appropriative. It paves a route that reaches the alien by “crossing over
from within” (Waldenfels 1996: 49).

When we insert an alien original inside our modes of com-
municating with it, we respond for the Alien and not toward. To
respond to the Alien from within means to recognize the one-sided
origin of our normative world, and, using this acknowledgement as a
point of departure, respond to the Alien in-between the comprehen-
sible and the incomprehensible. In performing the response, the
respondent enters the process of alien-becoming, with all Alien facets
engaged. The vulnerability of a child, the sound and the fury of the
madman, the uprightness of the foreigner, and the shadowy figure of
the animal, all these alien qualities come to stipulate the encounter as a
whole. Empathetic embodied passivity and subjective asymmetry
allow for the encounter to take place.

Now, we can return to the analysis of Genesis with a new map and
direction. The new focus is on the encounter with the angel as the
alien. Phenomenologically speaking, what the Angel does is in how it
appears or is made appear. As an Alien type, the Angel is passive, yet
seductive; vulnerable, yet powerful; incomprehensible, yet exceeding-
ly clear. This internal asymmetry reflects the external one: the Angel
always hovers over, and it always stands under. Although the Angel is
not substitutable for a man, coming from the twilight together with
other alien types allows the Angel to assume a familiar form. As
something that has no recourse to what has happened, an imaginary
event of encountering the Angel emerges and develops in the shadow
of our experience. The shadow gives the event, including its main
content, and, at the same time, it hides or obscures this very event in
the texture of what seemingly does not belong to it. This dual
function, that of concealment and that of disclosure, makes the mode
of angelic appearance most significant.

This mode of appearance is defined by Barthes as “the third
meaning”. For Barthes, the third meaning gestates outside of the
obvious symbolic gesture, in signifiance. Barthes calls this meaning
obtuse; it is a meaning that prays on uncertainty. Ambiguity is its
mode of showing: “The characteristic of the third meaning is to blur
the limit separating expression from disguise, but also to allow that
oscillation succinct demonstration — an elliptic emphasis, if one can
put it like that, a complex and extremely artful disposition (for it
involves a temporality of signification)” (Barthes 1977: 55-56).
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Another way of putting it: the obtuse meaning is the signifier without
signified. Therefore it is located outside of language. However, by
showing itself in a particular textual field the third meaning
enunciates. The work of enunciation becomes particularly strong in
the case of intersemiotic translation, in other words, when the third
meaning travels from the original field into another semiotic system,
such as visual imagery.

In his analysis of filmic and photographic image, Barthes locates
the third meaning on the periphery of the forwarded imagery, what he
calls metonymic montage. Eisenstein’s black and white films are
perfect examples of forwarded content. They announce meaningful
symbols as they advance one after another like condensed projectiles,
accumulating into a critical mass of a single conotatum: “greed”,
“pain”, “now is the time”. In contrast to the obvious symbolics, obtuse
meaning disperses the metalinguistic (critical) interpretation that
offers itself for a quick consumption into broken shards of meaning.
These shards no longer define the whole but arise from it carrying
their own interpretative weight. With the film that happens as an
unrolling stream of imagery, one can barely discern their work. Once
taken out, stopped, however, those stills reveal their independence: a
barely discemable fly on the face of the tyrant,” a pair of hastily
repaired glasses on the face of the running woman, these details are in
fact inaccessible accessibilities.

In the following analyses | attempt to discern the third meaning in
visual representations of “Genesis 32: 22-32”. Three artistic works
figure in the analyses: Rembrandt’s “Jacob’s Struggle with the
Angel,” Sir Jacob Epstein’s “Jacob and the Angel,” and Marc
Chagall’s “Jacob Wrestling with the Angel.” The selection is not
haphazard: from a number of visual interpretations of this passage, the
selected three “stills” are singled out because they deviate from
traditional renditions of what has happened at Jabbok. In addition, the
focus of all three works is The Struggle, the central sequence in
Barthes’ typology. The question that I pursue here is, How is the
struggle with the Angel given as the encounter with the alien? In view
of the phenomenological nature of this question, in my interpretations
I will rely heavily on the description of both the encounter with the
artistic work and the encounter as a theme of this work.

5 Other well-known interpretations come from Moreau, Gauguin, and Redon
(for more, see Singletary, 2004).
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“Jacob’s Struggle with the Angel” by Rembrandt

The Staatsgalerie in Berlin gives the piece (Fig. 1) a prominent
position. It is hanging in the Hall No. 5 next to two other Rembrandts
and some other Baroque art. The painting’s placement k significant in
at least two respects: first, it is being given as a period piece; second,
it contrasts with the neighboring full-size pieces. As a fragment,
Rembrandt’s depiction is a perfect still. It is thus extremely selective
and economical as to the represented details. A master of psycho-
logical portrait, Rembrandt found his artistic fame in the humanist
approach to his subjects. The eyes, the face, the hands, all these attri-
butes of human personification were the node of his utmost attention.
The unflattering realism with which he portrayed his wife Saskia
testifies to this uncompromising preference. It was so strong at times
that he would be accused of moral turpitude and proliferation of the
abominable. His Biblical paintings are especially notable in this
regard. Few of them are stylized to the point of disguising both the
contemporariness of the exhibition and the individualization of the
character. This dual tendency is exhibited in the choice of the
costumes, lighting, background, and figure arrangement.

In his fragment of the struggle, Rembrandt uses the same realistic
signature. Rembrandt’s strokes are not fine and miniscule but deep,
saturated, and broad. His characters reflect the techniques: they are as
strongly and as broadly outlined. Assisting each other, form and
content produce a singular image that nonetheless allows multiple
interpretations. In the painting, we don’t see Jacob’s legs, but he
appears to be wearing a peasant shirt. A closer examination shows that
his shirt is in fact a robe, a traditional garb of the housemaster.
Judging by the way Rembrandt depicts his body, Jacob is very strong.
His physique exhibits inhuman strain. The direction of Jacob’s force
creates a contradiction, however. At first, it appears that Jacob is
straining under the weight of the Angel, but this is only if the Angel
has any weight. On the contrary, he does not seem to have any mass;
nor is he struggling. He appears to be suspended, in repose. The Angel
does not seem to be engaged in combat. He is a subtle and graceful
creature, so, his hold on Jacob is light, almost effortless. His facial
expression is that of tenderness and sadness. It appears as if while
Jacob is struggling with the Angel, the latter is being supported by
Jacob, who is expected to carry him some place safe.
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Figure 1. “Jacob’s Struggle with the Angel” by Rembrandt.

Yet, it would be a mistake to confuse the Angel’s grace with a lack of
power. His power, however, is entirely different from Jacob’s powerful
embrace. While Jacob is being busy with his struggle, looking away, the
Angel is looking at the Man with adoration. The Angel’s leg that curls
around the man’s waist is not hurting Jacob, it is caressing him. So are the
Angel’s hands. The Angel’s touch reveals itself as caress. The power of
caress comes from Eros. The contrast between the non-struggling erotic
Angel and Jacob creates an uncanny and marvelous impression, orface. It
also reformulates the asymmetry in the relationship between the Angel
and Jacob. What the Angel gives to Jacob is love. Love is not given
without struggle. The struggle has nothing to do with earning love,
however its significance is not that far removed from the embodied
realm, and we discover it in the next work.
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“Jacob and the Angel” by Sir Jacob Epstein

This monumental statue (Fig. 2) stands in the middle of the Gregorian
Hall on the second floor of the Old Tate Gallery in London. It took Sir
Jacob two years to carve this man-size sculpture from a block of
alabaster. When it was moved to Tate, the decision was made to have
it as a central piece in the connecting rotunda. The statue’s placement
has an obvious pragmatic side, for it allows for multiple perspectives;
the statue’s position as a symbol bears a different significance. At the
site of the museum, the work sits in the center as if to gather other
pieces together. It is a node in a system of visual and aesthetic
relations. A visitor encounters the piece in the mode of dissociation
while in travel from one hall to another. Even if it may not intend to
take the traveler by surprise, it does so. It therefore satisfies and
emphasizes the textual reference. It appears right at the time when one
is about to break her connection to the aesthetic and sink back into the
mundane attitude, thus re-experiencing a return to the ordinary. Is it
when he was crossing the river, carrying with him the narrative of
hardship that Jacob was surprised by the Angel? And when the Angel
appeared, did he offer an introduction? The Biblical narrative brings
the reader straight to the struggle, without previewing it by the scene
of appearing. We cannot tell from the text where the Angel came
from. This apparent omission is not an omission, however. Angels do
not appear. They reveal themselves. We may suggest then that the
struggle begins at the moment of revelation. Cut off from the moment
of its initiation, it is reduced to a specific binary configuration:
Jacob— Angel. This single configuration forms a still. Sir Jacob’s
artistic creation manifests it. At this point, we might want to examine
the still, the statue itself.
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Figure 2. “Jacob and the Angel” by Sir Jacob Epstein.

The statue clearly depicts a struggle. As a still, it captures the struggle
under way in a moment of its fading. The frozen moment discloses
itself as embrace, and, as in any embrace, the two people hold each
other, or one can hold the other. In *Jacob and the Angel” the Angel is
holding Jacob. Not just holding but keeping him from falling down.
Jacob’s body is limp, lifeless. His right leg is wounded from the
Angel’s touch. Without the Angel supporting him, he would fall down
for sure. A giant next to Jacob, the Angel lowers himself to Jacob’s
height. In doing so, he contorts his powerful body to straighten
Jacob’s impassive one. In this position the Angel is revealed as
Zwischen, the in-between, or liminality itself. Standing face-to-face
with Jacob, the Angel is protected by his wings attached to his back
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like two slabs or two halves of a door. What door, we might ask?
Could it be a door to Heaven? The Angel has his back, his wings, the
divine gift, in the way. Could it be so that the Angel was about to open
the door for Jacob? The wings are the vulnerable spot for the Angel:
“The Angel dies when you break the Angel’s wings,” wrote Brecht.
The Angel’s wings as the site of vulnerability re-introduce the theme
of crossing over as the theme of the opening/ closing. The wings are
the Angel’s retreat: “let me go, for the day breaketh. ” He comes as
light; he goes with light. The struggle has ended: Jacob has earned his
passage by submitting to the vulnerability of the Angel, hisface, his
embrace and his care. While, the Angel is looking straight at Jacob,
the man is looking up, searching for God. Frozen in the moment of
Embrace, the artistic still arrives at an interpretative singularity:
wrestling with the angel was not about resisting; it was rather about
submitting and falling into the hands of God. The embrace redefines
the asymmetry of the encounter: Jacob’s crossing is falling, and the
Angel is there to catch him. At this point, we are entitled to ask, What
is the Angel doing by caressing Jacob in his powerful embrace?

“Jacob Wrestling with the Angel” by Mark Chagall

Chagall’s painting (Fig. 3) is hanging on the walls of Musee national
Message Biblique Marc Chagall in Nice next to other paintings by
Chagall, some of which also depict angels. There we find “the Fallen
Angel” and “Jacob’s Ladder”. “The Struggle with the Angel” there-
fore comes not as a single piece but comes connected with other
Biblical paintings through the artist’s style given in variation and
through a thematic unity. In the context of the museum, it suggests a
consistent reading that takes the reader outside of the painting itself.
The colors, the composition, and the history of Chagall’s work
connect it to both Russian expressionism and French cubism. His
association with Delaunay and Modigliani becomes transparent once
the reader of his works is given an opportunity of visiting other halls
in the museum.
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Figure 3. “Jacob Wrestling with the Angel” by Mark Chagall.

The generative side of Chagall’s personal artistic style coincides with
his interest in Jewish culture and religion of which he was, self-
admittedly, a devoted follower. His Jewish heritage translates into
explicitly religious motifs in graphic arts, designs for opera and ballet,
ceramics and stained glass windows. In addition, his visual arts exhibit
the kind of humor and fantasy that have invited critics to suggest that
he draws deeply on the resources of the unconscious. Indeed, Cha-
gall’s personal and unique imagery is often suffused with exquisitely
subtle sujets. Yet, all these influences should not be taken for the
foundation of sense that illuminates his work. As Barthes (1977: 148)
argues, the modem art defies historiographic or biographical inter-
pretations because “it is made of multiple authors, multiple voices”.
What singles a specific text out of this multiplicity is the author’d
performance. It is with this suggestion in mind that 1 am going to read
Chagall’s “Jacob Wrestling with the Angel”.
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As compared to Sir Jacob Epstein’s sculpture whose three-dimen-
sionality may count for a context of its own, Chagall’s painting comes
with an imbedded context. Unlike Rembrandt’s still, it preserves the
main line of the story by re-presenting the key elements of the story:
the creek, Jacob’s family, and the nocturnal deep density of the
encounter: “And he rose up that night, and took his two wives, and his
two women-servants, and his eleven sons, and passed over the ford
Jabbok™ In contrast to Rembrandt, whose work he surely knew,
Chagall staged the battle in such as way as to have it be witnessed by
the Jacob’s family. He thus interpreted the passage from Genesis in a
sense different than the intended one: Jacob was alone when he began
to struggle with the Angel. He was also struggling alone. From his
perspective, he was alone. But, at the same time, he was being
witnessed. The subtlety of this discrepancy is emphasized by the
audience’s position. The other characters are placed in the upper right
comer of the painting. By making this choice, Chagall detaches them
from the scene that develops in the lower left side comer: the
struggling Jacob trying to overpower the Angel. The creek separates
the wrestlers and the audience. By this montage, Chagall resolves the
ambiguity discovered by Barthes: Jacob is on the other side of the
Creek.

With great force and determination, Jacob is trying to push the
Angel to the edge of the painting, over the creek, away from his
people. In the meantime, the Angel, somewhat immobile and inert,
doll-like, is hanging high up in the air, over Jacob. There is a certain
rigidity about the Angel’s figure, even deadness. He is not resisting
Jacob; he is simply hanging lifeless. It is not clear from the painting if
Jacob had lifted the Angel up in the air, or the latter lifted himself. The
Angel’s wings are on fire, spread widely. Unlike Jacob’s determi-
nation, the Angel’s disposition is indetermination given as weightless-
ness and flight. The Angel exercises this power to point to those
people who came with Jacob and are now standing on the other side of
the brook. Pointing is the other side of naming. By pointing, the Angel
gives Jacob the direction, thus disclosing his own mission: he is there
to show the way. The moment is transforming in both literal and
figurative sense. It is a moment of ethical reversal. Hovering over
Jacob, the Angel is pointing to his people as if forcing Jacob to turn
back, to return to the world of his own.
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In sum, as a result of the sequential analysis conducted by Roland
Barthes on an episode from the Bible, “Genesis 32: 22-32”, the text
revealed sequential breaks in the narrative. The resultant strategic
ambiguity allowed for multiple interpretations to enter the narrative.
Coming from other semiotic systems, these interpretations enhanced
and transfigured the original text. Upholding the sequential unity, they
have nonetheless changed the narrative design toward different meta-
semantic effects. The coupling of these effects produced a new se-
miotic montage. The effect of Rembrandt’s painting put an emphasis
on caress. Caress became the point of inflection for the narrative. Sir
Jacob Epstein broadened the notion of caress in embrace. A sequential
connection between caress and embrace identified the mode of giving
the struggle between the Angel and Jacob — as an erotic encounter.
By positioning the characters in a specific way, separating Jacob from
the audience, yet connecting them by the directing gesture of the
Angel, Chagall introduces a new element into the story: the con-
nection between the Angel and his people generated a new way. By
pointing to the people, the Angel speaks the sign. The sign is given in
theface of the Angel. The semioethics of the encounter with the Angle
is thus predicated on the meta-effects of caress, embrace, andface. In
order to understand what the encounter means ethically, we need to
engage yet another dimension, that of semioethics.

Crossing Over with the Angel

| associate semioethics with the name of Emmanuel Levinas who
carried out a phenomenology of Eros in his major work, Totality and
Infinity. Levinas (1969: 254) speaks about “erotic talk [...] interpreted
as sensation”, that is, the talk that represents the ethical domain.
Understanding language as an ethical phenomenon means to approach
the language of Eros in terms of love. For Levinas (1969: 260), love is
the condition for the possibility of transcendence that “goes beyond
the face.” In its epiphany, the face of the other reveals the origin of
exteriority appearing not as an image but as “the nudity of the
principle” (Levinas 1969: 262). What is given by the nudity of the
face is not a ritualized agon conducted in the aesthetic realm but the
face-to-face relationship of love and responsibility grounded in ethics.
From this formulaic, we might indeed see how the battle with the
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loving God who gives itselfin theface of the Angel, the other, would
override struggle aimed at overcoming with the passive embrace of
becoming.

The ethics-first approach makes chastity and decency of the face
“abide at the limit of the obscene yet repelled but already at hand and
promising” (Levinas 1969: 263). The promise of the other makes Eros
a social, albeit liminal phenomenon. At the same time, this liminality
is not what delimits the whole, for then Eros will be at the service of
the collective pleasure, a totality. Rather, the erotic nudity of the face
designates “a way, the way of remaining in the no man % land between
being and not-yet being” (Levinas 1969: 259, author’s italics). Hence,
the Angel’s gift to Jacob: the way he shows is not the way Jacob can
pursue on his own, but only by being connected to the divineface.

This characterization is essential, for it emphasizes the relation
between Eros and ambiguity. For Levinas, ambiguity of Eros fuses the
clandestine and its revelation in “the simultaneity or the equivocation
of fragility and the weight of non-signifyingness, heavier than the
weight of the formless real” (Levinas 1969: 257). The both/and of
equivocation exposes the two sides of Eros: voluptuosity and fecun-
dity. The relationship between the two sides is clearly asymmetrical,
for the weight of responsibility in fecundity exceeds the fleeting
enjoyment of voluptuosity. Because of the asymmetrical duality of the
face-to-face relationship, the erotic, even in flight, and in tenderness,
and vulnerability, cannot be hidden, only unseen, must remain unseen
in order to be transcendence, the “what is not yet” (Levinas 1969:
256). This what is notyet is the mystery of love, and it can only reveal
itself as mystery. Deprived of a particular form but tending toward the
future, this mystery is without mystification: “the what is not yet is
sensed in the night of the erotic, simultaneously uncovered by Eros
and refusing Eros” (Levinas 1969: 258-259). In other words, the
“what is not yet,” the not-yet-sensible movement of erotic fecundity is
unimaginable without the sensible enjoyment of voluptuosity.

The difference between the two co-joint modes is the difference of
the self-other relation. While voluptuosity is a return to the self,
fecundity is the very transcendence of the self. It is in fecundity that
the face commands beyond refusal; there, it is more serious than
serious. In apposition to voluptuosity, fecundity has the child for the
other; it therefore “denotes my future” (Levinas 1969: 268). And not
just the child; in addition to the offspring, who would stand for the
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past in the future, Levinas talks about paternity and filiality that
extend my responsibility to a complete stranger, making his possibi-
lities mine. The two modes of givenness are co-foundational: by
abolishing any expression except for the refusal to express desire,
voluptuosity clears the way for fecundity, which is already removed
from the enjoyment of the other, and not just the other but, most
importantly, from the enjoyment of the self. It is with this sign that
Jacob, the Patriarch and the father of the Israeli people returns from
his struggle to his people.
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Mepexog c aHresom

OTa cTaTha ABNAETCA aHAIMTUYECKUM Pa3BUTUEM CTPYKTYPHOro aHanvsa
oTpbiBka u3 Betxoro 3aseta (KHura bbitusa 32: 22-32, U3BECTHOIO Kak
“Bbopbba ¢ aHrenom™), nposefeHHoro PonaHgom baptom. VccnefosaHue
OTpbIBKa B (PEHOMEHO/IOMMYECKOM (KCEHOMOrMYeCcKoM) K/IKue Kak nopo-
roBOro fBfEHWUsA, CNOCO6CTBOBAI0O 0OHapY>KeHWMto B “bopbbe ¢ aHresom”
ero “TpeTbero CMbICna”, KOTOPbI MposBasieT cebsi Ha nepeceveHUn
SBHOTO U CKPbITOr0. AHaiM3 TpeX BU3yasibHbIX N306paeHNii OTPbIBKA U3
Khurn bBbitna 32: 22-32, a uMeHHO: “bopbba WakoBa ¢ aHrenom”
PembpaHaTa, “MakoB u aHren” capa [pkeiikoba SncTaiiHa U “Makos 60-
peTcsa ¢ aHrenom” Mapka LLlarana, — TaKXe MoKasblBaeT, UTO “TPeTbUil
CMbICN” 6asmpyeTcs Ha OCHOBOMOMAraloLLein 3aBUCMMOCTU Ha3BaHWs OT
1300paXKeHNs], YKa3blBatoLLEro Ha To, 4To “bopbba” fOo/MKHA NOHUMATBLCS
KakK HernocpeacTBeHHas B3aMMOCBA3b /Il0OBM M OTBETCTBEHHOCTM, OCHO-
BaHHOI Ha 3TUYECKMX Havanax.

Uleminek ingliga

Artikkel on Roland Barthes’i poolt teostatud (ihe Vana Testamendi kat-
kendi (Esimene Moosese raamat 32: 22-32, tuntud kui “Vaitlus ingliga”)
strukturaalanaliitisi analutiliseks arenduseks. Selle katkendi vaatlemine
piiripealse n&htusena fenomenoloogilises (ksenoloogilises) vdtmes aitas
kaasa “kolmanda tédhenduse” avastamisele, mis ilmutab end avatud ja
varjatu ristumispaigas. Selle katkendi kolme visuaalse representatsiooni
(Rembrandti “Jaakobi vditlus ingliga”, sir Jacob Epsteini “Jaakob ja
ingel” ja Marc Chagalli “Jaakob véitleb ingliga™) analliis nditab samuti,
et “kolmas tahendus” p8hineb nimetuse alustpaneval séltuvusel kuju-
tisest, mis viitab sellele, et “Vditlust” tuleb siin mdista kui armastuse ja
vastutuse vahetut seost, mis pdhineb eetilistel alustel.
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Abstract. Spatial semiosis differs from temporal one by its structural and
functional peculiarities. Meaningful relations between units of spatial texts are
not ordered along of temporal axe and do not need time in their form of
expression. However time remains an important factor for both: being of the
spatial semiosis in the external time and being of time in the spatial texts as
object of representation. In the contrast to temporal communication, where
acts receiving of texts must be synchronized with the acts of their (repro-
duction, spatial semiosis is built as a diachronic process, dividing in time from
two separate acts: creating and perceiving. This structural peculiarity allows to
connect people from different temporal periods and gives to spatial semiosis
the function of irreplaceable means for cultural memory. Excluding time from
the semiotic form of their plane of expression, spatial texts have some rules of
presentation in time and semiotic means for representation of temporal order
and duration in their plane of contents. There are different means of represen-
tation of time in the spatial forms: the projection of temporal structures on the
spatial ones, concentration of different moments in one state, etc.

1. The difference between spatial and temporal semiosis

The problem of relations between spatial semiosis and time is a matter
of principle for semiology of space. The last must be differed from
spatial semiography, which describes concrete spatial signs and re-

1 The text is based on the report presented at the 8th Congress of IASS in Lyon
(2004). Its short version was published in: HayuyHble yTeHna — 2004. CaHKT-
MeTtepbypr: CMN6ry, 253-259 (2005, in Russian). A draft of this paper has
been published in Amsterdam International Electronic Journal for Cultural
Narratology (http://cf.hum.uva.nl/narratology/ a05_tchertov.htm).
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veals their meanings. As to semiology of space, it is built on a higher
level of generalization, and is occupied with such questions as the
possibility of spatial semiosis itself, its specific character, ways of
semiotization of space in different spatial codes, etc. The problems
considered in the report belong just to this semiological level. These
are the problems of relations between spatial and temporal semiosis,
peculiarities of existence of spatial semiosis in time and ways of
representation of time in spatial semiosis.

First of all, it should be mentioned, that distinction of spatial
semiology as an autonomous branch of semiotics is based on the
essential difference between temporal semiosis and spatial one, as a
special form of sign connection. This difference depends to great
extent on their different ways of existing in time: in spatial semiosis
temporal relations do not generate meaningful units of text, — in
contrast to temporal one, were they do. Despite spatial and temporal
semiosis can often be coordinated with each other in spatial-temporal
messages, they have different structural and functional possibilities.

Spatial bearers of meanings, which are mainly intended to the
visual perception, permit arranging relations between meaningful units
as structures of other types, than chains of signals following each
other and addressed to listening (see Jakobson 1964). The semiotized
space can differ in the main from temporal structures by its “semio-
topological” properties: non-linearity, reversibility, types of symmetry
and asymmetry, etc. (see Tchertov 2000). Due to variations of these
properties, syntactic structures in spatial semiosis can be more various
and complex, than ones limited by temporal axis.

For description of specific structural features of spatial semiosis
the version of semiology, which traces back to Ferdinand de Saus-
sure’s linguistic generalizations is ineffective. This version based on
the declared in his “Cours de linguistique generale” principles of lan-
guage: the principle of non-motivation of signs and the principle of
linearity of significant units. These principles are not relevant for
many semiotic systems, which regulate communication by means of
the visual-spatial channel of connection. In particular, the principle of
linearity, intended to describe consecutive interchange of signs first of
all in oral speech, is not relevant for messages, plane of expression of
which is not reduced to such linear sequence, and where the order of
units can be reversible. Correspondingly, a theory based on the prin-
ciple of linearity turns out to be not a universal semiology, but a
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“chronosemiology” — a theory of temporal semiosis, where meaning-
ful units “dispose nothing but a timeline” and follow each other
forming a chain (see Saussure 1972: 103).

Describing of systems regulating non-linear and reversible bearers
of meanings in the spatial semiosis requires another, “non-saussurean”
semiology — such theory of semiotic means, where at least one of
two principles of saussurean semiology is not performed. First of all it
is the principle of linearity of syntactic units, though another one —
the semantic principle of sign arbitrariness is also irrelevant for many
of these systems.

Like linguistics became the ground for semiology of Saussure and
logic — for semiotics of Peirce, investigations of expressive and
representative means of visual arts, carried out traditionally in aesthe-
tics and visual arts theory, can become a basis for semiology of space.
It is notable, that the difference between spatial and temporal means of
representation is discussed in aesthetics from the moment of its
appearance as an autonomous discipline in the Age of Enlightenment,
when this problem was raised especially sharp in famous “Laocoon”
by Lessing. Particularly, a number of Russian art investigators, like
Bachtin, who has described a “chronotop” in literature, have discussed
the relations between the time and spatial arts (see, especially
Favorsky 1988; Florensky 1993; Gabrichevsky 2002; Vipper 1962;
Volkov 1967; Zhegin 1962). However the problem of relations of spa-
tial means of representation and the time exceeds the limits of
aesthetics and art theory and touches the grounds of sign theory, first
of all the divergence of two its branches — spatial and temporal
semiotics (see Tchertov 2002).

The difference between spatial and temporal bearers of meaning
can be defined within the framework of the “non-saussurean” semio-
logy as the structural diversity of the texts having different expression
plane: in the first case it is built as a chain of signs following each
other, and in the second case — as a configuration of co-existing
spatial forms and their relations. Such configurations can be con-
sidered as specific spatial texts, where only these spatial forms and
their relations are meaningful, but no meaning is attached to any
temporal changes of their material bearers. It is possible to say that a
spatial text not only exists in a space, but also forms its own space of
meaningful relations, whereas it does not have own time and exists
only in external time, where something happens with it, but not within
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it. Temporal texts, on the contrary, have their own, or internal, time
(but not their own space), formed by relations of temporal following
between units of their “expression form”. There are also many mixed
spatial-temporal texts, which have both of these own form types.

It is important, that specific structure of spatial texts touches the
“form” of expression, rather than its “substance” (using Louis
Hjelmslev’s terms). That is the point, the difference between “tem-
poral” and “spatial” bearers of meaning is not essential for the
substance of expression. Both of them participate in the process of
communication by means of a material mediator, for which both space
and time are inalienable attributes. Any spatial bearer of meaning
changes in time as well as any perception and interpretation of spatial
text as psychological processes has temporal structure. But all
peculiarities of physical or psychical substance of spatial texts are
only the ground for special “semiotic form”, established by spatial
codes, each of that is a system of norms semiotizing the space. On the
contrary to its bearers, the spatial text is constructed and reconstructed
only by means of these codes and their semiotic form. Therefore it
does not have any relations, which are not provided by them. In case
of temporal semiosis the situation is different: spatial relations here
are the elements only of substance of expression, but not of its form.
The last includes, on the contrary, as the meaningful units the
temporal relations, which in spatial semiosis only exist in the
“substance of expression”, but do not mean anything as elements of its
semiotic form. The inevitable physical changes in the substance as a
rule are not included in the authentic structure of spatial text, and, for
example, painting restoration just has to take out all physic results of
this temporal being. So the reasons of separation of spatial semiosis
are not physical or psychological, but only semiotical: the separation
of spatial relations from temporal ones in the semiotic systems and
derived texts, where the form of expression is built only by
configurations of the spatial relations.

However the time which exceeds the limits of semiotic form of
expression in spatial texts, remains, on one hand, in its physical and
psychical substance as an important factor of communicative process.
On the other hand, the spatial texts get special means representing
time in their plane of contents. Correspondingly, it is possible to speak
about being of spatial semiosis in time as well as about being of time
represented in spatial semiosis.
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2. Spatial semiosis in time
2.1. Peculiarities of temporal being

It is incorrect to think that a specific feature of spatial semiosis is
existence out of time. As every process it is performed in time, but it
differs by another way of temporal being. Both functioning of
communication by spatial bearers of meaning and historical changes
of conditions of this functioning have own peculiarities in spatial
semiosis. Moreover relations of these two aspects differ here not as
deep as in the case of temporal semiosis.

The last exists as a synchronic process of sending and receiving,
because usage of signs following each other supposes as an obligatory
condition coexistence of a sender and a recipient of a message in a
common communicative action (even if this coexistence has virtual
character, and act of message creation is reproduced by technical
means). On the contrary, this condition is absent in case of spatial
semiosis, because it does not need coexistence of participants of
communication, but cannot do without coexistence of meaningful
units in the space. Thereby communication occurs here as a
diachronic process divided in two acts performed in different times:
creating and “reading” of spatial text.

Separation of these acts in time permits them, first of all, to have
different duration, because their synchronizing is unnecessary in the
spatial semiosis. The process of text creating can be very long (for
example, seven centuries of building of Cologne Cathedral), whereas
perception of the text can be very short. Vice versa: a meaningful
spatial form can be quickly created (for example, water-color created
on a wet paper in technique alia prima), but perceived and interpreted
during a long time. However, one can find also a temporal correlation
between both of these acts: as a rule, more complicated spatial texts
demands more time for their creating as well as for their perceiving.
Secondly, a long time period can pass between the acts of creating and
receiving of a spatial message, and that makes possible not only com-
munication between contemporaries, but also between people, who
belong to different generations and historical periods. As the spatial
message can outlive its creators it naturally gets to other contexts and
to other times. Thereby they can exist not only within the time of
creation and perception, but also within historical time. The difference
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between synchronity and diachronity themselves is not sharp in spatial
semiosis, because, on one hand its functioning has a diachronic
character, and, on the other hand, the preservation of spatial text
during long time allows to extend this functional connection as far as
its spatial bearer exists.

So the structural properties of communicative process in spatial
semiosis make possible some of its specific functions. Due to these
functions, spatial semiosis is especially favorable or just unique for
preservation and transmission of information for “long distances” in
time. Therefore the spatial form of representation is irreplaceable for
preservation of cultural memory — both personal and collective ones.
Moreover, historical time itself arises together with the possibility to
fix events in written form that means — together with the possibility
of translating of oral speech and all available for its cultural expe-
rience by means of spatial semiosis. Thus, fixation of time in the past
allows spatial semiosis also to have impact on the future.

The introduction of spatial texts into new historical contexts, where
they get new senses, is connected not only with the change of com-
municated subjects, but also with historical changing of codes, and
even of mentality of interpreters. These changes are performed in his-
tory to different extent. Several of them are based on the natural
grounds, such as psychophysiology of eyesight, which is reproduced
on genetic level and only modified in a culture. Such are the
synesthetic codes, which correlate some visual sensations of forms
and colours with definite feelings of other modalities, as well as the
perceptual code, regulating transformation of optical data in a per-
ceptual image of volumetric forms. The codes of this type less under-
go cultural influences, than the codes derivative from them, correspon-
dingly, architectonic and perceptographic ones, which have their own
cultural history. Some other codes are created in culture and change
more quickly, than natural based ones — as, particularly, the object-
functional code regulating categorization of recognizable object forms
constantly reproduced in culture and connections of these forms with
their instrumental functions, — or as the social-symbolic code,
endowing the forms with connotative meanings, thanks to which they
can indicate the roles of their users in the space of social behaviour
(see Tchertov 1997).

The uneven development of spatial codes leads to displacement of
senses and ways of interpretation. This particularly regards to the
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spatial texts with complex semiotic and rhetorical structure, which
requires for comprehension united application of several codes to-
gether. Some configurations of these codes and their relations in each
case influence the definite way of “reading” of the pieces as a visual-
spatial text and conceiving of its senses.

Such complex semiotic structures are typical especially for pieces
of art, which interpretation depends on usage of changeable set of
codes. From this point of view all history of spatial arts can be
considered as the history of using of diverse visual-spatial codes for
creation and interpretation of art pieces and changing of relations
between them. So the treatment to the art history as a “history of
semantic structures” suggested several decades ago (see Wallis 1970)
can be re-interpreted as the idea of evolution of visual-spatial codes
developed in history to different extent and modified their relations.

2.2. Presentation of the spatial text in time

The specific relations of spatial texts to time suppose their regulation
on the level of semiotic form in the systems of corresponding codes.
The process of text actualization during its perceiving as well as the
process of text generation requires special rules providing some
conditions of temporal presentation of spatial texts.

These rules are provided at least in cases of several special codes
serving for recording of temporal texts in spatial form and their
reconstructing in the new contexts. These codes have the rules of
correlation between the expression plane of spatial texts with the
coded expression plane of texts developing in time. For example,
phonetic writing gives the ways of projection of the temporal order of
oral speech into spatial axes, as well as the rules of the reverse
translation of spatial relations into temporal ones by reading. Its
expression plane contains spatial rows of significants that denote
temporal successions of phonemes (for example, by interpretation of
spatial relations “left-right” as temporal relations “earlier-later”, etc.).
The represented temporal relations of phonemes belong to the contents
plane of written text and form its “semantic” meaning, whereas its
plane of expression contains only spatial relations but not the internal
time. However, it is also possible to find some “syntactic” or “gram-
matical” meaning of this text, related to the way of its temporal
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presentation, — because “reading” of the spatial text as a process
developing in time needs definite order of its actualization and
limiting of liberty by successive transit from one spatial unit to
another. The semiotic form of written code sets the direction of these
transits and thereby gets to the space, semiotized by its means a
quality of irreversibility, making its structure more similar to the
structure of oral speech.

The possibility to represent internal temporal relations of oral texts
through internal spatial relations of written texts due to their structural
similarity differs phonetic writing from other spatial codes — even
from some non-phonetic writing, which do not aim to translate tem-
poral sequence of signs into the spatial order. It is true, that culturally
educated eye can learn to read signs formed up in lines, for instance,
from left to right or from top to bottom, — as in European writing
systems. However, such linear reading is a special way of seeing and
is not the only norm of visual perception. “Natural” eyesight is able to
synopsis and can take many spatial relations as one whole picture, as a
simultaneous, but not successive image.

That does not mean that peering into non-written spatial texts has
no temporal order. The internal programs of its “reading” are not only
in written texts. For example, the system of architectonic code permits
perception of spatial relations as a successive process reiterating
spatial signals, treated as a “rhythmical order” built in time.

However, temporal “opening” of spatial text during its perceiving
can be subordinated not only to the “principle of projection”, which
supposes “drawing up” the space in a line, but to be inherent also to
perception of the two- and three-dimensional spatial text, which can
not be reduced to a line. Many complex architectural buildings can be
perceived gradually due to well arrangement, which allows successive
transit from one rank of parts to another. So, for example a Gothic
cathedral, which silhouette is perceived from the big distance, “opens”
for a view all its smaller details as far as they become nearer literally
“step by step” and big forms go out of viewing field. In a similar way
temporal ordering can be performed also by perception of many other
visual-spatial texts (book miniatures, gobelins, ornamented pottery
and so on), if their perceiving is determined by the artistic using of
means of architectonic and other visual-spatial codes.

A temporal order of “reading” is supposed also in well-constructed
depictions, where the lines and tonal contrasts can put a process of
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viewing in time and “guides” the glance of viewer into pictorial space
in a definite temporal succession (see Florensky 1993: 230-231). So,
for example, well known scene of “Banishment from the Haven” in
the relief of Bemdward’s doors of the St. Michaelis Cathedral in
Hildesheim is arranged as a succession of gestures each of which
draws attention at first to Adam, then to Eva and at last to the devil; —
as well as in famous “Sistine Madonna” by Raphael (Dresden Gallery)
a lot of weakly distinguished angels’ heads are opened only for a sight
looking into the background after perceiving of the figures clearly
silhouetted on the foreground.

But in all these cases the temporal structure of “reading” differs
from the cases of reading by lines, because it neither requires
irreversibility nor one-dimensionality of the textual space. On the
contrary, by the “reading” of a picture, as well as of an architectural
construction, the look is moving in a principally reversibly and non-
one-dimensional space. The temporal ordering of these spatial texts
becomes possible, because they, excluding the temporal relations from
their internal syntactic structures, contain nevertheless the means of
their presentation in the time of text receiving. As these means are
regulated by the spatial codes, they are related not only to the being of
spatial semiosis in the external time, but also to existence of time in
spatial semiosis.

3. Time in spatial semiosis and
semiotic means of its representation

3.1. Time represented in semiotized space

Together with the means of presentation of spatial texts in time,
culture develops the means of representation of time on the semantic
level of these texts. The “internal time” in semiotized space is possible
only as the time represented by spatial means. Such “internal time” is
contained, for example, in a picture representing some depicted
events. Their time coincides neither with the external time of physical
being of its expression “substance”, nor with the psychical time of the
picture creation or perceiving, nor with the time of expression “form”,
where it is absent according to the definition of the spatial text. The
“internal time” of a picture belongs only to its plane of contents and is
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represented together with the depicted space, where some indexes of
shown action are given.

The temporal semantics of semiotized space includes all three
aspects accordingly to three temporal modes: the present, the past, and
the future. However, expression of the present has no temporal
specifics, and speaking about the representation of time in spatial
semiosis it is natural first of all to mean the modes of the past and of
the future.

Spatial forms have specific ability to represent something that
happened in the past, due to “taking out” its image or its signs from
the time stream and preserving on its more stable “banks”. Space, as
an order of relations between the coexistent things, has a relative
stability in time that permits its structures to imprint the past in
converted form and to preserve the memory about it. Preserving of the
past in the space can occur involuntary, as “natural signs”, or indexes,
of past events — tracks of diverse processes imprinted in spatial
forms. By these indexes the cultural history can be naturally laid up
like geological processes leaving their traces in spatial structures of
rocks. So, the structure of territory involuntary imprints the ways of
life of its inhabitants, the structure of roads — the connections
between settlements, and at least, any print of rolling wheel is an
obvious evolvement of a temporal process in the space. But imprinting
of time in the space can be developed also as intentional, in specific
cultural forms most of which are produced and reproduced
deliberately. So the function of tools is imprinted in its form, social
relations between citizens are imprinted in the plan of a city, etc. In
fact, every spatial artifact preserves traces and indexes of processes, in
which it has participated whether as a condition, a medium, or a result.

The spatial text can also point to the future. Yet animals can anti-
cipate some future events, using some spatial indexes. Human in-
creases this ability, firstly, interpreting “natural signs” more deep and,
secondly, creating artificial spatial signs, which program his behavior
in the future. This programming touches different aspects of the
activity — from the above mentioned reading of spatial text itself, till
various spatial moving and actions, directed by forms and spatial
layout of indexes of movement.

This semantic differentiation has also some pragmatic aspects, and
they are connected with the corresponding important functions of
spatial texts. The ability of spatial imprinting of the past in the present
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and thereby of preserving the past for the future allows spatial se-
miosis to perform a function of cultural memory. Another pragmatic
function of spatial texts touches the other temporal modus — pro-
gramming of the future by establishing of some spatial signals and
indexes directing body, hand or eye movements.

Both of these functions can be combined and performed by the
same sector of semiotized space, where equally signs, signals and
indexes of different time modes function. The semiotic means as natu-
ral as artificial origin form complex semiotic structures, representing
different aspects of time.

Such combination of different temporal modes in the plane of
semantics as well as performing different pragmatic functions is
typical particularly for the architecture. An architectural building can
contain indexes of the present conditions of its being, for instance,
revealing of internal constructions by its external shape or repre-
senting some “static” or “dynamic” qualities. Due to expressive means
of the architectonic code a building can look as solid “staying” on the
place (as a Greek Temple) or visually “striving” above (as a Gothic
Cathedral), or “flowing” together with surrounding it fountains (as the
Dresdner Zwinger).

Architectural buildings also give artificial spatial signs, which
program behavior of their inhabitants in the future. Each architectural
building (which is constructed according to a project) appears yet with
a ready “program” directing future movements and behavior of a
human in the space arranged by it. Architectural forms have in its
syntactic structure some spatial units, which act as signals of
reproduced movements. So steps of a staircase serve as signals of
definite movements in the future and even as their signs keeping the
meaning independent on realizing of these movements.

Architecture has also different ways of holding the past. Every
architectural construction is made artificially and preserves more or
less clear traces of its creation. Even if rows of bricks point out the
time and temporal order of their arrangement.

In semantics of architectural buildings one can find diverse cultural
types of time imprinting through spatial forms — from Egyptian
pyramids till building forms intentionally reproducing the styles of
other epochs (“Stylization”, “Historicism”, etc.). These artificial
means of time representation are combined in architecture with the
natural traces of physical or historical changes, and sometimes it is
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difficult to differ one from the other (for example, the natural
deformations and artificially created “Ruins” as signs of the past).

In a similar way three modes of time can be represented by the
picture, which can serve as a project of the future situation (for
example, the planned building), as a drawing of a present object, as
well as an imprinting of the past. A picture can “remember” the
images of persons or of things carried away by time long ago. As a
picture has double space — the depicted and the depicting ones, — it
can contain the means of time representation in both of them — the
tracks of brush moving in the depicting space as well as some images
of past events, people or objects represented in the depicted space.

In some cases the time itself in general becomes a subject of
depiction. This occurs in Vanitas — a special genre of picture, which
collects different visual-spatial indexes of the transitory and taken by
time life — old skull, fading flowers, smoked pipe, and other things
with spatial marks of temporal changes.

The space of picture can represent even relations between time and
eternity. So the picture by Albrecht Altdorfer “The Battle of
Alexander Magnus and Dary III” from Munich Alte Pinakothek is
divided in two parts representing different: the lower part shows a
mass of fighting people, which forms a stream making literally visible
a “stream of time” taking out their lives, and the upper part represents
an immovable board with inscription fixing a result of this battle
remained eternally.

One can see some historical changes in representation of diverse
temporal or extra-temporal qualities in different cultures. Unlike
depictions in Ancient Egypt, which can be elaborated for transit from
temporal to eternal world, or Medieval icon painting, which was
intended for uncovering of some eternal for the transient, New
European painting is directed more on stopping in time of separate
episodes, which become the shorter, right up to “snapshots” of
moment in Impressionist’s painting.

3.2. Semiotic means of time representation in space
The means of time representation in semiotized space can differ se-

miotically. They can be indexes, for example, the tracks of move-
ment — both naturally formed and artificially held indications of the
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past events. They can be signals of movements and actions, which can
also have both natural and artificial origin (any wall is a spatial signal
of stopping or turning for the moving subject). They can take the
semiotic form of conventional signs, as, for example, a tombstone is a
sign of a last life and memory about it (this sign’s function is clearly
expressed in Greek ‘sema’ denoting ‘tombstone’ as well as ‘sign’).
Both index-signal and sign (in narrow sense) means of time represen-
tation are regulated by different spatial codes, each of them has its
own possibilities. Several of these codes mainly give the means for
imprinting of the past in the present and its saving for the future. Such
is for example the code of writing permitting to fix oral speech. Se-
veral other codes contain more signs and signals of the future ac-
tions — as for example, the object-functional code connecting object
forms with “programs” of their using. The indexes of real or imagi-
nary forces are presented in forms of the architectonic code as if they
act in the presence.

Different codes can also interact with each other in a common act
of sense expression. It is possible for example in case of symbols,
which have complex semiotic structure with two and more levels of
meaning signified by means of diverse codes. For example “The
Tower of the Third International” by Wladimir Tatlin was intended to
serve as a symbol of temporal development of the world, using the
signs of social-symbolic code connected with relations “upper-lower”
together with the means of architectonic code for expressing of
dynamics.

The spatial semiosis uses also such rhetorical forms of time repre-
sentation as metonymy and metaphor. The spatial metonymy repre-
sents a whole period through some parts left of this time. For example,
the Doric column or the whole building of the Parthenon can be
interpreted as a metonymy of “classical antiquity”, as well as lancet
arch or Gothic cathedral can mean “the Middle Ages”, etc. The spatial
objects can also represent time by using some metaphors. Such spatial
metaphors can be found, for example, in different forms of clocks:
moving of sun shadow, flow of water, pouring out of sound or turning
of hands in mechanical process become there metaphors, on basis of
which the time is indicated.

Diverse means of time representation often combine with each
other. The clock can serve as an example of such a combination of
different spatial ways of time representation. Indexes of temporal
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order are used here also as signals of some actions for a subject; the
clock can point out not only the present time, but also the historical
time of its creation, turning into a sign of time of their origin or even
into a symbol of some historical period. Some tower clock can contain
the iconic figures representing following each other periods of human
life, etc. Construction of clock itself can express some ideas of time
typical for definite historical periods and can be considered in the
spirit of Bachtin’s ideas as a specific “chronotop”. The diverse forms
of ancient clepsydra or of sun clocks point out different ways of time
comprehension by Egyptian, Greeks or Romans, — as well as the
spatial form of sound clock expresses the idea of overflowing of the
future into the past through a short moment of the present, which can
be found, for example, in Saint Augustine’s meditations about time
(Augustine 1968: 268-279). In a similar way rotation of wheels in
mechanical clocks served as a model of temporal order of universe in
deterministic conceptions of Descartes, Leibniz and other philo-
sophers of XVII-XVIII centuries (see Tchertov 1998).

These examples reveal one more and very important way of time
representation — formation of its various spatial models, — iconic
and non-iconic ones — which have some common features or struc-
tures with time. The spatial models of temporal structures allow
representing mainly some their quantitative features: an order of
discrete units or duration of a continual period. Both these cases need
different means of representation.

Representation of the temporal order is possible, first of all,
through its submitting by spatial relations. This representation is per-
formed, as a rule, by usage of the same principle of its projection into
the spatial structures, which take place in the above described written
code. Such projection occurs, for example, in a face of watch, where
the temporal order is represented by spatial relations of circularly
arranged indexes differing from each other only with the spatial order.
The projection can be performed by different syntactic constructions:
the meaningful orders can be separated and built as lineal sign
successions arranged along the spatial axe — as a rule, vertical or
horizontal one; the spatial order can be cyclical (as in dial) or tabular
(as in calendar). The semiotized space has in such cases not only a
fixed dimensionality, but also as a rule a fixed direction; therefore it is
“semantically anisotropic”, because changing of the direction
influences the sense.
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The principle ofprojection is also used for representation of the
temporal order by means of spatial relations in other cases. It can be
found, for instance, in the motive of procession often met in the art of
Ancient East (Egypt, Assyria, Persia, etc.) — rows of figures arranged
one after another and presented in different moments of time. The
principle of projection is also appeared in the rows of pictures
representing different events of a story separating them in singled
pictures. Coordination of temporal and spatial successions is typical
for arrangement of narrative pictorial series intended to be drown in a
line — from the relief on the column of Trahan and rows of Bible
scenes (as, for example, in mosaics of Saint Apollinare Nuovo in
Ravenna) till contemporary comic strips. The same projection of the
time succession in the spatial order can take place also within the
frames of one picture representing some processes due to stratifying
them into a row of moments. In Medieval icon painting and even in
Renaissance pictures there was a usual way of depicting of several
story episodes performed in diverse moments of time as scenes, which
are arranged in different fragments of one space — as, for example, in
“Seven joys of Maria” by Memling (Munich, Alte Pinakothek) or in
painting series “The story of Saint Ursula” by Carpaccio (Venice,
Gallery of Academia). Dissociated moments of time can be smaller
and consist of single stages of movement, on which the parts of
moving figures are decomposed — as it was made in Futurists
paintings, where this “cinematographic” way of depiction became
very popular expressive mean. It is essential, that time representation
gets especially important for spatial arts of XX century. N. Pevsner
and A. Gabo in their “Realistic manifest” (1920) theoretically pro-
claimed introduction of time in spatial arts as their actual task and
practically fulfilled it having created own non-figurative spatial
constructions with multiple elements as a spatial equivalent of the
temporal order (see, for example, Thomas 1986: 142).

It is also possible to represent duration of processes by means of
spatial semiosis. For such representation other grammatical forms are
necessary, than for projection of temporal order in spatial rows. The
duration can be represented — particularly in pictorial series —
through the distance between depicted scenes — as, for example, in the
miniatures of some ancient Russian manuscripts (see Lihachev 1979:
31). It can be represented also by concentration of different events or
states in one picture or even in one figure. An example of such
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concentration is well known — a “flying gallop” of horses, depicted
by Gericault as well as by many other artists and discussed by many
art explorers starting from Rodin (see, for example, Volkov 1977:
134-139).

Projection of a temporal succession in the spatial order represents
the time as a homogenous multitude of moments — as if any moment
is equal to other one and all their difference is reduced only to places
order. However, the spatial means can represent not only general and
unified course of time and its quantitative structures, but also its
qualitatively differed periods — such as seasons of the year, times of
the day, etc. (as, for example, famous sculptures of Medici tomb by
Michelangelo). Spatial bearers also preserve the memory about the
individual being of concrete persons and unique moments of their life:
their birth, death and other significant events.

This memorial function performs, for example, tombstones and
any other monuments dedicated to some heroes or outstanding events.
However, it is natural, that imprinting of something or somebody
individual takes a form of their iconic models, which can, unlike
general signs, reproduce particular features of things or of people.
This form includes all kinds of depictions, each of them “stops” a
depicted and saves its image from disappearance, due to the quality of
space to hold the forms of things left in the past (cf. Peirce 1960: 360,
about connection of icon signs with past experience). In the same
time, there are depictions specially intended to this saving. Such are,
for example, death-masks, which make an attempt to imprint last face
in more constant substance, and which do it in a different way in
diverse cultures: preserving something general and essential in An-
cient Egypt or, in opposite, keeping some individual features in An-
cient Rome. Such are also the memorial portraits of later ages perfor-
med in sculpture, painting or engraving and representing some persons
together with attributes of their time. The preservation of particular
instants and conditions is performed especially in photograph, which
literally “stops” a moment and “takes” its fleeting image from tem-
poral stream for saving in the more stabile spatial form.

The developed cultures besides “primary” spatial forms of time
representation like writing or art pieces have also “secondary” ways of
artificial imprinting of temporal changes. Their specific feature is
ordering of spatial bearers, which already perform the function of
cultural memory. Among these “secondary” aggregations one can find
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some involuntary appearing formations as, for example, sponta-
neously formed environment of towns, which contains the marks of
diverse events of their centuries-old history. However the cultural
memory can be concentrated intentionally in some “reservoirs” of
spatial bearers of information, in collections of spatial texts. Various
types of these collections can take, in particular, a form of a
cemetery — an aggregation of tombstones as signs of last lives, of a
library — a depository of written texts as accumulators of all human
experience, or of a museum (pinakothek, gliptothek, etc.), as a
collection of art pieces and other bearers of cultural memory. Each of
them transforms in its own way some temporal traces in semiotized
space. For example, museum can be treated as a form of transfor-
mation of historical time in heterogeneous cultural space, where the
spatial relations between art pieces and historical documents of
different ages become a form representing their temporal relations. A
new type of such “hyperspace” is formed by Internet as an infor-
mation milieu, which gives perhaps already a “ternary” system of time
representation and of cultural memory.

Concentration of the collective memory in diverse forms of the
spatial semiosis makes possible the qualitative transformation of
culture. The space of its changing is accelerated by appearance of the
new technical means of the spatial semiosis — from book-printing to
the Internet, — each of them gives new possibilities for semiotized
space to keep of the past in the cultural memory, as well as to program
the future.
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npOCTpaHCTBeHHbII‘/'I ceMmnosnc n Bpems

MpOCTPaHCTBEHHbIA CEMMO3NC OTANYAETCA OT BPEMEHHOIO CBOMMMU
CTPYKTYPHBIMU W PYHKUMOHA/IbHLIMU 0COBEHHOCTAMW. 3HaYMMble OT-
HOLLEHMA MeXAY eAWHMLAMW MPOCTPAHCTBEHHBLIX TEKCTOB HE CTPOSATCH
Mo BPEMEHHOW OCU M He 06pasytoT BHYTPEHHee BpeMsi B CBOel hopme
BblpaXeHus. OfHaKo BpeMeHHOl (haKTop OCTaeTCA CYLUECTBEHHbLIM A/1s
MPOCTPaHCTBEHHOIO CEMMO3KCA, KOTOPbIA, C OAHON CTOPOHbI, HaxoauT
CBOM 0CO6ble Cnocobbl CyLLECTBOBaHWSI BO BPEMEHM, a, BO-BTOPbIX —
Cnoco6bl penpe3eHTMPOBaTb BPeEMs B MPOCTPAHCTBEHHBIX CTPYKTypax. B
OT/INYME OT BPEMEHHOI KOMMYHWUKaUWW, TAe aKTbl MpUEMAa COOBLLEHNS
[OMKHbI 6bITb CUHXPOHWU3MPOBaHbI C aKTaMU MX CO34aHMS AWM BOCCO3Aa-
HWS1, MPOCTPAHCTBEHHBIA CEMMO3UC CTPOMTCA KaK AMaxXpOHHbIV npouecc,
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B KOTOPOM aKTbl CO3JaHUs W BOCTIPUSTMS 3HAUMMBIX MPOCTPAHCTBEHHBIX
CTPYKTYp pasBefieHbl BO BPEMEHW. ISTW CTPYKTYPHble 0COGEHHOCTM
MO3BONSIOT CBA3bIBATbL NIOAEIA PasHbIX NCTOPUYECKMX MEPUOA0B U CKasbl-
BalOTCS Ha (hYHKLMSAX NPOCTPAHCTBEHHOIO CeMMO3Nca, Aenas ero Hesame-
HUMbIM CPEACTBOM KyNbTYPHOW namsiti. Vckniouas Bpems U3 CEMMUO-
TUYECKOI (HOPMbl CBOETO MNJiaHa BblPaXKEHUs!, MPOCTPAHCTBEHHbIE TEKCTbI
MMEOT OnpefeneHHble MNpaBuia CBOE Mpe3eHTaUMKX BO BPEMEHU U
CEMMOTUYECKME CPEACTBA A/1 PEMpPe3eHTaLMU BPEMEHHOTO MOPsAKa W
ANATENBHOCTU B CBOEM MJlaHe CofiepXXaHus. B npocTpaHCTBEHHOM CEMMO-
31ce PasBKBAlOTCS Pa3/NyYHbIE CPEACTBA PEMpPEe3eHTaLyM BPEMEHU C Mo-
MOLLIbIO MPOCTPAHCTBEHHBIX (DOPM: MPOEKLMS BPEMEHHbLIX MOPSAKOB Ha
MPOCTPAHCTBEHHbIE CTPYKTYPbl, KOHLUEHTPALWA PasniyHbIX MOMEHTOB B
O/IHOM COCTOSHUW 1 Ap.

Ruumiline semioos ja aeg

Ruumiline semioos erineb ajalisest oma struktuursetelt ja funktsionaal-
setel eripdradelt. Ruumiliste tekstide 0hikute vahelised tahenduslikud
seosed ei ehitu ajateljel ja ei moodusta sisemist aega oma véljendus-
vormis. Kuid ajafaktor on oluline ka ruumilise semioosi jaoks, mis, Uhelt
poolt, leiab oma erilised olemisvormid ajas ja teisalt — aja represen-
teerimise viisid ruumilistes struktuurides. Erinevalt ajalisest kommunikat-
sioonist, kus teate vastuvotu aktid peavad olema slinkroniseeritud nende
loomise vdi taasloomise aktidega, ehitub ruumiline semioos kui diakroo-
niline protsess, milles tahenduslike ruumiliste struktuuride loomise ja
vastuvdtu aktid on ajas lahku viidud. Need struktuursed isedrasused voi-
maldavad seostada erinevate ajalooliste perioodide esindajaid ja moju-
tavad ruumilise semioosi funktsioone, tehes sellest kultuurimélu asenda-
matu vahendi. Eemaldades aja oma véljendusplaani semiootilisest vor-
mist, omavad ruumilised tekstid kindlaid reegleid ajalise jargnevuse ja
kestvuse representeerimiseks oma sisuplaanis. Ruumilises semioosis
arenevad erinevad aja representeerimise vahendid ruumiliste vormide
abil: ajaliste jargnevuste projitseerimine ruumilistele struktuuridele, erine-
vate momentide kontsentratsioon uhes seisundis jmt.
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Abstract. This paper examines the discourse of war from a semiotic point of
view and suggests some ideas for the development of practices of resistance to
it. The discourse of war can be considered symptomatic in respect to under-
lying discourses of totality such as globalisation. By aiming at explanatory
simplification, this kind of discourse takes the paradoxical form of an exhaus-
tive paradigm which always engenders a residuum to be eliminated. Semiotics
can develop practices of resistance to the discourse of war by operating on the
syntagmatic chains generated by its mediatic agencies. These practices are
based on the postmodernist critique of totalising discourses. A process in
which details are disconnected from the mediatic chains where they vanish
might trigger the opening of a space of community that makes the residuum of
war discourse presentable through metaphorical substitutions. Semiotic
practices of resistance to the discourse of war presuppose a shift in theory
from the paradigm of globality to that of partiality. Partiality must be under-
stood both from a political and an epistemological point of view and it could
therefore represent an important element in the development of a semioethics.

Some striking similarities are, in my opinion, evident in the debate of
recent years about the situation in the humanities and social sciences
in general (and semiotics in particular) on the one hand and the
discussion about globalisation on the other. These similarities are
evidently due to the critical problematisation of the “modernist pro-
ject” (Pettman 2004: 13), within which the kind of rationality consti-
tuting the ideological basis of Western knowledge has been respon-
sible for the kind of World Order represented by globalisation and
finds in it its own accomplishment.
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In the case of the social sciences and humanities the main focus of
the discussion has been on the contraposition between an ideal of
unity and one of multiplicity (hence the various distinctions between
‘science’ and ‘studies’, ‘unified method’ and ‘plurality of approaches’
or ‘theory’ and ‘practices’). The almost universal claim about the
vanishing boundaries between individual disciplines and the inter-
disciplinarity of the humanities hides the attempts of different
methods of research to gain a hegemonic position, something parti-
cularly evident in the recurring inclination of semioticians to present
themselves as the new methodologists of the humanities and social
sciences. In the discussion about globalisation, the terms of the
problem seem to be quite similar. Much in focus is the distinction
between the principles of universalisation/assimilation on the one
hand, and those of differentiation on the other. The question of
hegemony also has a strategic role here, and it has been sometimes
asked to what extent alternative forms of existence will be able to
continue in the age of the pensee unique or “global monoculture”
(Anderson 2004: 2). War is the extreme moment, when the polemical
aspects deeply inscribed in the logic of globalisation become over-
riding.

In this paper | will consider what can be called the ‘discourse of
war’ and show its symptomatic status in relation to the underlying
discourses of totality (such as globalisation). I will then try to put
forward some proposals for the development of semiotic practices
grounded on partiality, which could be opposed to the discourse of
war. In doing so, | will take sides in the debate mentioned above,
arguing that a semiotic theory should be thought of as a set of
practices which can function as a generator of resistance to totalising
discourses. This is what a ‘semioethics’ should look like, rather than
like a ‘science’ with a unified method.

Globalisation and semiotics

At the end of the 1980s, when the totalitarian regimes of Eastern
Europe started to collapse, the feeling that a new era of peace and
freedom was about to begin was widespread. The fears of annihilation
which were experienced during the Cold War disappeared. These fears
had had a material basis insofar as they were related to different
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degrees of embodiment: the physical division of the body of humanity
into two (East and West separated by the Iron Curtain); the depor-
tation and imprisonment of individuals as an instrument of the dis-
memberment of national and social bodies (particularly in the Soviet
Union), and the dissolution of individual bodies (as a consequence of
a possible nuclear war).

The end of the Cold War coincided with an impressive accele-
ration of so-called globalisation, which in Western societies took the
form of ‘informatization’, a progressive dematerialisation or disem-
bodiment of everyday-life with an increasing amount of human
interaction taking place through exchanges of information within a
virtual environment.1 The protagonist of this process is the new
media: what represents globalisation better than the World Wide
Web? These changes appeared very promising for semiotics. In fact,
the dematerialisation of reality can also be seen as a progressive
semiotisation of our world. Globalisation and its new media have
enormously enlarged the portion of reality which is graspable by the
methods of semiotics. The web, with its nodes and inter-related
threads, is exactly the kind of structure semioticians have been
accustomed to dealing with from the very beginning of their discipline
(a classical Saussurean structure and a web can be seen as isomorphic
construction). In these conditions the dream of a global semiotics,
which would be the most natural theoretical way to describe our new
world in exactly the terms of a “semiotic web”, seemed to be justified.
Global semiotics can be seen from this point of view as an attempt to
extend a method originally thought of and developed to deal with
human (social/cultural) artefacts as systems of signs, to cover all the
phenomena of the biological world: “the activity of signs, or ‘se-
miosis’, extends in principle to the whole of being as ‘knowable’”
(Deely 2005: 7; see also Sebeok 2001: 10: “The criterial mark of all
life is semiosis”). The condition of possibility for the development of
a global semiotics could therefore be found in one of the (realised or

Globalisation brought in this sense to full realisation what Guy Debord
defined as “the spectacle”. As Debord explains, the spectacle must not be thought
of as a simple set of images, but as a social relation between persons (Debord
1995: 16). | will return later to the consequences of this fact.
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dreamed of) aspects of globalisation: the culturalisation/humanisation
of nature as a reduction of its alterity.2

At the foundations of the dream of globalisation thus lies an ideal
of intelligibility or transparency, just as if the sources of opacity could
once and for all be removed, connections substituting for divisions,
previous alterity becoming penetrable and therefore knowable through
already existing means. The information society naturally finds its
Other in the Third World; the undeletable materiality of hunger and
disease is the challenge to globalisation. But if in the past the
(barbarian) Other was seen with terror, as a constant threat of chaos to
the order of civilization, at the beginning of the 1990s globalisation
seemed to be the power which would make that which was still
something else finally ‘our own’. The expansion of the Western
system to the former East of the Communist Bloc had already
successfully shown the power of market values; if this happened in a
case in which the other side had a strong form of its own, why should
it not happen in the case of the Third World, a space that we
Westerners are used to imagining as having no systemic form at all?
The increasing transparency granted by globalisation was thought to
mean that the world would become increasingly readable for us
Westerners, as our capacity to interpret reality thousands of miles
away from home with the aid of our cultural codes. The dream of
globalisation can be described in semiotic terms as a dream of
assimilation without contamination of the original system, like the
imposition of a form on an amorphous matter. Assimilation in fact
presupposes a preliminary disarticulation of the pre-existent forms: the
charge of symbolic violence through which the “external culture”

2 | am not saying that global semiotics agrees with these aspects of globali-
sation. On the contrary, it can be understood as a polemical reaction to them. It
simply seems to me that the “delinguistization” and consequent “biologization”
(Sebeok 2001: xxi) or “animalization” (Deely 2005) of man suggested by global
semiotics presupposes in some sense a preliminary ‘culturalisation’ or ‘huma-
nisation’ of the biological by theory. The question is that of whether Saussure was
too logocentric or whether, on the contrary, he was not yet able to imagine the
extraordinary power of language (systems of signs) in the society of the spectacle
to substitute itself for reality, creating its own separated world and the subjects
inhabiting it as essentially linguistic beings. | think that a theoretical attempt to fill
the gap between culture and nature cannot ignore these points.
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destroys the “internal cultures” (Tarasti 2005) becomes here imme-
diately evident.3

The illusions promoted by globalisation were brought to a halt by
an unexpected fact: the growing centrality of war in our new world.
Examples of resistance to the global order provoked a return to the
violence of colonization, a return to expansion through annihilation of
the Other. To think of war as a momentary difficulty in the peaceful
process of globalisation is to miss the point. War is the symptom
which reveals the essence of globalisation as violence and at the same
time its purest, supreme means. | think that semioticians cannot ignore
this fact any more, but this paper will not be an attempt to develop a
new component of the global web of semiotics, a semiotics of war
which could be add to the semiotics of life, culture, passions and so
on. Such an attempt would result in a ‘discourse about’ with its own
method and that is exactly what | do not want to do. Rather, the aim of
this paper is to show how semiotics could go about developing a
critical attitude towards war, and the kind of practices which would
follow from this. The object of these practices would not be war in
itselfbut the discourse of war and its mediatic agencies, in the spirit of
what Umberto Eco has described as semiological guerrilla warfare
(Eco 1986). That is, instead of taking language as a merely partial
aspect of the global semiotic web of the ‘semiotic animal’, I will try to
bring partiality into language taken as the global semiotic web itself.4

3 In the terms of globalisation we could think in a provocative way about the
disarticulation and dissolution of the Soviet Union and the consequent formation
of national states with weak economies as the creation of forms which are easily
penetrable by international capital and other assimilating forces. The violence of
the process is evident in the consequent marginalization of a significant part of the
population. This means that the nation and nationalism can not always be
considered as a hindrance to globalisation. The national state can be seen in this
perspective as “the form whose homogenizing drive connects the apparent
particularity of national identities to the greater homogeneity of universal history”
(Lloyd 1997: 182).

4 1 do not claim that this is the ‘right way out’, simply that it fits well with the
kind of critical practice | am going to develop in what follows.
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The paradoxical character of wartime

I will take as a starting point three different theoretical ways to
approach war, covering a stretch of time from the First World War
until the first Gulf War of 1991. The somewhat contradictory ideas
contained in the texts to be examined will help me to draw the
reader’s attention to the different components of what will be defined
as the discourse of war, as well as to the changes triggered in it by the
development of its agencies, the media.

In an article written in 1915, Sigmund Freud described war as a
“whirlwind” [Wirbel] in which participants are confused by the
significance of the impressions that overwhelm them (Freud 1974
35). He writes of “wartime” as a complex process, a peculiar time,
when violence knows no limit and overwhelms with blind rage any-
thing that stands in its way, as though there were to be no future and
no peace afterward (Freud 1974: 38). In the terms used here above,
what the whirlwind of wartime destroys is the intelligibility and
transparency of the world we live in. We lose the necessary ‘distance’
from the transformations that are taking place and remain in the dark.
Freud defines this psychological condition as the end of belief in the
power of human acculturation, a “disenchantment” [Enttausschung] to
which individuals react by trying to direct outward the disorienting
forces menacing their stability. If wartime represents a danger to
individuals because it tears them out of their “place”, it simulta-
neously mobilises those very same disintegrating forces against an
Other, which is labelled as the enemy (Weber 1997: 94).

Similarly to Freud, Emmanuel Levinas sees in war the establish-
ment of an order from which no one can remain at a distance. War
reduces individuals to bearers of impersonal powers, which direct
them (Levinas 1996: 6). Levinas, therefore, links war to that kind of
totality which characterizes Western thought: the goal of both is the
reduction of the Other to the Same. Totality coincides with the ex-
haustion of all exteriority, the closure of the system, recalling the lack
of future of Freud but also the ideas of such theoreticians of the global
world as Francis Fukuyama about the “end of history”. War serves
totality in two ways: firstly by making individuals bearers of an
impersonal universality, and secondly by actively leading them to
neutralise the Other which would otherwise remain exterior to the
totality. That is why, according to Levinas, peace always has an
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eschatological nature and the Other is linked with infinity: both bear
the signs of the exteriority, the open, the not-still as opposed to totality
(Levinas 1996: 8-9).5

The third text | will briefly consider is the much-discussed essay
by Jean Baudrillard about the Gulf War. What Baudrillard insists upon
is the dematerialization and the virtuality of war in our time. This is
accomplished by the media where the events vanish in information
itself, stripping war of its passions and violence and re-clothing it with
“all the artifices of electronics as with a second skin” (Baudrillard
1995: 64). The disorienting effect of war (the Freudian whirlwind)
does not disappear: it is now triggered by the media which, by
liquidating the event in an infinite series of repetitions, speculations,
interpretations, transforms the spectators into “corpses in the charnel
house of new signs” (Baudrillard 1995: 76). War, therefore, functions
in Baudrillard as a symptomatic device; it reveals that the dema-
terialising power of the media engenders a new, radical opacity in
respect to the events which are deleted by discourse. This has become
possible in contemporary society, where the spectacle, alienating
language, constitutes it as the separated world in which we live
(Agamben 2000: 81). The media does not bring war nearer to us, into
our houses, as some say. We do not really know more about war than
Freud’s contemporaries did. Anyway, it would be false to think that
the mediatic unreality of war implies its lack of real effects. The
mobilizing power of war, as stated by Freud and Levinas, remains
unquestionably in place in the age of the spectacle too. Media sources
has simply become the new “storm troopers” (Agamben 2000: 94) of
the discourse of war and, at the same time, the media has become the
battlefield where it is really decided who shall win (Vietnam was an
earlier example of this shift. In the case of Iraq it would be very
difficult to decide who won the war, if the media had not told us that
the US did.)

5 In his comment on Levinas’ book, Derrida diverges from the author of
Totality and Infinity in that he situates the Other within language and history,
where it can never be thought of as a ‘positive infinity’, but always as maintaining
within itself the negativity of the indefinite. This is a very important point for my
argument, because Derrida links in-finity and partiality to finitude and positions
them all straight into language: “The other cannot be what it is, infinitely other,
except in finitude and mortality (mine and its). It is such as soon as it comes into
language” (Derrida 2004: 143). | will return to this later.
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The synthetic exposition of Freud’s, Levinas’ and Baudrillard’s
ideas about war has brought to light a kind of paradox in the logic of
wartime, whose consequences will be of great importance in what
follows. ‘Wartime” brings with it an overwhelming lack of transpa-
rency and intelligibility in people’s relationship with the events which
are taking place. The impossibility of remaining at a distance is
established by the tyranny of a present which ends future and past in
the ‘real time’ of the media.6 But, simultaneously, wartime triggers
also a shortcut to that sort of simplifying intelligibility which is
characteristic of all discourses of totality. The tyrannical present of
wartime transforms itself into presence , the imposition of a given
discourse as a closed and self-evident totality, the only possible way to
look at the events. Freud describes the effects of this imposition on the
“best minds” as a “logical blindness” [Verblendung] which is a se-
condary phenomenon following an “emotional excitation” [Gefiihl-
serregungj (Freud 1974: 47). It is through this blindness that the
mobilising potentiality of war becomes a reality.

It is precisely in this paradox (lack of intelligibility together with a
shortcut to simplifying universalisations) that the symptomaticity of
war in relation to globalisation begins to appear. Seeing things by
means of this paradox, beyond the ideal of globalisation as a growing
cosmopolitan knowledge, the asymmetrical ignorance “that stands as
an indictment of the crippling and disastrous inequalities of the world
system” (Hitchcock 2000: 4) will emerge.8 Let us consider, to briefly
exemplify this, the phenomena which we usually call ‘natural
disasters’ when they take place in the globalised world — this might

6 “War implodes in real time, history implodes in real time, all communication
and all signification implode in real time” (Baudrillard 1995: 49).
See Derrida (2004: 1-35).

8 Itis from this perspective that Tarasti proposes precisely the coming to an end
of both the future and the past which was discussed above, as fundamental to
globalization. For individuals, this means uncertainty and an impossibility either
to make long term plans or to resort to history in the search for explanatory
criteria (Tarasti 2005). William E. Connolly develops the same ideas at the level
of the State: “global contingencies” are, in his view, “possibilities and potential
emergencies that might be resistant to control”. Global contingencies engender a
gap between the power of the most powerful states and the power they would
require for self-government and self-determination. The drive to close this gap
causes, in Connolly’s view, a rise of disciplinary pressure in the domestic sphere
and represents a serious danger to global survival (Connolly 2002: 24-25).
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also give a further explanation of the doubts expressed above about
global semiotics. In both the cases of the South-east Asian Tsunami
and Hurricane Katrina in New Orleans what strikes our imagination as
something unthinkable (a paradox) is the coexistence of a perfectly
transparent knowledge (sanctioned by science) of the event with the
absolute opacity of what is taking place. It is enough to look at the
victims of the two disasters to see how the paradox finds its expla-
nations in the ‘asymmetrical ignorance’ and the ‘disastrous inequa-
lities” characteristic of the global world mentioned above. The recur-
rent use of bellicose metaphors in the description of natural disasters
also manifests the symptomatic quality of wartime in our representa-
tion of such phenomena.

The discourse of war

I am now ready to proceed with a semiotic analysis of the discourse of
war as it manifests itself in our times. In so doing, | will sum up the
elements presented so far, and add some new perspectives. In essence,
it is possible to explain the paradox referred to earlier by postulating a
functional detachment between the paradigmatic and the syntagmatic
levels of the discourse of war. It is here that a space opens for semiotic
practices of resistance to this discourse.

At the paradigmatic level it is particularly evident that the dis-
course of war is based on what Levinas called totality, the thing that
we often hear of and recognize today as ‘fundamentalism’. In fact, the
paradigmatic oppositions of the war discourse are all grounded in a
fundamental and irreducible difference, that between we and they
strengthened by the principle ‘anyone who is not with us is against
us’, making the paradigm an exhaustive classification in which every-
thing is comprehended without any exteriority.9 But the disposition of
the two terms of this opposition on the same level is only apparent.
Actually we encounter here what Sidra Dekoven Ezrahi has called an
apocalyptic logic based on chosenness. In this kind of totalising dis-
course, Ezrahi writes, “we don’t see in them a reflection of our

9 The inscription of the tertium non datur principle in the discourse of war was,
for instance, a very important point in George W. Bush’s speeches after the
September 11 attacks.
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humanity” because “there is really no room in the mirror for more
than one reflection” (Ezrahi 2002: 66; my emphasis — D. M.). This
removal of humanity is a process in which the identity of the enemy is
disarticulated, and the enemy is excluded from all possible (social,
juridico-political, cultural) attributions. Paradoxically, the exhaustive
classification mentioned above therefore generates, by its very
functioning, a residuum. This kind of residuum is very similar to the
one generated by what in political and legal theory is known as a
“state of emergency” and Giorgio Agamben re-defined in a broader
philosophical perspective as a “state of exception” (Agamben: 2005).
A state of exception is a state of suspension of the law, in which the
individuals who are subjected to it suffer a deprivation of their
juridico-political status and are essentially reduced to what Giorgio
Agamben calls “bare life”. In the state of exception power applies
without mediation directly to bare life as a sovereign right over life
and death (Agamben 1998: 81-86; 2000: 40). As Freud demonstrates,
war is the symptomatic moment, when the citizen realizes what should
have already been clear in peace time: that the State monopolises the
use of violence and every possible injustice (Freud 1974: 39). It is
thus possible to describe the process which is made clear by the
paradigm of war discourse in terms of the process of “dislocating
localization” (Agamben 2000: 43) at work in the state of exception;
through it the localisation of ‘us’ as an exhaustive totality (for instance
‘humanity’) is based on the differentiation of a ‘they’ and its
dislocation as a residuum (bare life). Karl Schmitt describes this
procedure as follows:

Humanity as such as a whole has no enemies. Everyone belongs to humanity
[...]. ‘Humanity’ thus becomes an asymmetrical counter-concept. If he [the
person who speaks in the name of humanity] discriminates within humanity
and thereby denies the quality of being human to a disturber or destroyer, then
the negatively valued person becomes an unperson, and his life is no longer of
the highest value: it becomes worthless and must be destroyed. Concepts such
as ‘human being’ thus contain the possibility of the deepest inequality and
become thereby ‘asymmetrical’. (Schmitt 1987: 88)10

We therefore face a paradigm which generates diversity only to
disarticulate or dislocate it, by excluding it from any possible defini-

For a discussion about the construction of humanity/inhumanity in relation to
war and terrorism see Butler 2004: 89-91.
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tional status; the above-mentioned paradox disappears when we think
at the constitution of the enemy into a residuum as the legitimising
precondition for its annihilation which restores the self-sufficiency of
the totality. Note that the inequality and asymmetricality mentioned by
Schmitt in this case are actually of the same kind as those described
above as characteristic of globalisation.

There are some terms which bring this kind of totalising activity to
an extremity, and they seem to function within the paradigm of war
discourse in an unrelational way, as if they had an extra-systemic
value. In the Western discourse of war, such terms include for
instance ‘freedom’ and ‘democracy’. When asked, George W. Bush
frequently gives quite a deceptive definition of them, for example by
saying that Americans had the opportunity to vote him out of office,
but they did not use it (and that this is democracy) or that the State
must serve citizens, not vice-versa (and that this is freedom).1l But
‘freedom’ and ‘democracy’ acquire a somewhat magical value in the
discourse of war, where they figure as universals not subject to
(syntagmatic) definition or (paradigmatic) relativisation: they own
“the redemptive unity of the Idea” in respect of the abjection of war
(Kristeva 1982: 145). This unity takes precisely the form of the
‘dislocating localization’ encountered before: ‘We all want freedom
and democracy, but they don’t.’

It is possible to summarize the different aspects of the paradigm of
the discourse of war using Levinas’s observations about the two ways
in which Western thought faces the relation between the Same and the
Other: supremacy of the Same (apocalyptical oppositions) or reduc-
tion of the relation to an impersonal universal order (unity of the idea),
where being together means being side by side all looking at the idea
rather then at each other. The new concept of residuum defined here
will become important in what follows.

On the syntagmatic level of war discourse we encounter the
mediatic chains described by Baudrillard. Here the totalising process
manifests itself as an absolute predominance of the whole over its
constituent parts. It has been noted in relation to poetry that an abuse
of syntagmatic procedures like alliteration can provoke strong inter-
ferences in the processing of meaning with a consequent loss of sense
(Silverman 1983: 106). In the same way, repetition is the process

See for instance the interview released by Bush to the Estonian newspaper
Postimees (Postimees, 07.05.2005).
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which establishes that, in media coverage of war, the real and singular
event is always and already left behind. The relation between the
syntagmatic and the paradigmatic moment of war discourse appears
clearly in the words Baudrillard uses to describe what Debord and
Agamben call the “society of the spectacle”:

the age of simulation thus begins with a liquidation of all referential —
worse: by their artificial resurrection in systems of signs, which are a more
ductile material than meaning, in that they lend themselves to all systems of
equivalence, all binary oppositions and all combinatory algebra. (Baudrillard
1988: 167)

If the event vanishes within the repetitive syntagmatics of war dis-
course, the paradigmatic order offers a shortcut to the kind of expla-
natory transparency described above for the case of globalisation. In a
sense the paradigm does not provide us with the competence needed
for the interpretation of the mediatic syntagms. Instead, it exonerates
us from the need to interpret them, because their compositional logic
(relations of meaning between the parts and the whole) remains
opaque from the very beginning. That is why | speak of a detachment
between the syntagmatic and the paradigmatic levels of the discourse
of war. It is possible to think about this detachment as a double
erasure, with the generation of a residuum, as shown in Fig. 1

RESIDUUM
(bare life)

Figure 1. Double erasure and residuum.

The residuum produced by the shortcut as a consequence of the use of
asymmetrically universalising concepts is precisely the point at which
the discourse of war becomes symptomatic to all the discourses of
totality, such as globalization. Practices of resistance to the discourse
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of war can be developed starting from its realized, that is syntagmatic,
form; if the paradigm is a totalising system of classification, the
syntagm always presupposes speech (Silverman 1983: 104) and, as
Saussure long ago observed, it is only through speech that we can
trigger changes in language.

The whole and the parts

The mediatic environment represents, in the society of the spectacle,
our always-already given and it will therefore be the starting point for
the semiotic practices of resistance described in what follows. First of
all, the image of the media as a web must be substituted with an image
better fitted to the observations made so far. It is the Italian writer
Italo Calvino who offers a suitable image when, in his novel Priscilla-
Death, he compares our mediatic environment or, as he writes,
“everything that is language in the broad sense”, to a cover (calotta is
the Italian world, meaning a hemi-spherical and hard kind of cover
rendered as cap by the English translator):

As soon as we are out of the primordial matter, we are bound in a connective
tissue that fills the hiatus between our discontinuities, between our deaths and
births, a collection of signs, articulated sounds, ideograms, morphemes,
numbers, punched cards, magnetic tapes, tattoos, a system of communication
that includes social relations, kinship, institutions, merchandise, advertising
posters, napalm bombs, namely everything that is language, in the broad
sense. [...] Like a duplicate of the Earth’s crust, the cap [calotta] is hardening
over our heads. (Calvino 1969: 91)12

12 Note that, in his attempt to show the extension of the category of sign, Sebeok
guotes a passage from Peirce, suggesting examples that are reasonably analogous
(given the difference in time) to Calvino’s: “Signs in general [are] a class which
includes pictures, symptoms, words, sentences, books, libraries, signals, orders of
command, microscopes, legislative representatives, musical concerts, [and] per-
formances of these, in short, whatever is adapted to making mental impressions
virtually emanating from something external to itself’ (Peirce, MS 634, 16-17
[September 1909], quoted in Sebeok 2001: 8-9). A relevant difference seems to
lie in the fact that Calvino speaks of a covering, and therefore of a duplication,
while in Peirce’s terms the universe is “perfused” with signs, which are therefore
represented as much more “inherent” to it (hence global semiotics). That is why,
in my opinion, Calvino’s image (quite similarly to Debord 1995: 21) works better
than Peirce’s in describing the society of the spectacle.
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The filling of empty spaces (hiatuses) caused by the cover does not
mean, in Calvino’s terms, the elimination of all barriers to commu-
nication, on the contrary it makes communication nonsensical and
impossible, becoming an “hostile envelope”, a “prison”; what we
thought of as a “network” of connections (the media) turns out to be
an instrument of isolation (Weber 1997: 100-101). The symptomatic
nature of war in relation to the nature of the media, which we can re-
state in everyday terms as the ‘complete coverage’ of war by the
media, could become a site on which semiotic practices might seek for
a spot to “break the cap” trying “to prevent its perpetual self-
repetition”, as Calvino puts it (Calvino 1969: 92). It seems to me that
this cannot be done along the critical lines proposed by Baudrillard,
because the situation has changed since 1991. If at that time the
problem of the reduction and absorption of the singular into the
universality of the New World Order seemed to be soluble for the
West with the cleanliness of a spectacular operation (Baudrillard
1995: 86), we are now witnessing, with terrorism, the return of the
fears of annihilation characteristic of the Cold War: the body of
humankind divided into two (Islam and the West), the individual body
exposed to dismemberment (for example in the beheadings of
hostages or the falling bodies of the Twin Towers) and the social body
constantly threatened by a possibly mortal virus (immigrants as
potential terrorists).The discourse of war uses the vulnerability arising
from these fears of constant menaces to our life to promote war as the
symbolic space where we can continue to imagine ourselves as
invulnerable; it does so through the process of dislocating localization
described above, a mechanism which more and more transforms the
state of exception into the rule of our societies: we can be ‘sure’ only
if everyone, potentially, might be deprived of his or her juridico-
political status and reduced to a residuum, bare life without any rights
subjected to a power able to decide on his or her life and death:
“power no longer has today any form of legitimization other than
emergency [...] power everywhere and continuously refers and
appeals to emergency as well as laboring secretly to produce it”

(Agamben 2000: 6; see also Agamben 1998: 114—115, Connolly 2002:
24; Butler 2004: 50-100).13

13
Thus, in Agamben’s view, the Third World, enemies of war, and the ‘enemy

combatants at the prison in Guantanamo Bay are instances of bare life on the
global level just as much as migrants, aliens without citizenship and the
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In search of practices of resistance to the discourse of war, it is
useful to revert to the strategies of reaction to totality elaborated
within the frame of postmodernist thought.14 Difference, dissemina-
tion, heterogeneity, molecularity, discontinuity (Jameson 1983: 53,
58), multiplicity and plurality (Haber 1994: 7, 18), segmentation
(Silverman 1984: 246-250) are some of the concepts that post-
modernist thinkers have used as critical instruments against totalising
forms of discourse. What postmodernist critique tries to do is to
identify those places in discourse where subjects and worlds seem to
“resist recuperation within the oneness of the world” (Hitchcock 2000:
16). 1 want to introduce here this strategy of resistance to totality in a
quite unusual way: by returning, that is, to some of Calvino’s ideas
about literature instead of quoting some well-known postmodernist
theoretician.

In his Six memos for the next Millennium, Calvino writes about
Lucrezio’s De rerum natura as the first “work of poetry in which
knowledge of the world tends to dissolve the solidity of the world,
leading to a perception of all that is infinitely minute, light and
mobile” (Calvino 1996: 8). This is why, first of all, Lucretian atomism
gives rise to a “poetry of the invisible”, a poetry “of infinite unex-
pected possibilities”. Secondly, the Lucretian pulverization of reality
is a means of avoiding the oppression of matter, dissolving the solidity
of the world, and establishing “an essential parity between everything

inhabitants of the outskirts of great post-industrial cities (think of the Parisian
banlieue\) are within the national state. Anderson uses the concept of “fifth world’
to describe “displaced persons and peoples” such as refugees or the homeless
(Anderson 2004: 300-302). In terms quite similar to Agamben, Connolly
describes what he calls the external Other (foreign enemies and terrorists) and the
internal other (low-level criminals, drug users, the disloyals, racial minorities, and
the underclass) as both functional to the “theatricality of power” which construct
them as “a dispensable subject of political representation and an indispensable
object of political disposability” (Connolly 2002: 208).

U | think therefore that semiotics can and should usefully employ some of the
ideas generated by the postmodernist tradition instead of proclaiming itself “/Ae
postmodern revolution in philosophy” (Deely 2005: 10; my emphasis — D. M.) or
opposing its own solid “pre-socratic” origins to the “ephemeral Parisian fads” of
twentieth-century thought (Sebeok 2001: 6). The ‘postmodernist turn’ in semiotics
means giving up the idea of semiotics as a unified and unifying method and
instead doing semiotics in a situation where it already appears to be: a set of
different theoretical practices which employ some common concepts, defining
them in very different ways.
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that exists, as opposed to any sort of hierarchy of powers or values
(Calvino 1996: 9). What is important in the Lucretian method is the
recovered independence of the parts in respect to the whole to which
they belonged. If Lucretrius was dealing with matter, we could apply
the same process to the mediatic environment, particularly now, when
Calvino’s words have been used to define it as a cover, something as
hard and oppressive as matter was for Lucretius.

The semiotic procedure which | would like to propose would apply
the Lucretian method to the mediatic environment, disentangling
small details from the uninterrupted flow of information which makes
them invisible, assigning them a place only within the chains of
interpretations, speculations, and argumentations. This disentangle-
ment implies a reversal of the direction of semiotic practices: if se-
miotics traditionally tends to establish connections, we should instead
try to favour the emergence of disconnections.’5 Highlighting the
detail, paying attention to it, we make room for its emergence and help
it resist: “it is we alone who determine whether the world will appear
and so be, or languish in the darkness of non-being” (Silverman 2000:
7). If at the beginning of the history of cinematography Walter
Benjamin called the new technique shocking, because of the temporal
impossibility of the spectator arresting a single scene and developing
an independent train of thought about it (Benjamin 1973: 231-232), in
our time, on the contrary, it is exactly the idea of stopping the con-
tinuous flow of images and words that has become shocking. Think of
the fundamental role which photos, not videos, have played in the
development of a critical conscience against war from Vietnam to
Iraq.

The semiotic procedure here proposed relates, in my opinion, to
Benveniste’s ideas about the difference between the semantic and the
semiotic, the first being based on understanding, the second on

15 We find a similar procedure in Barthes, where segmentation (“cutting up”,
“breaking”, “interruption”) is used to disrupt the syntagmatic order of the text and
to challenge the ideological systematization imposed by a given code (Barthes
2000: 13-16). Agamben uses the term ‘interruption’ to characterize the process
through which “thefactum of language comes to light for an instant” (Agamben
2000: 70). Furthermore, Levinas speaks of the need to “break” the discourse,
which vanishes otherwise into the All (Levinas 2002). Lacan seems to synthesize
Calvino’s intentions in the best way, when he writes: “this cut in the signifying
chain alone verifies the structure of the subject as discontinuity in the real” (Lacan
2001:331; my emphasis — D. M.).
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recognition. The only difference is that if Benveniste claims that “la
seule question qu’un signe suscite pour etre reconnu est celle de son
existence” (Benveniste 1974: 64), in what | am trying to do this
statement could be inverted as follows: “the detail is called into
existence as a sign only if it is recognized”. Recognition has, therefore,
the form of a shock, a short circuit in the system which disentangles the
detail from the syntagmatic chain, where it figured as an insignificant
part. The question is now “which kind of recognition?”, because, as
shown above, the discourse of war has its own paradigm and inside this
paradigm recognition is achieved on the basis of the all-important
opposition between we and they. The kind of recognition | am thinking
about should be able to disrupt exactly this paradigm. As a basis for this
idea of recognition, Kaja Silverman’s description of different kinds of
resemblance (Silverman 1983: 87-125) might be useful. Drawing on
Freudian and Lacanian psychoanalysis, Silverman argues that we can
distinguish between three kinds of resemblance, those related respecti-
vely to paradigm, condensation and metaphor. Differences and
distinctions are fundamental to the paradigm which is organized on a
relational logic and based on binary oppositions, where “the parts have
value by virtue of their place in the whole” (Saussure 1966: 128, quoted
in Silverman 1983: 105). The paradigm is the place of the we/they and
all the other related oppositions of the discourse of war, as shown
above. Condensation refers to what Freud calls ‘primary processes’
(like dreams) and collapses distinctions between different elements to
achieve absolute identification. In condensation, “each manifest signi-
fier refers to a group of latent signifieds”, highly economically; “under
its [condensation] influence the part stands for the whole, a single figure
represents a diverse group” (Silverman 1983: 91). The mechanism of
condensation appears to be at work in the above mentioned “redemptive
unity of the Idea” with its charge of symbolic violence. Is it not as if in
some kind of dreamlike conditioning that ‘freedom’ and ‘democracy’
impose themselves as self-evident universals? Metaphor lies in
between: it is neither complete identity, nor irreducible difference, “it
permits profound affinities and adjacencies to be discovered without
differences being lost” (Silverman 1983: 109). If paradigm and con-
densation are grounded on presence and exhaustive closure (all is here
now and there is nothing more), in metaphor it is the ‘principle of
absence’ that becomes central. It is precisely because of the unelimin-
able partiality of the metaphor (a metaphor is a substitution legitimated
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only in some respect) that the hidden term is never exhausted in the
substitution, never totally present. That is why it would be more precise
to consider the ground of a metaphor not as a sign, but as a trace, where
something is “present not as a total presence” (Derrida 2004: 119, 135;
see also Derrida 1997: 44—73). The disentangled detail can become the
ground for this kind of metaphorical recognition linking the Selfand the
Other, where the Other is absent but evoked by the detail functioning as
its trace. As in Lacan and Levinas, absence triggers desire and desire
puts into motion a series of further recognitions.16

Opening the space of community:
partiality, in-finity and finitude

It is now possible to change Figure 1, as shown in Figure 2.

evM t —»

Figure 2. Disentanglement of the detail and space of community.

16 Basing the kind of disconnections I am discussing here on recognition and
resemblance, | take the risk of once more emphasising similarity at the expense of
difference. Anyway, as Honi F. Haber has shown, the universalisation of
difference, like the universalisation of totality, prevents the elaboration of every
possible strategy of resistance. The latter become possible only insofar as
“sometimes we recognize parts of ourselves in the stories of others” (Haber 1994:
43; see also Whitebrook 2001: 150-151 and Connolly 2002: ix-xxxi). Anyway,
unlike the last two authors, | will not use the concept of ‘identity’ to describe the
kind of resemblance | am speaking about, for reasons that will be explained
below.
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The disconnection of the detail from the mediatic chain opens a space
of tommunity’, where the Other generated and dislocated by the
paradigm of war discourse as a residuum (bare life) can be expe-
rienced by us. Opening up this space means resisting the alienation of
language as our power to communicate in the world of the media, the
cover which fills all the empty spaces between our discontinuities only
to make communication impossible and the place where “human
beings are kept separate by what unites them” (Agamben 2000: 84).
To open up the space of community therefore means bringing
“language itself to language” (Agamben 1993: 82). The space of com-
munity is the space of the re-instituted power of language, the space of
total possibility that Derrida, following Heidegger, identifies with
Being, not as a given predicate but as “what authorizes all predicates”
and “far from closing difference, on the contrary liberates it” (Derrida
2004: 175, 406). In comparison with the fullness of being (uni-
versality) represented by the paradigm of war and the non-being of the
residuum as bare life (exception), we can define the space of com-
munity opened by the disconnection of the detail as the space of the
possibility to not not-be (Agamben 1993: 31). The kind of community
here imagined has nothing to do with identity (which grounded the
paradigmatic opposition between we and they); on the contrary, the
space of community should be thought as a space of pure commu-
nicability, pure mediality, where instead of identity a principle of
unconditioned substitutability (Agamben 1993: 24-25) is in force. If
the rhetoric of identity was the premise for the universal repre-
sentability and the self-identification of individuals inside the
paradigm of the discourse of war, anti-identitarian substitutability will
be the way to present within the space of community what that
paradigm dislocated as something unpresentable (residuum, bare life)
to be destroyed. In his theory of the text, Barthes defined this kind of
unconditioned substitutability as an “unbridled (pandemic) circulation
of signs”, which “abolishes the power of legal substitution” exhausti-
vely regulated by the paradigmatic oppositions (Barthes 2000: 215-
216).

It is interesting to note the way that the opening of the space of
community triggered by the disentangled detail becomes parado-
xically possible, in spite of Baudrillard’s pessimism, exactly because
of the separation of language in an autonomous sphere accomplished
by the media in the society of the spectacle. This is the positive aspect
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of what Benjamin earlier defined as the “loss of aura” of the work of
art due to its mechanical reproducibility (Benjamin 1968: 215). The
society of the spectacle, more generally, can be defined as the
“devastating experimentum linguae that disarticulates and empties, all
over the planet, traditions and beliefs, ideologies and religions, iden-
tities and communities” (Agamben 2000: 85); this experiment makes
it possible for us to fully experience our linguistic being. Derrida
stresses how Levinas too never condemned technology, on the
contrary he saw in it the possibility of letting the human face shine in
its nudity as opposed to the violence of the traditional “taking root”, or
“implantation in the Site” (Derrida 2004: 400, 409). Thus the simpli-
fying transparency of the paradigm of war discourse and the relative
practices of identification obtained through double erasure and
shortcut (fig. 1) need not be the only possible results of the
constitution of language as an autonomous sphere within the society
of the spectacle. The latter contains a positive possibility too precisely
in its very much criticized ‘devoiding power’. This possibility starts to
emerge when the pulverization of the mediatic chain into details opens
up a space of community, where the paradigm is disrupted and its
residuum made presentable in a trace, the ground for a metaphorical
link between we and others where the range of possible substitutions
knows no pre-established conditions.

Returning to the recognition which enable the disentanglement of
the detail, it is possible to describe it now, in Levinas’s terms, as the
answer to an interpellation which Derrida reformulates as an ethics of
“letting be” (Derrida 2004: 172, 179). “To let be” presupposes what
has been described as the opening up of a space of community, the
reinstating of the linguistic power as a possibility to not not-be. The
point of departure of that interpellation (the Other) is thought by
Levinas to be exterior to the totalising discourse it helps to
deconstruct. That is why the details which trigger our rejection of the
discourse of war are usually not scenes of war (such as images of the
wounded, or of dead people); those make violence into a spectacle to
which we are accustomed to a high degree (Baudrillard 1995; Weber
1997: 96-105). However, there are other images and words (children,
details of everyday life or scenes of joy, faces, words of affection and
so on), which entangled as they are in the mediatic chains of the
discourse of war lose their ability to make sense, but if they are
recognized and disentangled they point to their (that is my and the
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Other’s) exteriority to that discourse. In recognition we become
vulnerable to the Other, losing the invulnerability that the totality of
war discourse granted us, but overcoming our vulnerability to the
confusing effects caused by the mediatic chains of war discourse. The
disenchantment described by Freud as a consequence of wartime is
not denied and reversed against the Other any more, but affirmed as
the condition where the Self and the Other may meet. As Agamben
puts it, only in a world “in which the citizen has been able to
recognize the refugee that he or she is”, it will be possible to think at
the “political survival of humankind” (Agamben 2000: 26), the
opening of a space of community. Only if we recognize ourselves in
the ones who may not be, does it become possible to let be, to
cultivate the possibility to not not-be. It is at this point that the
partiality of details encounters the in-finity (see footnote 5) of the
Other and our (and the Other’s) finitude (mortality), whose acknow-
ledgment has often been understood as the premise for all possible
critique of war and violence (e.g., Freud 1974: 49-60; Weber 1997,
Connolly 2002: 164—171; Silverman 2003).17

It should now be clear how the semiotic practice of disconnection
suggested here may represent a strategy of resistance to the discourse
of war as characterized above. From the paradigmatic point of view
the details, with their lightness and lack of hierarchy, become a
contrast to the unbalanced oppositions of the discourse of war. Like
the “parity between everything that exists” obtained through the
Lucretian pulverisation of reality, the pulverisation of the mediatic
cover into details provokes a similar parity between we and they,
questioning apocalyptic chosenness and making “empathy” possible
(Ezrahi 2002: 66). From the syntagmatic point of view, disconnection
represents the necessary precondition for developing our own dis-
course, it gives us access to the right to speak.18 Recognition is in fact
always experienced by me, it is my point of contact with the Other,
my metaphor for the Other, my way of being for the Other: “Creatures
and things invite us to answer to their appeal in a manner which,

Ir “This identification with humanity through the experience of difference and

finitude may achieve its most influential presence in life, though, if death is taken

as a theme of reflection and treated as one of the tests around which life is

organized” (Connolly 2002: 167).

B Agamben writes in this sense about the “event of language” as “free use of the
14 common” (Agamben 2000: 117-118).
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although fully responsive to their formal coordinates, is absolutely
particular to ourselves” (Silverman 2000: 22). Peace, writes Levinas,
is always my peace and it manifests itself as an attitude towards
speaking (Levinas 1996: 8, 342).

About semiotics

In conclusion | would like to sum up how war taken as a symptom
helps us to reconsider the method of semiotics. | return therefore to
the title of this paper to claim that we should bring about in semiotics’
practices a shift from the paradigm of globality (totality) to that of
partiality. This shift goes, in my opinion, in the same direction as
some of the proposals made by the late Michel Foucault for a new
intellectual ethics.

The first meaning of partiality which | suggest is a rather political
one. Commitment could be a fundamental premise of our activity as
semioticians and commitment means taking a position within the field
we are studying. This is why it is more useful to discuss the place of
semiotics’ practices in the social field than the status of semiotics as a
science. What we should renounce is the pretence of imagining our-
selves to be positioned somewhere outside that which we are
observing, the pretence of objectivity or, better to say, that of objecti-
fication, which is the premise of all totalising discourses. Foucault
described what he presented as a necessary change in the role of the
intellectuals as a shift from the universal (the position of “owner of the
truth”, maitre) to the local, where intellectuals can see themselves as
positioned and conditioned within their own field, the field of know-
ledge, truth, consciousness, discourse. This perspectival (partial) point
of view represents an indispensable premise for becoming engaged in
the struggle against the forms of totalising power characteristic of our
own field (Foucault 1977: 20, 109). Theory should therefore not be
seen as the translation of a practice, but as a practice itself, not
totalising, but local, regional. It is only from this point of departure
that it becomes possible to construct transverse links between different
theoretical practices and struggles as a premise for a committed
interdisciplinarity.

The epistemological meaning of partiality derives immediately
from the political one. The decision to look at our mediatic environ-
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ment as a cover rather than as a web solicits from the semiotician an
analytic rather than a synthetic approach, an approach able to discover
the part in the whole, the particular in the global, the different in the
same. The result need not be a straightforwardly deconstructive kind
of semiotics. On the contrary, | am trying to answer the Foucault’s
request for a criticism which would multiply “signs of existence”,
having as a fundamental means curiosity because “it evokes the care
one takes of what exists and what might exist; a sharpened sense of
reality, but one that is never immobilized before it [...] a lack of
respect for the traditional hierarchies of what is important and funda-
mental” (Foucault 1997: 325). The segmenting, disconnecting mo-
ment of the semiotic practice suggested here can become the premise
for another kind of speech, where the parts do not vanish into the
whole and the exteriority of the Other is never finally resumed into the
totality of the Same. Lucretius’s atomism and Levinas’s philosophy
both have in-finity as their epistemological basis and so should
semiotics.
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OT rno6anbHOCTU K NapuuanbHOCTU: CEMUOTUYECKME CTpaTernu
COMPOTUB/IEHUS JUCKYPCY BOWHbI

[JMCKypC BOWMHbI MOXXHO paccmaTpuBaTh Kak CUMMTOMaTUYeCKWiA Mo oT-
HOLLEHMIO K OCHOBHbIM AMCKYpCaMm TOTalbHOCTW (Hanp, rnobanmsauun).
CTpemsAcb K YMPOLLEHWNIO, Takue AUCKYPCbl NPUHUMAlOT BWUG MUCYepnbl-
BalOLLEei Napafnrmbl, HO B XO/E 3TOTO OHW BCErfa CO34al0T HeperpeseH-
TUPYEMbI/ W MOANEXALMIA YHAUTOXEHNIO OCTATOK. CeMMOTMKA MOXET
pa3BmBaTb MPaKTUKW CONPOTWUBMEHWUSA AUCKYPCY BOMHbI, OMEpUpys ero
CUHTarmMaTMy4ecKMMm Lienoykamu, obpasyeMbiMy UX MeguaTopamu. Takume
MpaKTUKW CONPOTUB/IEHNS OCHOBbLIBAOTCA Ha MOCTMOAEPHUCTCKON Kpu-
TUKe TOTa/M3NPYIOLWMUX [AMCKYPCOB. EcCnnM Menkue pgetanu TepaloT B
CUHTarmMaTMy4ecKmx LernoyKax AWCKYpCa BOWHbI CBOK LEHHOCTb, TO WX
pasfnyeHne 1 BblAENIEHNE MOXET OTKPbITb “MPOCTPAHCTBO 06 HOCTA™, B
KOTOPOM OCTaTOK AMCKypca BOWHbI CTan 6bl penpe3eHTUPYEMbIM C
MOMOLLBIO  MeTathOpPUYECKMX 3aMelleHnii. CeMMoTMYeCcKue NPaKTUKK
COMPOTUB/IEHNA AMUCKYPCY BOWMHbI MpeanonaraloT TeOpeTUYeCKUii CABUT
OT Napagurmbl r1o6anbHOCTU K napagurme napumansHocTh. Mapumans-
HOCTb CfiegyeT paccMapuBaTb Kak C MOAUTUYECKONR, Tak U C 3NUCTEMO-
NOTNYECKOWM TOYKUN 3PEHNS, TEM CaMblM OHA MOXET SBUTbCS CYLLECTBEH-
HOIN NPeANOCHIIKOW pa3paboTKM “CeMMUOITUKIN.
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Globaalsuselt partsiaalsusele:
Semiootilised vastupanupraktikad sdja diskursusele

Soja diskursust vBib kasitleda kui totaalsuse diskursuste — nt globali-
seerumise — smptomaatilist véljundit. Lihtsustava seletamise eesmarki-
del votavad sellised diskursused ammendava paradigma kuju, aga seda
tehes loovad need alati ka esitamatut ja hdvitamisele madratud jaaki.
Semiootika v@ib arendada vastupanupraktikaid s6jadiskursusele, pddrates
tahelepanu selle siintagmaatilistele ahelatele meedias. Sellised vastupanu-
praktikad p6hinevad totaliseerivate diskursuste postmodernistlikul kriiti-
kal. Kui vdikesed detailid kaotavad s6ja diskursuse slintagmaatilistes
ahelates oma vaartuse, siis nende eristamine ning esile téstmine vdiks
avada “Uhisruumi”, milles s6ja diskursuse jddk muutuks esitatavaks meta-
foorsete asendamiste abil. Semiootilised vastupanupraktikad s6ja diskur-
susele eeldavad teoreetilist nihet globaalsuse paradigmalt partsiaalsuse
paradigmale. Seda nihet tuleb mdista nii poliitiliselt — partsiaalsus kui
enese positsioneerimine, kui ka epistemoloogiliselt — partsiaalsus pohi-
neb paljususel ja erinevusel. Poliitiline ja epistemoloogiline partsiaalsus
on oluliseks eelduseks “semioeetika” véljatootamisel.
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Abstract. Oleg B. Zaslavskii. The little in a non-Euclidean world: On the
artistic space in Tom Stoppard's film and play “Rosencrantz and
Guildenstern are dead”. It is shown that quite different aspects of Tom
Stoppard’s work — spatial organization, relationship between reality and the
conditional character of events, causality and narrative links, the problems of
choice and personality — are united by the spatial one-sided model like the
Maébius strip or Klein bottle. The artistic space turns out to be not orientable,
the time being cyclic. This enables us to explain the mutual exchange of
names between Rosencrantz and Guildenstern and a number of other
paradoxical features in the plot and composition. The model like the Md&bius
strip embodies the absence of a free choice: there is no other side in the world
and there is no chance to escape from the fate indicated in the title of Tom
Stoppard’s work. The relevance of topology, e.g. the property of a global
nature, is connected with the fact that a bearer of danger is the world as a
whole. Apart from this, it points to the fact that such a structure of the world is
essentially “non-Euclidean” and cannot be understood on the basis of
observations from every-day life or “obvious” experiments like those carried
out by Rosencrantz.

BeegeHune

B HacTosiee Bpemsi gpamaTyprusi Ctonnapga siBAseTcs 06beKTOM
M3YUEHNs C CaMbIX PasHbIX TOUYEK 3PEHUS, U O Hell MMeeTcs 06LLIMPHAan
nuTepatypa (MpMMepaMu MOFYT CAYXWUTb HefjaBHWUEe MOHOrpagum
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Fleming 2001, Bloom 2003). Mexay TeM, eCcTb BaXHbli acMeKT,
KOTOPbIA A0 CUX MOp 6bl1 AWUWb GErao 3aTPOHYT B MCCeA0BaHMSAX.
Peyb nget o nepeceyeHNN XyAoXecTBeHHOro mupa Ctonnapga ¢ Mu-
POM Hayku, rnaBHbIM 06pa3oM maTemaTukum u ¢um3nku. Hanpumep, B
“ApKagun” COLEPXUTCS B CBEPHYTOM Buae O06CYXAeHWE WAei,
CBA3AHHbLIX C (PpakTasamy, XaocoM W BTOPbIM HayanoM TepMOAuHa-
mukn (Jackson 1995; Peterson 2002). B npoussegeHuu “Professional
foul” 3HaumMmbl noHATMA Teopumn KaTacTpod (Cobley 1984). B nbece
“Hapgood” nmeroTcs MHTepecHble COOTBETCTBUS MEXAY CBOMCTBaMU
CHOKeTa U TaKMMU OCOBEHHOCTAMW KBAHTOBON MEXaHWKWU Kak BAus-
HME N3MEPEHMNS Ha pe3ynbTaT 3KCNepUMeHTa, HEBO3MOXHOCTb TOYHOIA
nokanusauum o06bekTa, KBaHTOBbIe CKauku U T.4. (Brouwer 1994: Sec.
VI1). B gaHHOM OTHOWEHWN nbece “Po3eHKpaHU, W [uabAeHCTepH
MepTBbl” NOBE3/10 MeHblle. OBbIYHO PaCCMOTPEHUE PO MATEMATUKM
OrpaHnMumnBaEeTCA 34ecb 06CYXKAEHMEM Ananora ABYX repoes 0 Teopuwu
BEPOSATHOCTU. XapakKTepHo, 4TO Ha caiTe “Mathematical Fiction”,
CneumnanbHO MOCBALWEHHOM OTPAXEHUI0 MaTeMaTUKN B XY[0XECTBeH-
HOI NnuTepaType W TeaTpe, 3Ta Nbeca BKAKOYEHa B CMUCOK NWLb NOJ
HaXXMMOM 4uTaTeneii.1 B ogHoumMeHHOM ¢unbme CTonnapga CuueH-
TUCTCKUIA acnekT ycuieH Tem, 4yTo Po3eHKpaHL, No Xomy AelcTBuS
HEOLHOKPATHO CTaBUT (hM3MYeCKue onbiTbl. Mexay Tem, ponb Ha-
YUHbIX UAel B XyL40XeCTBEHHOM MPOU3BEAEHNN OTHIOAb He UCYepMbl-
BAeTCA WX ABHbIM OBCYX[EHWEM HEMOCPeCTBEHHO B TEKCTE WM
LEeMOHCTpaumeld onbiToB. Hanbonblwnii nHTEpeC 34eck MpeacTaBnseT
cnydali, KOorga COOTBETCTBYHOLWME abCTpakTHble KOHCTPYKTbl (KOTO-
pble MOTryT 6biTb BOOOLLE He 3KCMANLMPOBAHbI B TEKCTE) OpraHM3yoT
camy Xy[OXeCTBEHHYH CTPYKTypy npoussefeHus. IMEHHO Takomy
SBMIEHWNIO W MOCBALLEHA JaHHasA paboTa.

1 “This brilliant, weird play, retelling the story of Shakespeare’s Hamlet from
the point of view of two “throw away” characters, unfortunately has very little
mathematics in it. However, every few days | get an e-mail message from some-
one suggesting that | add it to the list, so | will” (http://www.math.cofc.edu/
faculty/kasman/MATHFICT/mfview.php?callnumber=mfl 29).
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EesaanepHaTMBHoe MPOCTPaHCTBO

Peub noinger 06 OAHOW, HO K/KOYEBOM OCOBGEHHOCTM fA3blka MNPO-
CTPaHCTBEHHbIX OTHOLWeEHWA B npoussegeHun T. Crtonnapga “Po-
3eHKpaHy 1 MunbgeHcTepH MepTBbl”. OHa ABAdeTCsA obuein ana obonx
XY[0XeCTBEHHbIX NPOU3BEAEHUA — Nbecbl U PUNbMA,2 HO NOCKOMbKY
B (pMNbMe Kak TEeKCTe WKOHWYECKOM MNpupofbl OHa NposiBnseT cebs
6onee HarnafHo, Mbl B OCHOBHOM (Aenas Heob6XxofuMble OroBOPKM)
COCpefoToUMMCS Ha unbme.

B npeacTaBneHHOM Tam MMpe C CaMOro Havana felicTByeT CTpaH-
HOCTb: NoAOpOLleHHas MOHeTa Heu3MeHHO NafaeT OLHOW U TOW e
CTOPOHOMA. Mpu 3TOM BbiNagaeT “open” — no-aHrniickn “heads”, Tak
yto MmnbfeHCcTepH roBopuT gaxe o “double-headed coins” — 3to go-
BO/IbHO O4€BMAHBIM 06Pa30M HameKaeT Ha MOTUB Ka3Hu (B punbme —
NnoBeLleHns), NpuYeM [Be rofIoBbl Opfia COOTBETCTBYIOT ABYM [O0JIO-
BaM He3afau/iMBbIX repoes (3TOT MOMEHT nponajaeTt npu fnepesoje ¢
aHrIMACKOro Ha pycckuil). He B cunax MOHATb, NOYeMy >Xe MOHeTa
najaeT iMlb OfHOV CTOPOHOW, MMNbAEHCTEPH O4HAKO BOCNPUHUMAET
3TO KakK HaMeK Ha HeuTo yrpoxawllee. B dunbme OH cnpawimBaeT
Po3eHKpaHLa, He ucnblTbiBaeT N TOT cTpax (“No fear?”); B nbece oH
rosoput: “W ato sce? N Hukakoro ctpaxa? [...] Aa, cTpaxa! Takas,
3Haelb, Llefika, CKBO3b KOTOPYK MO3ru 3anuBaet ceeTom!” (3pech u
fanee Mbl ucnonbsyem nepesof W. bpogckoro — Cronnapg 2000.)
Cypa no TparnmyeckoMmy (uHany, WUHTyuuus He obmaHyna repos B
TOM, YTO KacaeTcs “cTpaxa”. 97O 3acTaBfiseT C 0COOEHHbIM BHMMa-
HVEM OTHECTUCb M K ero C/ioBaM O TOM HeACHOM W MyrarwolleM, YTo
CTOWT 3a ONbITAMW C MOHETOW: Kak Mbl celiyac yBUAMUM, B 3TUX OMbl-
Tax AelCTBUTENbHO MPOCTynaeT (yHAamMeHTasbHas XapakTepucTuka
Mupa npowsBefeHns B UenoMm. OHa cBf3aHa C HelTpanusayumei
NPOTMBOMNOJIOXKHOCTEN U ANCKpeauTaLmeli Bbibopa.

370, npexae BCero, 0THOCUMTCA K NpobnemMe WUHAWBUAYANIbHOCTH.
Mo xogy fAena BPeMs OT BPeMeHW OKa3biBaeTCA HEeBO3MOXHO pas-
06paTb, KTO W3 repoeB eCcTb KTO — MpUYeM WX UMeHa MNyTalT Kak
Opyrve peicTeylolMe fmua, Tak WU OHM camu, TaK 4TO pasnuuue
MeXay Po3eHKpaHueM W MMAbLEHCTEPHOM CTaBUTCHA MOJ COMHeHWe.
MpuBegem cHayana npuMmep nepesoro poga. “IamneTr. Mon muneine
apysba! Kak noxueaewsb, unbaeHcTepH? (MAget K aBaHCLEHe C

2 Rosencrantz and Guildenstern are Dead. Pexwuccep Tom Cronnapg,
cueHapuit Toma Ctonnapga. Metro Goldwyn Mayer, 1990.
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PYKOWi, MpPOTAHYTOW K Po3eHKpaHuy, [uAbAeHCTepH KiaHsAeTcA.
FamneT nonpasnseT ce6a.) Ax, PoseHkpaHu!” B gansHeiiwem Mamnert
MOBTOPSIET 3Ty OWMOKY (Hayano 2-ro geincteus): “IamneT (k PoseH-
KpaHuy). Cnywaliite, FnnbaeHCTePH, U Tbl (K TMAbaeHCTEPHY), Po3eH-
KpaHy”. lMpumep BTOporo poga: “Po3eHkpaHl. Moe uma [unb-
[eHCTepH, a 310 — Po3eHkpaHU. unbAeHCTepH fenaeT emy 3ame-
yaHue. (bes cmyuleHus.) BuHosat, ero uma MabgeHCTepH, a Po3seH-
KpaHu, — 370 A”.3 B xX0fe nrpbl B BOMPOCHI U OTBETHI (Nepes nepsoii
BCTpedyei ¢ FamneTom) repou, NbiTasicb NOArOTOBUTLCS K 3TOW BCTpe-
ye, NNLLb BOCMPOU3BOAAT YKa3aHHYIO NyTaHuuy. MMnbaeHCcTepH obpa-
waetrcad K PoseHkpaHuy: “I'mnbgeHctepH!”, m TOT OTKAMKaeTca. B
CBOKO oOuepedb, PoO3eHKpaHL, COWUTLIA C TOMKY MpPeSLIecTBYOLLEl
pennukoi MmnbaeHcTepHa, obpallaeTcsa K Hemy: “Moii MUAbIA Po3eH-
KpaHu!”. XapakTepeH BOMPOC B XO4€e 3TON mrpbl: “A 5 B TaKOM Cllyydae
[lO/KEH CTaTb TO6OI?”.

Mo BCceMy NPOM3BELEHMIO pacCbiNaHbl HAMEKW Ha TO, YTO HeoT-
yyXJaemble MPU3HaKM 4esioBeKa NOTEPS/M CBOK YCTOAYMBOCTL U
CNOCO6HbI K NPEBPALLEHNAM U B3aUMHbIM MepepacnpefeneHnsaMm Mex-
Y pasHbIMKU NIO4bMU, TaK 4YTO B 3TOM MUPE MOHATUE JIUYHOCTU
TepseT OfHO3HAYHOCTb. Tak, B Mbece BO BPeMs HanafjeHus nuMpaTos
PoseHkpaHy, MnnbgeHCTepH M AKTep cnacakTcsi, npbiras B 604K,
OpfHako noToM Po3eHKpaHL, M TUAbLEHCTEPH Bble3aloT M3 BOYKM
AkTepa, AKTep — 13 604kn Namneta (FamneT Xe mcuyesaeT) — Kak
ecnim Obl MPoM30LWIO MpeBpalieHne B camMoOM OYyKBa/lbHOM CMbICTIE.
Opyroii npumep. B dwunbme nokasaH u3ganyM MNepCcoHaX, HarmomMu-
HaloWWiA DUTYPOA N BJINHHBLIMWU BOMOCAMMW XKEHLLMHY, NOMAYOLEThIA B
XXEHCKOE MnaTbe; NULb KOrja nepcoHax obopaynBatoTCcs, OH OKasbl-
BaeTCA MY>XXUMHOI (cueHa B OaHe). DTO BbIrNAAUT Tak, OyATO Obl
XEHLWMHa MpeBpatMnacb B MYXXUYMHY, TakK 4TO MOM  OBHapy>Kun
CNOCOBHOCTb K MPEeBpaLLEHNAM.

AHanornyHbiM 06pa3om 06CTOMT A4efi0 U C COOTHOLLEHMEM Mepco-
HaXka 1 ero ponein. B dgunbme akTep, UrpaBlINil B TaBepHe yOUTOro
MonoHus, urpaet B CUeHe MaHTOMUMbI BO ABopue JlyuuaHa. Cam xe
JlyumaH u3 nepcoHaxa, COOTBETCTBYyIOLWero B “MamneTte” yéwuiile
Knaeguio, npespawiaetcs B (uibMe B MepCoHaX, (YHKLUWOHANBHO
3KBMBaNeHTHbI [amneTy. B nbece B NaHTOMWME, pa3birpblBaeMOli
aKkTepamu, “ybuTblii Koposb urpaeT MonoHusa” (“the murdered king to

3 34ecb ¥ [janee, OTCYTCTBME YTOUHEHWIA MCTOYHMKA UUTaTbl (PUAbM UK
nbeca) 03HayaeT, YTo dpasa BoW A U B OUbM U B MbECY.
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stand in for Polonius”) — npoucxoguT Kak 6bl npeBpaLieHne 04HOro
nepcoHaxa B fpyroil. Bonee Toro, cama (pasza MOCTPOeEHa TakWM
06pa3oM, 4TO MOXHO noaymatb, OYATO K TOMY >X€ MPOU30LIN0 K
6yKBasbHOE CMeLLeHMe NepcoHaXen 1 akTepos, Tak yYTo MonoHNUa 1 B
caMoM faene urpaet youTblii KOponb, a He akTep, KOTOPbIA ero urpan.
Korga e cornacHo AeicTBMIO 3TOM NaHTOMWUMbI, OMWCAHHOMY B
nbece, Kopabib NpubbIBAET B AHIINIO, “NepemeHa roloBHOro ybopa
npespallaeT akTepa, MrpaBLUero TOMbKO 4YTO y6WUTOro Kopons, B
aHrnuinckoro kopons”. B nbece Po3eHKpaHL, pacckasbiBaeT aHEKAOT, B
KOTOPOM MpeACTaBUTENN TPEX PeAuruini (XpUCTUaHWH, MYCY/bMaHUH
N nygei) 06MEHMBAKOTCA PeNUrvo3HOM MPUHAANEXHOCTbIO U MMe-
Hamu, co3gaBas HeMbICMMble B peasbHOM MUpe coyeTaHus. B gpy-
roM aHekgoTe peyb MAET O TOM, YTO XPUCTUAHWH Ha Hebe BCTpeyaeT
CaBna, KOTOpbIA CO06LAET, YTO OH yxxe [NaBen. B Takom KOHTeEKCTe
no-ocobomy 3By4yaT cnoBa [amneta “asgsd-otey”, “maTb-TeTs”,
yKa3sblBaloLine Ha TO, YTO HEOJHO3HAYHOCTb 3aTparmBaeT U POLCTBEH-
Hble OTHOWeHMs. CKasaHHOe OTHOCUTCA He TONbKO K CBOMCTBAM
yesoBeKa W JIMYHOCTU, HO K LENOMY psgy nap KOHTPacTHbIX
COCTOSHUI — YCIOBHOCTb-PeanbHOCTb, ABb-COH U T.M.. OHW He pasge-
NeHbl OJHO3HAa4YHO, a B3avMHO npeBpawaemsl. Hanpumep, 3To
nposiBNsSieT ceba B Nbece B NpuTye 0 unocoge m 6abouke: “OpnH
KuTaesa, M3 guMHacTum TaH, — N0 MHEHWID HEKOTOpbIX, 60NbLION
tdmnoco, — emy OfHaXKAbl MPUCHMNOCL, YTO OH — 6aboyka, W C
3TO MUHYTbI OH Y>K€ HMKOr4a He Obl1 MOHOCTLIO YBEPEH, YTO OH He
6aboyka, KOTOpPOW CHUTCA, UTO OHa KuTalckuii  Quaocod...”.
YcTpaHeHWe KOHTpacTa MeXAy MpOTMBOMOMOXHOCTAMU MpPOsABAAET
cebsi M B WHTEPTEKCTya/lbHOM B3aumogeinctesun. B dwmnbme npu-
CYTCTBYeT umtarta u3 “Blow up” AHTOHMOHU — nJOWaAKa 418 Urpbl
B TEHHWC, Ha KOTOPOW camMa WUrpa 3aMeHeHa YC/MOoBHbIM AeicTBoM. B
¢unbme AHTOHMOHM 3TO 6bla Wrpa BOOOpaXaeMbiM MSYOM, B
tunbme CTonnapja — wrpa B BOMPOCbl M OTBETbl. OfHAKO ecnu y
AHTOHMOHM BOOGpaXeHWe U peanbHOCTb COXPaHAAN CMbICT Kak
MPOTMBOMO/IOXKHbLIE B HOPMe KaTeropum (U MMEHHO MO3TOMY Hapy-
LUEHNE HOPMbI CTaHOBW/IOCb 3Ha4YMMbIM), TO B Mpou3BegeHun Crton-
napfa ynpasfgHeHwe rpaHuLbl MeXAy MpPOTUBOMOMOXKHOCTAMU U
PasHbIMW CEMUOTMYECKMMUN YPOBHAMW M3 aHOMa/IUKM CTano HopMmoi. B
4acTHOCTW, B [JaHHOW CLeHe CcTepTa rpaHb MeXAy BompocaMu U
YTBEPXKAEHUAMU, MEXAY (Ppasamu, BXOAAWMMMN B UTPY, U ONUCAHUEM
ee npasun (T.e. TEKCTOM U MeTATEKCTOM); 3TO HaXOAWUT W HarnsgHoe
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COOTBETCTBME — B YMOMSAHYTOI BbllUe CLEHe CeTKa Ha Mnose, Mapku-
pylollasa rpaHuLy Mexgy npoTUBOMOJMIOXHBLIMW CTOPOHaMU, npucny-
LweHa.

Bce 3T 0CO6EHHOCTM NOJMTy4aloT NPOCTOE UCTOIKOBAHME Ha A3blKe
NPOCTPAHCTBEHHbIX OTHOLUEHWIA, ecnn 4ONYCTUTb, YTO XYA0>KeCTBEH-
HbIli MUP NPOW3BEfiEHNA B TOM, YTO KacaeTcs N06bIX anbTepHaTyB,
YyCTPOeH Kak niMcT Mebuyca, T. e. ABNSieTCA 04HOCTOPOHHEN NoBepx-
HocTbio0. loAYepKHeM, 4TO peyb UAeT He O (U3MYEcCKOM npo-
CTpaHcTBe, a 06 abCTpaKTHOM — MpOCTpaHCTBe Bbi6opa. B atom
C/lyyae cpasy Xe CTaHOBMTCA MOHATHbIM, NOYeMy MOHETa BbinafgaeT
TO/IbKO OfHOW CTOPOHOR: XOTA B O0ObIYHOM (PU3NYECKOM MpO-
CTPaHCTBe Y Hee eCTb ABe CTOPOHbI (Open u pellka), B MPOCTPaHCTBe
anbTepHatTuB — TONbKO ofHa. (Kak rosoput lunbgeHcTepH, “To
KpaliHeil Mepe, y Hac eCTb BapuaHTbl. [...] X0oTs HeT Bbi6opa™.)

BaxxHoe cBOCTBO nucTa Mebuyca (puc. 11 2) coOCTOUT B TOM, YTO
OH fBNAETCA HeOpMeHTMPYeMOW MOBEPXHOCTbIO. Ecnu, gBurascb no
3aMKHYTOMY KOHTYpPY BAO/Ib ee Kpasd, OOGHOCUTb NepneHAuKynsap K
Hell, TO MO BO3BPALLEHUN B MWCXOLHYIO TOUKY OH OKaXeTcs Ha-
NpaBfeHHbIM MO0 OTHOLWEHUIO K WCXOAHOMY HarpasfieHnt0 B Npo-
TMBOMO/IOXKHYK CTOPOHY. YKa3aHHOe CBOWCTBO XY[OXECTBEHHOMO
npocTpaHcTBa (uibmMa MO3BONAAET NPOCTO OMMCAaTbh Ha TakoM A3blke

4  3aMKHYTbIM BapMaHTOM OJHOCTOPOHHER MNOBEPXHOCTM ABAAeTCA OyTblIKa
KneiiHa, ogHaKo Ans OnpejeneHHOCTM Mbl ByaeM B OCHOBHOM FOBOPWTb O JUCTe
Mebuyca. Cama no cebe akTyanbHOCTb B MPOW3BEAEHWW MOBEPXHOCTU Takoro
TWMNa AOCTATOYHO O4YeBMAHA W3-3a ABHOIO0 YMNOMMWHAHWA OLHOCTOPOHHErO Bbl-
nageHnss MOHeTbl — B 3TOM OTHOLWIEHWW Mbl He MpeTeHAyemM Ha HOBU3HY
HabnogeHns. Llenb HacTosweid cTaTby Apyras — MpOCNeAuUThb, KakK YKa3aHHOe
CBOMCTBO MposBAsAET ce6a B XyA0XXECTBEHHOW CTPYKTYpe NMPOU3BEAEHUS B LIENOM.

M3BecTHaqd Ham nonbiTKa CBfA3aTb npoussefeHne CTonnapga € TOMOAO-
FMYeCKN HeTpUBMANbHBIMKU CTPYKTYpaMun ABnseTcA HeypauHoi. Caris (1987: Ch.
6) ytBepxpgaeT: “Tom Stoppard makes a Klein bottle transformation in William
Shakespeare’s Hamlet”. OcHoBaHMeM A5 3TOr0 aBTOP CYMTaeT TOT (hakT, 4TO
aKTepbl NPeACTaBNAT Ha CLeHe COBbITUS He TONbKO MPOLUOro, HO U 6yayLiero.
OpgHako Takoe “3HaHuMe 6yayuiero” (BcTpevaroweeca Hanpumep B “HayyHO”-
(haHTaCTMYeCcKO NuTepaType BHe BCSKOM CBA3WM C OyTbinkoi KneiiHa) camo no
cebe elle He 0643aTeNbHO 03HAYaET UMKAMYHOCTL BpeMeHW. Kpome Toro, gaxe B
cnyyae KBasuLMKINYECKNX YCNOBMIA BO3MOXHbI pasHble TOMOMOTMU (Kak 3TO SCHO
npy CKNenBaHWW MOMOCKM B UMAUHAP uan nucT Mebuyca). B npyMeHeHUN xe K
AVHUK (B fAHHOM CnyyYae IMHUN BPEMEHU), T.e. O4HOMEPHOMY 06beKTY, BOOGLLE
HeT cmbicna roBoputb 0 6yTbinke KneliHa, KoTopas ABASETCA [BYMEPHbIM
06BEKTOM.
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HEOLHOKpPATHO nMpoucxojdllee “nipespallieHue” PoseHKpaHua B
MMnbaeHCTEpHa M Haob0poT. Po3eHKpaHL U IMAbAeHCTEPH B TaKOM
KOHTEKCTe MpeACcTaloT Kak fBe “ToYku”, 3afatoLine “BeKTop”, ogHaKo
B pe3ynbTaTe “06Xx0[a No 3aMKHYTOMY KOHTYpY” (06palleHusi repoes
4pYT K Opyry, UX B3aMMHbIX BOMPOCOB — OTBETOB, pernivkK u T.4.)
OpMeHTaUMs 3TOr0 BEKTOPA MEHAETCA Ha NPOTMBOMNOJIOXKHYIO, TaK UTO
PoseHkpaHL, npeBpauwiaeTca B [WabgeHCTepHa, a TOT — B Po3eH-
KpaHua (cp. BbICKa3aHHOe B Mbece onaceHue vnbgeHcTepHa: “He 1o
Oyfem TYT KPY>XWUTb BCHO HOYb, HAcTynas Apyr ApPYry Ha naTku™).
HecnyuaiiHo repou Ctonnapga ctofib 03aboyeHbl npobnemamu CBOel
opveHTauuu, NPUYEM 3TO BbIPKEHO KaK pa3 B TEPMUHAX CTPeSioK U
KOMMacoB: M3-3a O4HOCTOPOHHEro xapakTepa nucta Mebuyca opueH-
Tauus Ha HEM UMEET TOMbKO I0KaNbHbIW, HO He TN06anbHbIA CMbIC/, U
MOXeT W3MEeHUTbCA B pe3ynbrate o6xofa. Kak rosopuT B Mbece
MmnbaeHcTepH, “34ech Ha KOMNAc HafeaTbCA He MpuxoamTca”. MHaye
rosops, napa Po3eHkpaHy — [uabfeHCTepH npeAcTaBaseT coboi
CBOEro poja efuHblli 00BLEKT, ONpefeneHHbli Ha OAHOCTOPOHHEN
MOBEPXHOCTU, & He COBOKYMHOCTb [BYX CamOCTOATeNIbHbIX. B nbece
MunbfeHcTepH 3aasnseT “[...] A He B cUlaX CUMTATb HAC CaMUX YeM-
An6o 60MbWINM, YeM Mapoi 30/10TbIX C OP/IOM W PELLKOKA”, HO MOHeTa
OKas3bIBaeTCA Ha CaMOM fefe OLHOCTOPOHHEN, M TO Xe OTHOCUTCH U K
nape 3TWX MepCcoOHaXen — pas3feneHne Ha [Be CaMOCTOATENbHbIX
JMYHOCTU UNINHO30PHO.

Puc. 1 Jluct Mebuyca n 6yTbinka KneiiHa.
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Puc. 2. Jiuct Mebuyca MOXeT BbiTb MOAYYEH ABYX MPOTMBOMOMOXHbIX
ctopoH AB n CD npamoyrofbHnuka ABCD Tak, yuto Toukm A n B
COBMELLLA0TCA COOTBETCTBEHHO € Toukamu C u D.

MpuBegem ewe pag NpumepoB NogobHOro poga. PoseHKpaHu, BbITU-
paeT A6/10K0 0 Kam30n [WMnbAeHCTepHa, a TOT ero 6narogaput —
OYEBUAHO cumMTas, 4YTO PO3eHKpaHL XOTeNl BbITEPeTb He 56/70Ko0, a
Kam30/1 ToBapuLia. 34eCb coyeTaHWe “oumiiaemas CTopoHa — n6/10-
KO, 4YMCTAWas cTopoHa — Kam30n” (Touyka 3peHuns Po3eHKpaHuUa),
nocTynus K MMAbAEHCTEPHY W OTPasMBLUUCL €ro penaukol K PoseH-
KpaHLUy, 3aMeHMnach Ha “oyuliaemMas CTOPOHA — Kam30/, YWCTALLas
CTOpOHa — A6/10K0™: NPOM30LWI0 Kak 6bl MepeKkpyymBaHme, xapakrep-
Hoe Ans nucta Mebuyca. (Kak M3BECTHO, 3Ta MOBEPXHOCTb MOXET
6bITb MONYyYeHa, ecnu B3ATb OO6bIYHYK MOMOCKY OyMarm WM OTOX-
[EeCTBUTb KOHLbl He TaK, Kak 3TO MPOWCXOAUT MpW CKIeUBaHUK B
LUMANHAP, a KpecT-HakpecT.) lMpuyem akTyanbHOCTb 34eCb MMEHHO
NPOCTPaHCTBEHHOW MOAENWN YCuNeHa TeM, 4YTO “nepekpyynBaHue”
OTHOCMTCS KakK pa3 K CBOICTBaM FeOMeTPUYECKON MOBEPXHOCTN —
conpuKacaroLwmMmcs CTOpoHaM A6/10Ka U Kam3ona (HarnsgHbli npuvep
nepekpyunBaHUs — COCTOSIHWE TEHHUCHOW CeTKW B MpeALlecTBYHO-
Ll cueHe Urpbl B BONPOCHI U OTBETLI, O KOTOPOI FOBOPUIOCH BbILLE).

Bo paBopue He3afonro A0 BbICTYM/IEHWA aKTepoB [MAbAeHCTEpH
3aMeyaeT 3ac/IOHKY B CTeHe, pe3KO ee OTOABMraeT, cpasy 3ax/onbl-
BaeT, a NOTOM BHOBb ee OTKpbiBaeT. OKa3blBaeTCs, YTO C BHYTPEHHEN
CTOPOHbI ABepLa 3epKanbHa, W Mepef 3TUM 3epKaioM akTep B Macke
COBepLUaeT MNocnefHne MPUIOTOBEHUS Mepes BbiCTynneHuem. [pu
3TOM CYLLECTBEHHO, YTO TOYKa 3pPEHWs, C KOTOPO MokasaHa CLeHa,
MeHseTca nmo ee xofy. CHayana Kamepa NnokasbiBaeT Npoucxogsiiee ¢
TOYKW 3peHust MnnbAeHCTEpPHA, TakK YTo Mepes 3puTeneM A0 3axX/10Mbl-
BaHWS ABepLbl ObICTPO MefbKaeT NLO B Macke, BO3HMKLUEE B NYCTOM
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npoeme, MOTOM CLieHa JaHa CO CTOPOHbl aKTepa, Tak 4YTO 3puUTesb
BMeCTe C HUM BUAMT NULO B Macke, oTpasuslieecs B 3epkane. Camo
no cebe 3epkano 3gecb Kak (hU3NYECKUA 06BEKT HUYEM He mnpuMe-
yaTe/lbHO: 3TO 06blYHAA [BYCTOPOHHAA MMOBEPXHOCTb, Y KOTOPOM
TONbKO OfjHA CTOPOHA NOKpPbITa OTpaxarowmum Marepuanom. OAHaKoO B
KOHTEKCTE [aHHOW CLEHbl Takas MOABMXHAasA 3ac/fioHKa (YHKLMO-
Ha/bHO MposBuia ceba Kak “0fHOCTOPOHHEE 3epKano™: ¢ Kakoin CTo-
POHblI HU MOCMOTPETb B HEro, OHO MOKa3blBaeT 3a3epKanbHOro fBOWA-
HUKa, MpPUYeM OfHOro W TOro Xe. bonee TOro, aTUM [ABOMHUKOM
0Ka3asiocb MU0 B Macke — B MOJIHOM COOTBETCTBMM CO CKa3aHHbLIM
Bbllle O CBA3U MeX[y OLHOCTOPOHHEN MOBEPXHOCTbIO W CTUpPaHUEM
WHAVBUAYANbHOCTW. 3aMeTUM elle, 4To Korga Po3eHKpaHu B 3TOl
CLEeHe oTBNeKaeT MMNbJEHCTEPHa, NOKa3blBas emMy OYMaXKHbI camo-
NeTUK HeoObIYHOI ABOMHON KOHCTPYKUWMW, TOT B pasfpaKeHuu ero
CM/IIOLLMBAET, T.e. NPOLENbLIBAET MO OTHOLWEHUIO K CAMOJIETUKY Ty Xe
orepauuio npesBpalleHWs ABOMHOrO B OfAMHApHOe, KOTopas Mpowuc-
XOAMT B 3TOW CLiEHe M N0 OTHOLLUEHMIO K 3epKany.

Y Cronnapga Po3eHKpaHL, 1 MbAeHCTepH pacneyaTannm NUCbMO
K aHI/IMACKOMY KOPOJIHO, y3Hanu, 4to Be3yT lamneTa Ha rubenb, u
3anevarasin obpartHo; amseT ke NoAMEHU 3TO NUCBMO APYTrUM — C
npocbboil KasHUTb Po3eHkpaHua u MMnbaeHcTepHa. B gaHHOM KOH-
TeKCcTe 3HaMeHaTeNlbHO, YTO 3TOW MOAMEHe B (PUAbMe MpeaLlecTsyeT
anu3og, korga MunbAeHCTepH 3anevyaTbiBaeT MUCbMO MOHETOM, T.e.
“OfHOCTOPOHHUM” B KOHTEKCTE (hU/IbMe OOBLEKTOM: HEMNpenoXHas ru-
6enb nepcoHaxei nucbma (“04HOCTOPOHHAS" CUTyaLus) codeTaeTcs
C W3MEHEHMEeM WHAMBUAYANbHOCTU KasHUMOro — Po3eHKpaHy |
MMnbfeHCTepH B pesy/nbTaTe MpogenaHHbiX amneTom onepauuii ¢
TEKCTOM Kak 6bl npespawiatoTca B MamneTa, 0 Ka3HWM KOTOPOro 6bina
npocb6a B NepBOHAYa/bHOM TEKCTe. 3TO HaxoauT 1 6oniee HarnsgHoe
BOM/OLLEHNe B (hunbMe: Korga Po3eHkpaHu W MuibfgeHcTepH o6Ha-
pyXuBatoT, 4yto amneT nonan Ha Kopabnb NMMpatoB, U Takum obpa-
30M WX MWUCCUS MpoBanufiacb, TO 4TOObI 06e3omacuTb cebsi mepeg
aHrMinckum Koponem, PoseHkpaHL, (3abbiBast BHavyane, 0 YeM JaTCKui
KOPO/b MPOCUN aHTINIACKOrO B CBOEM MMCbME) npegnaraet cebs nau
CBOEro gpyra BblfaTb 3a Namneta. B jaHHOM KOHTeKcTe npuobpertaeT
CMbIC/T U TOT (baKT, YTO MepemMeHa 06beKTa Ka3HW MPOUCXOAUT B
pe3ynbTate MaHUNynAUWA C Kyckom Gymary — T.e. 06BHEKTOM, Mpw
noMoLn Kotoporo nuct Mebuyca M MOXET ObITb peann3oBaH
HarnsigHbIM 06pasom.
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B TOM v MHOM BMAe 3aMKHYTbIA KOHTYp NpeAcTaBneH B (uabMe
N HEMOCPELCTBEHHO, Oyay4mn CBA3aH C MOTMBOM CMepTu. PO3eHKpaHL,
paenaeT u3 Gymaru u 3anyckaeT “camofieTMK”, KOTOPbIA, CKPbIBLUUCH
M3 Kagpa v onucae NeT/i0, BO3BpaLLaeTcs, NpMyemM Kak B MOMEHT 3a-
nycka, Tak W B MOMEHT BO3BpalleHUs Mexay Po3eHKpaHuem K
MNbAEHCTEPHOM LLUEN pa3roBOp O HEMUHYEMOCTU CMepTu. B koHue
MoKasaHbl KO/blia BepeBKW, Ha KOTOpOW BelwawT repoes. [po-
CTPaHCTBEHHas MOJeNb C ABVDKEHMEM MO (KBa3W)3aMKHYTOW NMHUW,
npusogAlLas B pesyfnbTare NOMHOMO LWKNA HE K TOYHOMY BO3Bpa-
LLEHNI0 B UCXOAHYIO TOYKY, a K “nepesopoty” wnu “casury”, opra-
HU3yeT M COBCTBEHHO BPEMEHHble XapakTepucTuku. C 0fHOR cTo-
POHbI, €CTb TEKCT C MHBAPWaHTHBLIM CIOXXETOM O rubenn: AKTep nog-
YepKMBAET, UTO MpU NPUBAKEHUN K DUHaNY “BCe, KOMY Ha3Ha4YeHo
yMepeTb, YyMuparoT”’ — “OT0 HanucaHO”, a TakXXe BCMOMWHaeT: “HA
OblBan 34eCb W paHblle” — B JAHHOM KOHTEKCTe “paHblue” MOXHO
NMOHMMAaTb KakK OTHOCALLeecs K O4HOMY M3 NpeablayLLnX BOMIOLLEHNT
“amneTa”, BKIOYas COOCTBEHHO LUeKCMMpPOBCKUi “MamneT”. MHave
roBOps, PasbirpbiBaeMblii Mepes 3pUTENAMU CHOXKET — BCEro Nullb
OfIH LMKN HecKoH4Yaemoro npouecca. llocne packpbiTuUa Tearpasb-
HOro CYHAYKa pasbirpbiBaeTca BapuaHT “I"amnerta”; NOTOM OH 3aKaH-
YMBAETCH, aKTepbl CKNaAbiBalOT CYHAYK U MYTELWECTBYIOT Aanblie —
[0 HOBbIX npeactaBneHuii. C Apyroid CTOPOHbI, CaM TeKCT He
ABMAETCA CTPOro OAHO3HAUYHbIM U AOMYCKaeT “MnyKryauuu”, cauie-
TENbCTBOM YeMy SBASIETCS XOTA Obl TO 0BCTOATENLCTBO, YTO CHOXKET
(hunbma (B NPOMEXYTKe Mexay TeM, KaK akTepbl YyCTaHaBnuBatoT
CUueHy u ybupalroT fekopauuum 06paTHO B CyHAYK) npeacTaBnsieT
coboii He B ToyHOCTM “[amneT”, a ero Bapuauuto. Kak rosoput
MMNbfeHCTEPH B KOHUe, “flagHo, B cneaytowunii pas 6ygem ymHee™:
CHOKET MpefCTaeT He KaK OKOHYaTeNlbHbI W 3aBEPLUEHHbIN, a BCEro
NNWb KakK OAWH U3 BUTKOB HECKOHYaeMol M MOBTOPSEMON UCTOPUK, B
HOBOM LIMK/e KOTOPOI reposim (COrnacHo 3aTomy 3ameyvaHuto [wnb-
LEeHCTepHa) BO3MOXHO yfacTcsa usbexarb KasHu. MOCKONbKY, 04HaKO,
B [aHHOM KOHTeKcTe cama nbeca (punbm) Crtonnapfa OKasblBaeTcs
KaK pa3s ofHuMM Takum “cnegyrowmum pasom” MO OTHOLWEHUI K
“I"amneTy”, TO 370 CBUAETENbCTBYET O HEO6OCHOBAHHOCTM YMOMAHY-
TOW UNbLEHCTEPHOM anbTepHATMBbLI: TEPOM He cTanum “yMHee” 1
BHOBb I'MOHYT, YeM MOAPbIBAETCA U HaZeXja Ha “cnefyroliuni pas” —
Ha HOBOM BWTKE WCTOPUW, HO BCE MO TOM XXe OLHOCTOPOHHEN
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noBepxHocTn.5 CTONb TPEBOXMUBLUAA repoeB npob6iemMa BbiNafjeHUs
opna uau pewwkun npu 6pocaHum MoHethl (“heads — tail”, “ronoesa —
XBOCT”) MONy4aeT Tenepb HEOXWUAaHHOE peLleHWe: HaKWHyTble Ha
e repoeB [/IMHHbIE BEPEBKU MpeACTaBASAOT CO6OM He 4TO WHOE,
KakK BapuaHT TOro >Ke coyeTaHua “rososa — XBOCT”, NMPUYEM KasHb
3HaMeHyeT co60il 3aBeplLueHMe, KOHel, (elie O4HO 3HayeHue croBa
“tail”) nokasaHHOro BUTKa UCTOpPUU repoes. lMpu 3TOM 06beAUHEHMe
B 06pa3e BMCENbHMKA “ronoBbl” M “XBOCTA”, OTBEYAKWMUX ABYM
pas3nnMYHbIM, Kasanocb Obl, CTOPOHaM MOHeTbl (Op/ly W PeLuKe), camo
no ce6e OTCbINAET B JAHHOM KOHTEKCTe K nucTy Mebuyca.

LInKnnyeckuin xapakTep CloXKeTa M03BOSIAET 06BACHUTL U [Ba
napagokca — Mo4yemMy B TaBepHe B CLEHe MaHTOMWMbI MOKa3aHbl He
npownble, a 6yaywme cobbiTWUsA, BKAOYas KasHb Po3eHKpaHua U
MnbaeHcTepHa, ¥ Moyemy BO BpeMms MNpejcTaBfeHUs BO [BopLe
KOpO/b-MEPCOHaX BCTaeT paHblue, YeM 3TO fefaeT “HacTosAwmin”
Koposib. O6bACHEHWE COCTOUT B TOM, YTO Ha MPeablgywmx BUTKax
Clo)XKeTa BCe TO, YTO MOKa3aHOo Ha CLeHe BO BCTaBHOM MPELCTaB/IEHUN,
“y)xe 6blS10” — W Ka3Hb repoes, U BCTaBaHME pa3rHeBaHHOro Kopons
BO BpemMs MpeACTaBfeHNs, TaK YTO akTepbl BOCMPOU3BOAAT HE OfHO-
KpaTHble COObITUA W3 HefaBHEro npownoro (Kak 3ato 6bi10 B “I'am-
nete”), a MHBapPUaHTHbIA MOBTOPSIOLLMIACA CHOXKET. TeM cambIiM CO-
OTBETCTBYHOLLME COBLITUA Ha CLEeHe NpuobpeTaloT 4BONHON cTaTyc —
B Mpefenax UuWkna, KOTOpbldi BUAMT 3puTenb (uabma, OHUM K306pa-
XatoT byayluee, HO C yYeTOM MpeALllecTBYOLMNX LUKI0B NaHTOMKUMA
(kak n BCTaBHOE npefcTaBneHWe B “[amneTe”) pacKkpbiBaeT npoLl-
noe6. Takum 06pas3om, BO BCENEHHOW MPOM3BeLeHUS MOTEep0 OpUEH-
TUPYEMOCTWU B MPOCTPAHCTBE COMPOBOXAAET paspyLleHne O0fHO3Hau-
HOW YMOPALOYEHHOCTW BO BPEMEHMU.

5 C akTyaNibHbIM B KOHTEKCTe (huibMa 06pa3soM BUTKA MOXHO COMOCTaBUTb U
yNnoMuHaHne “BOCbMepKM” (NpefcCTaBnsAloWei [ABOWHOW BMTOK) Kak uuchna,
CBfI3aHHOT0 CO CMepTblo repoesB: B TaBepHe Po3eHkpaHy W [unbAeHCTepH
HacuMTbIBAlOT B MOKa3aHHOM akTepamu 60liHe 6 TpynoB, 04HaKO AKTep TyT Xe
VM BO3paXkaeT PenaunKoii, 4To Ha caMoM fAefne TPynos 8, 1 B 3TOM CaMblii MOMEHT
BLEPrvBaloT ABOMHNKOB Po3eHKpaHua u MabjeHCcTepHa.

6 [MogpobHee BCTaBHOE NpeAcTaBneHne 06CYXKAaeTca B ClefyloLiem pasgene.
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Komnosuyna n tononorud

HeTpuBranbHble TOMONOTMYECKUE XapaKTepUCTUKU MPOABNAIOT cebs
TaKXXe B HeOObIYHOM COOTHOLLIEHUW MeXAy KaTeropusMu BHYTPEHHEro W
BHELLIHEero, KoTopble B ()uU/IbMe He CTO/IbKO MPOTUBOMNOCTaBASAOTCA,
CKOJIbKO HENTPanusyTCs, BHOBb aKTyann3ys nNpoCTPaHCTBEHHbIE MO-
[ienn, OCHOBaHHble Ha O[HOCTOPOHHE MoBepxHOCTU. Cryyam xe
MHOro pojga (C COXpPaHEHMEM MpPOTMBOMOCTABNEHUS) HOCAT B OC-
HOBHOM NapoAWiiHbIA N KOMWUYECKWUA XapakTep, NMpuM4eM OMno3vuums
BHYTPEHHErO 1 BHELUHEro MMEeT B HUX aHOMaslbHbIN XapakTep, BK/O-
4as B3aUMHYIO MeHY 3TUX COCTOAHWIA (“BblBOpaYMBaHne HausHaHKy™).

Mpumepom MocrefHero MOXeT CMY>XWUTb BO3HUKAaIOLWWIA B Havane
thnnbMa 06pa3 MHOFOC/ONHOTO OrpoOMHOro 6yTepbpoaa, KOTOpbIA Ha
npueane B necy (CueHa He3afoNnro A0 BCTPeYM C akTepamu) 6es-
YyCNewHo nmbiTaeTcsa YKycuUTb PO3eHKpaHL: cofepxumoe (efa) u
cofiepxalliee (poT) OKasannCb B COOTHOLLIEHUAX, 06PATHBIX 0BbIYHbLIM.
Bo asopue Po3eHKpaHL W MnbAeHCTEPH, He 3Has rhe BblXoA, Mbl-
TalTCA WATW 3a TPYNMoin akTepos, Npuyem uxX BGer 3a akTepamu no
ranepesaM 3faHua MoKasaH C TOYKW 3peHWs W3BHe; OfHaKo BChef 3a
3TMM Po3eHKpaHLU W [UNbAEHCTEPH BAPYr OKasblBAOTCA CHapYXw,
CMOTPSA B Ty K& CTOPOHY, YTO U Kamepa, MPUYeM WX BbIXO[ U3 34aHNA
He nokasaH. [eno 06CTOMT Takum 06pa3om, Kak ecnm Obl npo-
CTPaHCTBO “BblBEPHYNOCH HaU3HAHKY”.

Mrpa ykasaHHbIMW NPOCTPAHCTBEHHLIMU KaTeropusammn opraHusyet
M NPOCTPaHCTBO NPOM3BeAeHUA B LenoM. B dunbme Po3eHKpaHL, u
MMNbfAeHCTepH 3awwnn BO BHYTPEHHee MPOCTPaHCTBO TeaTpuka, ctamm
Ha CLieHe CHapy»XWu OT 3aHaBseca, a MOTOM BAPYr Kamepa rokasasna, yro
OHW BbINYTHLIBAOTCA M3HYTPW 3aHaBeca BO fBopue. lNpuyem Hemno-
CPeACTBEHHO Mepef TakUM MepexofoM repou YC/bllanu CTpaHHble
cnabble ronoca usfganeka, Kotopble M “npespaTuanch” 3atem B pas-
Jarowuecs Bo geopue ronoca Odenun n 6eryuiero 3a Hein MamneTta, a
MOHETa eAVHCTBEHHbIA pa3 BbiMana He OP/IOM, a PELIKON — Kak Obl
“BblBEPHYNaCb Hau3HaHKy”. O6paTMM BHUMaHWe, 4TO TeaTpa/bHbIl
3aHaBec Obln B 3afHeil 4acTW CUeHbl W OTAENAN He MPOCTPaHCTBO
CLeHbl OT TrMNOTETUYECKOW MNYy6AUKU CHapYXKW, a BHELWHIK YacCTb
CUEHbl OT TOr0 HEBMAWMOro, 4TO ObIO BHYTPU W Kyda Yrogunu
Po3seHKpaHL ¥ uabAeHCTEpH, kak Obl MpoOKAs CKBO3b 3aHaBec B
TeaTpanbHOe “3a3epKasibe” U (haKTUYECKM peannu3oBaB MNpeasiodKeHune
AKTepa camum Moy4vyacTBoBaTb B AENCTBMK, a TakKXe Kanambyp 06
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“NCKNIOUNTENBHO akTepax” W “akrtepax BKAUYMTENbHO”. WHayve
roops, 3fecb Po3eHKpaHL 1 MMAbLEHCTEPH NPEBPALLAOTCA B repoes
Mbecbl, NPeAcTaBAAOLLLe Bapmaymnto “Iamneta” (4o6aBuM, YTO Nepes
TakuM NpeBpaLleHVeM B repoeB TeKCTa Kamepa KakK pa3s MnokasblBaeT
nayky cTapuvHHoOl bymarn).

OflHaKo yTBepXxfaTb, YTO OHM (KaKk MOrno 6bl MOKasaTbCs, ecnu
OrPaHNyYNTb aHain3 NnWb YKasaHHbIM 3MKU3040M) MPOCTO MONaau BO
BHYTPEHHee YC/I0BHOE MPOCTPAHCTBO U3 HAPY>KHOTO peanbHOro, 6b110
Obl HeagekBaTHbIM ynpouieHneM. [eiCTBUTENIbHO, Yepe3 HEKOTopoe
BpeMs akTepbl Npu6bLIBAlOT BO ABOpel, W AKTep npu BCTpeye C
Po3eHKpaHLem 1 'MNbaeHCTePHOM BO3MYLLEHHO MEHSET TEM, YTO OHM
OCTaBWWM aKTEPOB Ha gopore; Po3eHKpaHL, B pa3rosope ¢ amneTom
TaKkXKe YNOMWUHAET, YTO OHM C MNbJaeHCTEPHOM 060rHanM akTepos Mo
nyTM B 3aMOK — CTan0 OblTb, PO3eHKpaHL, W [uabfLeHCTepH mocne
BCTpeUM NPOLO/MKMAM MyTb NO AOPOre W nonanv BO [BOPEL, CBOWM
X0OM (Npu4Yem 3MM304 C BbiNyTbiBaHWEM W3 3aHaBeca MMeeT
peanncTUYecKyr0 MOTUBMPOBKY — 3aHaBeC OOpYLUWA Ha repoeB He
3ameTuBWKii nx [amneT, KOTOpbli npoberan MuMO, Mpecnegys
Odennio). TeaTp >Xe, KOTOPbI aKTepbl NPUBO3AT HEKOTOPOE BpeMS
CMyCTS B 3aMOK, OCTaeTCA BHYTPM 3TOr0 MPOCTPaHCTBa ABOPLA.

Takum o06pasom, TeaTpasbHOe MPOCTPAHCTBO O0Ka3biBaeTcs Mo
OTHOLLEHMNIO K MPOCTPaHCTBY [BOpUa W BHYTPU W CHapyXwu, T.e.
(haKTMUECKM OfHO3HAYHOe pasfesieHne U NpPOTUBOMOCTaB/IEHNE 3TUX
COCTOSIHUIA OKa3blBaeTCA HEBO3MOXHbIM. Ecnu npeacrtaBuTh cebe Xy-
[0XXECTBEHHOE MPOCTPaHCTBO B BUAE €fMHOr0 LEeoro, T0 BO3HMKAET
TONO/IOrMYECKN HETpUBMaNbHaA CTPYKTypa Tuna 6yTbinku KneitHa —
O[JHOCTOPOHHEN 3aMKHYTOI MOBEPXHOCTW, KOTOpas BKNafblBaeTcs B
TpexmepHoe MPOCTPAHCTBO C camomnepeceyeHnsMun. [pyroin nogxoas-
WMA 30ecb BapuvaHT MPOCTPAHCTBEHHOW mMogenn — nucT Mebuyca
KOHEYHOW TONWMHBLI: Mepexoj 4epe3 3TOT COA HanpsMyl Co-
OTBETCTBYET MNepexofy B MNPOCTPAHCTBO [BOpLA MrHOBEHHbIM ne-
PECKOKOM, a N0 MO/0CKe (CKpy4MBaHWeM KOTOPO NonyvaeTcs fMCT
Mebunyca) — nonagaHuio repoes BO ABOPEL, 06bIYHbIM XOLOM.

Cnepyet, ofHako, chenatb Orosopky. B oTnnume ot “HayyHO”-
(haHTaCTMYECKON NUTEpaTypbl WM KWHO, 34eCb peyb He WAeT o
Heob6bIUHbIX CBOMCTBaxX (PM3NYECKOro MPOCTPaHCTBA KakK TaKoBOro,
MOCKO/IbKY Mepexof B TeaTpasibHOe NPOCTPAHCTBO W NepemeLleHune no
Jopore MMEOT pasHblii xapakTep. B 1-M cnyyae MeHsieTcs cTaTtyc
LeicTBMA N MepcoHaxein (MOBbILWAETCA YCMOBHOCTb), BO 2-M MpoO-
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MCXOAMT 0Obl4HOE MPOCTPAHCTBEHHOe mMepemelleHne. Takum o6pa-
30M, YMNOMSHYTas Bbllle TOMOMOrMYecKas CTPYKTypa OMUCLIBAET He
“peanbHOE” MPOCTPaHCTBO NpouM3BeAeHUss camMo Mo cebe, a npea-
cTaBndeT cob6oii abCcTpakTHYK MOAenb, WHTErpupylowyio B cebe
peasibHOe M YCNOBHOE NPOCTPaHCTBa. Hanprumep, MOXHO CKa3aTb, YTO
Po3eHKpaHL 1 MunbAeHCTEPH NOCNe BCTPEYU € akTepamu npuobbinv Bo
[IBOpEL, M0 JOpPOre, HO YXe KaK NMepcoHaXu Mbechbl.

HeBO3MOXHOCTb OfHO3HAYHOrO pas3fefieHns Ha YC/IOBHOE W
peanbHoe (MM Ha 3apaHee (DMKCMPOBaHHbLIE CTEMEHW YCMOBHOCTW)
NPUCYTCTBYET, KakK ceiddac Mbl YBUAWM, WU B CLEHe MNaHTOMWUMbl BO
asopue. B “lamneTte” pasbirpaHHast 6pogayMmu aktepamu “Mbi-
LLenoBKa” NPOTMBOMOCTAB/NEHA B KaYeCTBe OTHOCUTENIbHO YC/OBHOIO
NpocTpaHCcTBa “peasbHOMY” MPOCTPAHCTBY, B KOTOPOM HAX0AATCA
pencteyowme nuuya. bygem umcnonb3oBaTb KpaTkue 0003HaYeHUs;
Torfa B nbece Lekcnupa oTpaBfieHHOMY oTUy amneTta (Kopono 1) u
ero otpasuTento Knaesguio (KOposto 2) COOTBETCTBYIOT NpuW pasbirpbl-
BaHUWM Nbecbl akTepamMy Koposib la v oTpaBuTens JlyumaH (Ha3osem
ero Ana npocToTbl KOPOneM 2a — XOTHA, CTporo rosopd, “Meille-
NnoBKa” 6blna npepeaHa KoposeMm 2 [0 TOro, Kak KopoHa focTanach
NyuwnaHy). MNepes 3TUM cOOLITMS Mbecbl ObIAM KPaTKO MOKasaHbl B
NaHTOMKME, B KOTOPOI yKa3aHHbIM fiMaM COOTBETCTBOBA/IM KOPOSb
Ib n oTpaButens (Yy4umTbiBad KOHTEKCT MNAHTOMWMbI, €ro MOXHO
Ha3BaTb Koposem 2b).

B ¢hmnbme nopsgok AelicTBMS MHOW. Y>ke nocne Toro, Kak Koponu
la 1 2a (KOTOpbIX UrPalT XMBble aKTepbl) NPELCTaBNAKT Ha CLeHe
“peanbHble” COObLITUA C OTPaB/ieHNEM, NAHTOMUMY MOBTOPSAKOT KyK/ibl
B YCNOBHOM MNpejCTaB/ieHUN C KYKO/bHbIMK Koponsmu Ib n 2b. 3a
KYKONbHbIM MpeacTaBneHnemMm HabnoAaeT XUBON YCNOBHbIA KOpO/b
2a (vyero He 6bI10 B “lamneTe”), 3a MNpeAcTaBleHWEM B LEIOM
Habnogaet “peanbHbIn” Koponb 2. Ecnm B “Mamnete” naHTOMUMA
6blla He CaMOCTOATENbHbIM LeNbiM, a BCEro Mullb 4acTblo “Mbl-
lWeNOBKN”, TaK 4TO KOHCTPyKUMS (aKTUYeCKM 6blna [BOMHOM

(akTepbl — 3puTenu, “MbilienoBka” — “peanbHoe” gelictene “lam-
neta’), To B (uabMe 3Ta KOHCTPYKUWA OKasblBAaeTCA TPOWHOIA:
KYKNbl— aKkTepbl — 3putenu. OHa fBNAETCA He MexaHW4YecKum

HapaliuBaHWeM YC/MOBHOCTW MO NpuHUUNY “3HAK 3HaKa 3Haka...”
(“)XMBOIA” KOPONb — aKTep — KyK/a), a MPMBHOCUT HOBOE KayecTBo.
Monyyaetcsa, 4To AKTEp M ero Tpynna MnokKasbiBalT Ha CLEHE YyXKe He
NPOCTO peanbHOe MpecTynsieHne, COBepLUEHHOE paHee HbIHEeWHUM
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Koponem (Kak 6bino B “lamnete”), a oTpbiBOK wu3 “lamnerta”,
BKMKOYaKOLWNA B cebss nMokas “MbllIENOBKN”. ECNN B COOTBETCTBYIO-
Wwem (parmMeHTe LIEKCMMPOBCKOM Mbecbl KOPONb 2 BUAEN Mepes
€000 TOMbKO “MbILIENOBKY”, TO Tenepb OH MOXEeT BUAETb elle W
COBCTBEHHYIO peakuuto Ha Hee. ITO MPOUCXOAMT M3-3a TOrO, 4TO
KOpPONb 2a, YBWUAA KapTMHY CBOEro MPEecTynaeHUuss B KYKObHOW
“MbllINeNoBKe”, BCTaeT, NpepbiBas NpeAcTaBleHWe, paHblle “peasb-
HOro” koponsi 2. To ecTb He TONbKO KOPO/b 2a cnefyeT 3a AelicTBuA-
MK Koponsd 2 (TeM, 4TO NpefCTaBNAeT Ha CLEeHe ero npectynjieHue),
HO 1 KOpPO/b 2, BCTaBas MO3)Ke KOponsa 2a, hakTuUecku cneayeT 3a ero
fenctemamu. B aToM cmbicie B mape “KOposib 2 — KOpO/b 2a” pesko
oCnabneH KOHTpacT B Mepe YC/MOBHOCTM MeXay “peanbHbiMn”
nepcoHaXkamm M aKTepamu, MX MpPefcTaBAAOWMMU. STO NOSIHOCTHLIO
cornacyetcs ¢ TeM 06CTOATENbCTBOM, YTO 06 MIA CHOXKET (hMKCMPOBaH
(*OT0 HanucaHo”, Kak roBopuT AKTep), TaK 4YTO €My Ha pPaBHbIX
OCHOBAHUAX CNeayloT U Te U apyruer.

“MbiwenoBka” B hunbme SBASETCA, C OA4HOM CTOPOHbI, YacTbio
NpeACTaBNseMOro B Hem BapuaHTa “lamneTta”, a ¢ Lpyroi — OHa
camMa COAEPXWUT B MUHMaTiope “lamneT”, BK/WOYalOWMWIA, KakK W3-
BECTHO, B Cebsi 3Ty camylo “MblLUENOBKY” KaK BCTaBHYK Mbecy.
MocnefHee 06CTOATENLCTBO MPUMBOAUT K TOMY, 4TO (B OT/AMYME OT,
CKaXeM, CUeHbl B TaBepHe, rfe TakKXe MOoKasblBalTCA CO6bITUA
“I"amneTa”, HO KOTOpas cama no cebe B “I'amneTe” OTCYTCTBYET) He
TO/IbKO Y[iIBauBaeTCs CHOXKEeT, HO U CTPYKTypa B Lie/IOM 3aMblKaeTca Ha
cebsi. Mpy 3TOM BMeCTO NOCMeA0BaTENIbHOCTU BAOXKEHWIA, KaXaoe W3
KOTOPbIX YC/I0BHEe NnpeAblayLiero, nonyyaerca efmHas KOHCTPYKLUMA
C CamonepecevyeHnem, rae OAHO3HAYHOE pasfdefieHne BCEe CTPYKTYpbI
Ha pasHble KOMMNO3WLWOHHbIE YPOBHW MWW 4acTb W LENoe He-
BO3MOXHO0.8

MOXHO 6blf10 Gbl FOBOPUTHL O Pa3HO Mepe YCMIOBHOCTYU MPU MeXaHWYEeCKOM
YABOEHNM CHOXETa, ecnu 6bl, Hanpumep, KOponb 2a W KOponb 2 Habniopanw
pasHoe YMcno “MbllWenoBOK™ CO CLIEHON yOMiicTBa: NepBblil TONbKO KYKOMbHYHO, a
BTOPO — W KYKOJbHYH, U C XMBbIMW akTepamn. OfjHAKO UMEHHO 3TOr0 U He
MPOMCXOAUT: KOpO/nb 2 BXOAUT B 3an YXe Mocie TOro, Kak cueHa yb6uiicta
CbirpaHa akTepamu. Tak 4YTO U KOPONb 2a U KOpONb 2 BUAAT nepes coboli TonbkKo
no OAHOM “MbIlLENOBKe”, n3o6paxatouleii UX NPecTynneHne — 3T0 KYKOJIbHbIN
CreKTaK/b.

s HanpawwvBaeTcAd conocTaBneHWe €O CTPYKTypamu, XapakTepHbIMW ANs
bopxeca (cM. SleeuH 1981) n HabokoBa (cm., Hanpumep, Aasbigos 1982). OgHako
Takoe COMOCTaBfieHMe BbIXOAUT 3a pamMKy Halleld paboThl.
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Mo3ToMy B TOM, YTO KacaeTca “MbILLENOBKN”, KOHCTPYKLUUA TUNa
“TeKCT B TeKcCTe” ABnseTcA B (hubMe MPUHLUMWNANBHO WHOM, Y4em B
“lamnete” LWekcnupa, rge npoMcxoansio UMeHHO Moc/iefoBarTe/isHoe
HapalimBaHue CTeNeHW ycnoBHoCTW: Tak, Hanpumep B [amneTte
nepes Hamm — He TONbKO “TeKCT B TekcTe”, HO K “lamnet” B
“amneTte”: nbeca, pasbirpbiBaemas no WHUUKMaTMBE [amseTta, Mo-
BTOPSIET B MOAYEPKHYTO YCNOBHON MaHepe [...] Mbecy, COUMHEHHYIO
LLlekcnupoM. YCNOBHOCTb NepBOi MOAYEPKMBAET peanbHOCTb BTO-
poir” (JlotmaH 1981: 13-14). 34ecb Mbl CUMTaeM HeOOXOAMMbIM
BHECTW KOPPEKTMBbI B 3TU 3ameyaHusa HO. M. JlotmaHa. lMoOCKOMbKY
ybuniictBo amneTa-cTapllero OTHOCUTCA NWWb K MpeabicTopun 1 B
camom “lamneTe” He NMPOMCXOAWUT, TO ero Mokas BO BCTaBHOM Mbece
elle He 0O3Ha4yaeT KOMMO3WLWOHHOIO YABOEHWA TOW MNbecChl, YacTbio
KOTOPOW fBAsieTCA “MblllenoBKa”. UTO Xe KacaeTcsi camoli BCTaBHOI
nbecbl, TO X0TA B “amneTe” oHa 6narogaps NaHTOMUME TOXe yABau-
BaeTCd, 3Ta NaHTOMVMa BCEro Mullb MOBTOPSAET B OCHOBHbLIX YepTax
penctene obpamnstowiein ee nbecbl (T.e. COBCTBEHHO “MbILLENOBKMN™),
HO MeXJy “MbIlLIeNoBKOK” M MNaHTOMMMON HeT MpAMbIX ApamMa-
TYPrMyeckux CBA3ei B camoM fJeiAcTBuM. B nNpoTMBOMNOMOXKHOCTb
aTomy, B (unbme CTonmnapga Mexay nbecaMy pasHblX YPOBHEN
npamas gpaMatypruyeckas CBA3b CYLLECTBYET — peakuma Kopons u3
obpamnstowei nNbecbl BKAKOYEHA BO BHYTpPEHHee MpeacTasieHue. B
pesyfnbTaTe CTPYKTYpHOe Y[BOEHWe TEeKCTOB pasHOro YPOBHA W
NPUBOAMT OMUCaHHBLIM Bbille 06pa30M K YCO0XHEHWUIO KOMMO3ULMKN B
(hunbMe Mo CpaBHEHUIO ¢ “I"amneTom”.

CueHa C NOBbILEHHON CTENEHbK TeaTPabHOCTY BO3HMKAET Takke
B KOHUe (unbMa. AKTep ycTpauBaeT NpeAcTaB/eHue, MNepeBonno-
Wwascb B aHIWACKOrO KOPONsd, W NpuKasbiBaeT noBecuTb Po3eH-
KpaHua n [unbfeHcTepHa, Ay6/Mpys yXe pasblirpaHHOe akTepamu
npejcTaBneHne B TaBepHe, a TakXXe Ty KasHb, KOTopas »AeT repoes B
AHrnuu. ObpaTvM BHMMaHMWE, YTO B CLEHe KasHM 3a CUHaMuW repoeB
npocMaTpMBaeTCs [epeBo, W CAblleH LlWebeT nTuy — feiAcTBue
nponcxoaut B necy, rge Po3eHKpaHu W [WNbAeHCTEPH BCTPeTUU
aKkTepoB. Takum 06pa3oM, OHW TMOHYT BTPOliHE — KaK repou “I'am-
Nleta”, MepcoHaXkn CcnekTakng B TeaTpasibHOM “3asepkanbe”, Kyga
nonagarT Moc/ie BCTPEYM C aKkTepamu, U “peanbHble” MepCoHaXm —
repon gunbma. (CoBMeLLeHNE peasbHOro M YC/IOBHOTO B CLEHE Ka3HW
HaxoAUT CTPYKTYPHbI/A NPOTOTMN B MPeALIecTBYOWEM paccKase
AKTepa 0 TOM, KaK peasibHYH KasHb OJHOr0 13 CBOWX COTPYAHMKOB 3a



ManeHbKuiA YenoBek B HeeBKIMA0BOM Mupe 359

Kpa>Ky OBLbl OH COBMECTWUN C ero po/ibi0 B CMeKTakfe, Mo Xxogy
KOTOPOro nepcoHaxa Bewanu.) 1-a KasHb npomcxogut B AHranu (0
yeM B (uIbMe, B COOTBETCTBMM C LLUEKCMMPOBCKOW MNbeCcoil, ecTb
COo06LLEeHNe aHINIACKOro mocna), 2-9 — Ha Kopabne, 3-1 — B fecy.
HacunbCTBeHHass CMepTb OKa3blBaeTCA TEM WHBApMaHTOM, KOTOPbIi
06beMHAET pa3Hble YPOBHW peanbHOCTM (B TOW Mepe, B Kakoh MX
3[ecb BOOOLLEe MOXHO pasnnyunTb) B e4nHOE Lenoe.9

JomuHupytowas B hunbme Hepas3fenbHOCTb peasibHOro M ycnos-
HOro napofupyetcs B 3Nu304e B TaBepHe, rAe Takoe pasjefieHue
MPONCXOANT, HO NOAYEPKHYTO KOMUYeckuM 06pa3om. TaMm akTepsbl,
nsobpaxatowme Mamneta v JlaspTa, hexTytoT BOOGpaKaemMbIMK panu-
pamu, OT KOTOPbIX, OAHAKO, CAbIWNUTCA 3BYK peasbHbIX YAapos,
npvyeM MOKasaH BUAWUMbIA ANS 3puTeNell B TaBepHE MOMOLLHMK,
KOTOPbIA M MPOU3BOANT 3TOT 3BYK, YAapssa panupbl 0fHA O pYrylo.
JTOT 3NM304 COLEPXUT NPO3pPavyHyl0 OTCbIIKY K TOW >Xe CLeHe B
“Blow up” AHTOHWOHW, O KOTOPOI Mbl YNIOMWUHANMN Bbille, — 3BYKam
YAapoB 0 BOOGpaXkaeMblii Ms4 Npu urpe B TeHHUC. Ho ecnm y AHTO-
HWOHW BOOGpaXkaeMoe CTPEMUAOCL NOAMEHUTb CO60I peanbHOCTb, TO
3[leCb peanbHOe W YC/IOBHOE leMOHCTPATMBHO pa3fiefleHbl — Kak ec/in
6bl yaapstoLmecs panupbl 6biA1M NPOCTO U3BATHI U3 PYK COMEPHUKOB
Ha CLieHe ¥ MepeHeceHbl B Yron noMOLLHUKY.

Ecnn roBopuTb 0 NPOCTPAHCTBEHHON CTPYKTYpe B LeIOM, TO AeNo
06CTOUT Takum 06pa3om, YTO BHYTPM TeaTpasbHOro CyHAyKa Haxo-
autea mup “Camnerta”; 3akaHYMBaeTCs e (PUIbM TeM, YTO aKTepbl
cobmpaloT CcyHAyK (BMecTe C HaxoAMBLUMMCA TaM paHee Mpo-
CTpaHCTBOM “l"am/nieta”) M OTNpaBnAlTCA Aafblie B CTPaHCTBME MO
popore. Kasanocb 6bl, “Mup” Takmm 06pa3oM LENMKOM HaxoauTcs
BHYTpuW TeaTpa. OgHAKO TO 0BCTOATENLCTBO, YTO aKTepbl camu nepeq
3TUM NPUHANW aKTUBHOE y4yacTue B [LeWCTBMM (BMAOTb A0 KasHu
Po3eHkpaHUa 1 MnbAeHCcTepHa), HaXO4ACb BHYTPW TeaTpuKa, KOTo-
PbI OHW >Ke 3aTeM 3ax/IONHYNW, NPenAaTCTBYET TaKOMY OLHO3HAYHO-
My pas3fieNeHU0 Ha BHYTpPeHHee W BHewHee. (O6 3TOM Xe roBopAaT u
Lpyrue onmcaHHble Hamy Bbilwe sBjeHWs.) [Mpomsowno kak 6bl
BbIBOpPayMBaHWe Han3HaHKy B COOTBETCTBUM C BbiCKasbiBaHWeM AK-
Tepa “Mbl HEYTO obpaTHOE NMASM” M ero OTBETOM Ha BOMPOC, YTO Xe

9 XapaKkTepHo, 4TO B (pusibMe B peunm AKTepa OnylieHa AeTanv3auus pasHbIX
BUAOB CMEPTK, NPUCYTCTBYHOLLAA B Nbece (T.e. pasnnyung), 1 0CTaB/eHbl NULWb ero
cnoBa, nojyepkusaloLline ee yHuBepcanbHocTb — “Deaths for all ages and
occasions”.



360 Oleg B. Zaslavskii

OHW fenalT — “O6bluHble BeLW, C3p, TONMbKO Hau3HaHKy. [Mpef-
CTaB/iiEM Ha CLEeHe TO, YTO MPOMCXOAUT BHe ee. B ueM eCTb Hekwuii
pof efMHCTBA — €CAM  CMOTPeTb Ha BCAKWI BbIXOA Kak Ha BX0[
Kyga-10”. O4HaKO 3TV BbICKa3blBaHWA 0Ka3aNiuCb CYLLIECTBEHHO He-
MOJIHBIMW, MOCKO/bKY aKTepbl B JAHHOM (WbMe He TOMbKO Npef-
CTaBASOT Ha CLUEHe TO, YTO NMPOUCXOAUT “B XKMU3HW”, HO U Hao6opoT
(“Ham3HaHKy”), “B XWU3HWU” fenawT TO, YTO NPeACTaBAOT Ha CLeHe
(o yem nykaBo ymonyan AKTep) — Hanpumep, BewwaT Po3eHKpaHua
n MabfeHcTepHa Nocne TOro, Kak NOBECUIM MX TeaTpasibHbIX [BOA-
HUKOB B MaHTOMMUME, pasbirpaHHOW B TaBepHe. Ecnu akTepbl npu-
obpeTalT CBONCTBA “peasibHbIX” MEPCOHAaXeW, TO “peasibHble Nepco-
HaXu”, nomnas B HaxoAfALleecsa BHYTPU TeaTpasibHOro CyHAyKa npo-
CTPAHCTBO, WUrpalT MpefHasHauyeHHYK WM ponb. 3amMeTum, 4To B
COOTBETCTBYHLLEM BbICKa3biBaHUM AKTepa “Hy, 04HW CUMTAIOT, 4TO
Mbl A4na Bac, ApPYrve, 4TO Bbl AN1S Hac. OTO [ABe CTOPOHbI OAHON
MOHeTbl. n ofHa cTopoHa — [BYX, MOCKONbKY Hac TyT Tak MHOro”
(haKTUYECKN COLEPXUTCA HameK Ha OLHOCTOPOHHIOKH MOBEPXHOCTb.
YUTo e KacaeTcd “BbIXofa M BX0fa”, 0 KOTOPbIX rosopun AKTep, TO
M3-3a HETPMBMA/ILHON TOMONOTUM “BbIXOA” OKa3blBaeTCA W/MHO30p-
HbIM W He OTAMYUMBLIM OT BXOAa. B TakOM KOHTEKCTe 3HaMeHuTOoe
BblpaXeHMe “BeCb MUpP — TeaTp” MeHseT CBOW CTaTyC W nepectaeT
6bITb  MeTaopoii, MOCKO/IbKY BMECTO [ABYX pasHbiX O0OBLEKTOB
CpaBHeHUst B hunbMe MPUCYTCTBYET OAUH eAvHbIl, a “mMup” n “Teatp”
nepexofaT Apyr B Apyra nogo6HO TOMY, KaK BEKTOP HOPMa/N MeHSeT
CBOK OpueHTauuto npu obxode no nucty Mebuyca. OfgHako AvHa-
MUKa NEpPexofoB Mexay YCMNOBHbIM W peasibHbIM OCTaBMfeT He-
WU3MEHHbIM WHBapuaHT — rubenb repoes, KOTOPOW Ha OLHOCTOPOH-
Heli MOBEPXHOCTU HE HAXOAUTCA aNbTEPHATUBHI.

Crartyc repoes v TUM TeKCTa

Kak y)xe 0TMe4asiocb Hamy BbIlE, XY[LOXECTBEHHbIA MWUP MPOM3-
BeAeHMa nojpasymeBaeT LUMKIUYHOCTL, TaK YTO NpefcTaloLlee nepes
rnasamu 3putens uUauW yYuTaTens cnegyer NMOHUMAaTh MIUWb KakK BUTOK
ctoxeTta. TakuM 06pa3om, UMEEeT MecTO NnpespaLleHne nepBoHavanbHo
NIMHENHOTO MCXOAHOro TekcTa (“Mamneta”) B uuMkn. Takas TpaHc-
thopmaums ABNSETCA TUMONOTMYECKM OOPaTHOW MO OTHOLWIEHWUIO K
NCTOPUYECKM W3BECTHOMY MpPEBPALLEHNI0 LUWKINYECKUX TEKCTOB B
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NMHelHble. Ho ecnn “o4yeBMAHbIM Pe3ybTaTOM IMHEAHOTO pa3BepThl-
BaHWS TEKCTOB SB/AAETCS MNOsBNEHWE NepCoHaXeld — [ABONHUKOB”
(lotmaH 1973: 14), Ha KOTOpble pacnafaeTcs eAnHbIA npexge obpas,
TO B JaHHOM Cny4ae [BOMHWKM BO3HMKalOT MHaye. MepcoHaxw, Bbl-
cTynatowue B “I"amneTe” Kak He3aBMUCUMble, CBOPAUMBAIOTCA (KaK Mbl
CTapanucb MokasaTb 3TO Bblwe) y CTonnapaa B e4uHbl 06bEKT, MO
OTHOLLEHWNIO K KOTOPOMY OHM W OKa3blBalTCA ABYMA pasHbIMU (Mpu-
Yem He (PMKCUPOBAHHbIMW — BCMOMHWUM B3auMMHble “NpeBpalieHns”
mMexay PoseHKpaHueM W [WAbfLeHCTEPHOM) MnocTaciMu — [ABOWA-
HUKamu.

OCO6EHHOCTBIO LMKINYECKUX TEKCTOB ABNAETCA OTCYTCTBME KaTe-
ropuii Hayana ¥ KoHua. “YenoBeyeckas >XM3Hb paccMaTpuBanacb He
KaK JIMHEeAHbIA OTPe30K, 3aKNHOUEHHbIA MeXay POXAEHWEM U CMep-
Tbl0, @ KaK HerpecTaHHO noBTopstowumiics uukn” (JlotmaH 1973: 10).
OpHako 3Ta ocobeHHOoCTb y CTonmapaa YC/NOXHeEHa W Mepeo-
CMbICNeHa, a Hayano W KOHel, BbifesnieHbl. MOXHO 3amMeTUTb, 4TO
cofepXKaHneM LiMKIa 0Ka3blBaeTCca UCTOPUA repoes OT “poXaeHuna” Ao
cmepTu. [epou, HecMoTpA Ha BCe CBOW YCWUAUA, BCMNOMUHAKOT B
KayecTBe MepBOro cobbITWSA, OCTaBLIErocs B MamaTW, OTNPaBKY MX
MOCNaHHWKOM Ha BbIMOHEHME HeACHOW MuccUM. B TakOM KOHTeKcTe
BbIKPUKMBaHWE UMEH HEBUAMMbIM NMOCNaHHUKOM MOXET 6blTb MOHATO
Kak “poxgeHve” Po3eHkpaHua u MnnbaeHCcTepHa NocpeacTBOM Hafe-
NEeHNs UX MMEHaMW U MUccuel. ITO “poXaeHMe” ABAseTCcs 4YUCTO
(hYHKUMOHaNbHBIM — MOKa 3a HAMW He “nocnann”, y HUX He 6biio
HWKaKoO MNpefbICTOPMM, OHM NPOCTO He cyuiecTBOBanu. W TOnbKO
CTaB MO3[Hee MepcoHaxaMn He TOJIbKO (hMbMa B LENOM, HO U
3aK/IIOUYEHHO B HEM MbEChl Ha CloXeT “l"amneta”, OHM MpuobpeTaroT
TaKyto npeAbICTOPUIO, OKa3blBasCb CTapbiMU ApYy3bAMU npuHua.10 YTo
e KacaeTcs COAepXKaHWs BblLLEYNOMAHYTONW MuUccun Po3eHKpaHua u
MMnbfieHCTepPHA, TO OHa, KakK CTaHOBUTCA ACHO M3 (puibMa (Mbecol),
3aK/N0YaeTCA He B TOM, YTO6bl HEUTO BbiBeAaThb y aMnera u noMoub
Koponto (Kak 3To 6bino y Llekcnupa), a B TOM, 4TOObl OKa3aTbCs B
KoHUe mepTBbIMU. (Cp.: “Po3eHKpaHL. OHM OXOTU/IUCL 3a Hamu, a? C
camoro Havana. Krto 6bl MOr nogymaTb, YTO Mbl Takume BaXHble

0 Tak, BO gBOopue Po3eHKpaHL, BOCKNMUaeT: “Huyero He 3abbln — 5 Bcerga
NPeKpacHoO MOMHUA CBOe UMSA U TBOe Toxe. O yeM 6bl HW crpalimBanu — OTBETbI
6binn. MpobneM He 6bIN0 — KaXAbliA 3HaN, KTO A Takoi”. K coxaneHuto, ata
onpefeNeHHOCTb OTHOCUTCA ML KO BPEMEHW, KOrfa repou, Kak 370 aprymeH-
TUPOBaHO HamW BbIlLE, HE CYLLEeCTBOBaN.
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nTuubl? MnbgeHcTepH. Ho noyemy? Hey»XTo BCe TONbLKO paaw 3Toro?
HeyTo Becb 3TOT 6anaraH CBOAMTCA TOMbKO K ABYM HalUM ManeHb-
kum cmepTam? (C Tockoil.) KTo mbl Takue? AkTep. Bbl Po3eHKpaHL w1
MMNbaeHCTEPH. DTOro A0CTaTOYHO”.) MHaye roBops, mMup npou3ee-
JEeHNS NOPOXAAaeT repoeB TONbKO A/18 TOro, YTo6bl UX yOUTB.

Mpucyliee MUDONOTUYECKOMY CO3HAHUIO OTOXAECTB/IEHWE POX-
J0EeHNs 1 CMepTun 3[ecb feaBToMaTusyeTca. HenpenoXHocTb pasBuTus
co6bITWIA, BeAYLLNX K CMepPTW repoes (a LMKINYECKMEe TEKCTbl pacc-
KasblBalOT WMMEHHO O npaBwWfax, a He akcueccaxll) HenpepbiBHO
CTaNKMBaeTCsd C MYUYUTeNbHbIMU, HO 0e3yCcrnelwHbIMU MNOMbITKaMK
repoeB m3bexarb Yrpoxarolled UM HesACHOM OMacHOCTU, a XapakTtep-
Has Ans MUGONOTMYeCKUX TEKCTOB LUKIUYHOCTb — C YMOPHbIM
HexxenaHuem WHAMBUAYYMA TepATb CBOK €4UHCTBEHHYHO XKW3Hb.
BMecTo 06bIYHOTO LMKANYECKOrO CHOXKeTa 06 YyMUpaHUM — BO3POXK-
AEeHUW Mony4yaeTca UMKINYECKUA CHOXKEeT 0 HEBO3MOXHOCTU U36exaTb
HaCWNbCTBEHHON CMepTHU.

JlokanbHas (n3mnKa 1 reoMeTpusi B LiE/IOM

Tononorma nucta Mebuyca (Kak M TOMOMOTMYeCcKMe CBONCTBa BO-
obLwe) ABNsAeTCA HenoKanbHOW XapaKTePUCTMKOM, OTHOCALWEncs K
mMupy B Lenom. Cy6beKTUBHO XXe repou nbiTalTcA nepefatb 3TOT
rno6anbHblli aCMekT B TePMUHAX AMHAMUKMN: OHW OLLYLLAIT, YTO NO-
Nann B NOMe TaMHCTBEHHbIX AENEePCOHUMUUUPOBAHHBIX CU1 —
YHUBEpPCanbHbIX WU AanbHOAENCTBYIOLWMNX, N NbITAIOTCA pasobparbcs B
X npupoge, onpeaennTb, OTKYAa Xe “AyeT BeTep”, KOTOPbIA MOXeT
noBANATbL Ha uX cyabby. lMpu aTom [unbAeHCTepH npegnoymTaeTt
OTBJ/IEYEHHbIE JIOTUKO-(MNOCOCKNE paccyXaeHns, a PoseHKpaHL,
CTaBUT (PU3myeckme onbiTbl. OfHAKO MOXHO 3aMeTWUTb, YTO B 3TUX
OMbITax KaXfbll pa3 4TO-TO He TaK OKa3blBaeTCs KakK pa3 C COOTHO-
LeHWeM r106anbHOr0 U NIOKaNbHOIT0 — T.e. C Hanbosee 3Ha4YMMbIM B
[laHHOM KOHTeKCTe (paKTopoM.

Hanpumep, Po3seHkpaHL oOkasancs 64M30K K Aorafgke, 4to npu
cBOGOAHOM nageHwun (T.e. Nog AeACTBMEM TATOTEHWS — Aa/bHO-
[LeACTBYIOLWEN W YHMBEPCANbHOW CWAbl) TSHXKenble W Nerkve Tena
najatloT oavMHakoBo. OfHAKO ero ombIT ¢ 6pocaHuem [epeBAHHOro

U Cwm. NotmaH 1973: 11
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lwapa “ nepa ABHO 3TOMY MPOTMBOPeYMT. [eno 34ecb B Hannumm
BO3ayxa (M3-3a Yero najeHue Henb3s cyMTaTb CBOBOAHLIM), T.e. N0-
KanbHOI cpedbl. B pasroBope ¢ MvnbaeHCTEpHOM Po3eHKpaHL, 3ame-
TUBLUWIA, YTO €ro0 KOHCTPYKLMSA M3 GymMaryu BpaljaeTcs, ecnm nogyTb
Ha Hee WMAM MNyCTUTb CTPYH napa (HEeMoCpeLCTBEHHOE, /IOKanbHOe
BO3[eiCcTBME), 3asBNAeT, YTO HMKAKOro BeTpa HeT, W TyT Xe 3Ta
BEPTYLIKA HauyMHaeT BpawaTbcs. PoseHKpaHy 370 00BbACHAET
CKBO3HSIKOM, T.e. BHELIHE HemnoCpPeACTBEHHO AENCTBYHOLLEN CUIION,
HO 3a 3TUM OObBSCHEHWEM CnefyeT BU3Yya/ibHbli HameK Ha Pob
L,enepCoHNPULNPOBAHHON 1 “AanbHOAENCTBYIOLWEN” NO OTHOLIEHNIO
K cyabbe repoeB cwuibl, OTNpaBuUBLUEA WX B LOPOry — MOKa3saHbl
CTaBHU, XxnonawLne Nofo6HO TOMY, Kak Oblf0 B Kagpe ¢ HEBUAUMBIM
nocnaHuem. PoO3eHKpaHL TakXe YycTpauBaeT ONbIT C LENOYKON
BbloWmMXCca ApYr O Apyra MOABELUEHHbIX FOPLUKOB C 3eM/eil — 3[ecCb
[BWKEHNE MepefaeTcs OT O4HOr0 Kpas K [pYroMy Ha KOHeyHoe
pacctosHme. OfHaKO Takoe “fanbHOAeRCcTBUE” B AENCTBUTENLHOCTYU
Mony4eHo B pe3ynbTaTe nepefayn UMMy/bca NpU HemocpeacTBEHHOM
KOHTaKTe TrOpPLKOB B MOMEHTbl YAAapOB, YTO SBASETCA TUMUYHO
NoKanbHbIM 3¢)eKTOM. [Mpu yBENMUYEHUN >Xe amnAuTyfAbl pa3maxa
KpaiHWiA TOPLIOK Mpu coyfjapeHnyn pa3buBaeTcsi — COOTHOLUEHME
MeXAy NoKanbHbIM (MoBefeHWe OTAe/bHbIX MpeaMeToB) W rnobanb-
HbIM (4BMXXEHME Lemnoykn B LEeNoM) OCTaeTca A9 03afadvyeHHoro
reposi B 3TOM OMbITE CTO/Ib XK€ He MPOSICHEHHbIM, KaKk U mpupojga
rnobanbHbIX CUN B €ro CO6CTBEHHOW cyabbe. UTo KacaeTcs nocnep-
Hero 06CTOATENbCTBA, TO IOKA/bHbLIE ONbITbI ABASKOTCA 34eCb BOOOLLe
6ecnonesHbIMK, NOCKONbLKY He MOryT MPOACHUTL CyTb Aena, KoTopas
CBSi3aHa CO CTPYKTYpPOM MUpa Kak Leforo, BK/Yas ero TOnonaoru-
YecKme CBOWCTBA, ¥ OTHOCUTCA K COBCEM APYroMy YPOBHIKO abCTpak-
(778

3aKJ/iroyeHmne

TaknMm 06pa3oM, Ha OCHOBE OAHOCTOPOHHEN MOBEPXHOCTUM KaK ak-
Tya/lbHOW AN MPOW3BEAEHMSA MPOCTPAHCTBEHHON MOAENN MOMYYMAN
efMHOe 06BbACHEHNE Camble pa3Hble ero 0COBEHHOCTU, B TOM 4ucie K
napafoKkcasbHble — TO, YTO MOHeTa BbiMafjaeT BCe BPEMS OJHOM
CTOPOHOM, Mexgy PoseHKpaHueM W [WAbAEHCTEPHOM MPOUCXOANUT
nyTaHuLa, MeXAy MokasaHHbIM U pacCKas3aHHbIM eCTb BMAUMOE HeCo-
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0TBeTCTBME (MonafaHue BO [BOpeL, KasHb B AHIIMM U Ha Kopabne),
(hm3nyeckme OnbITbl MOTYT UMETb OTHOLUEHME K HajBuUraloLlleiica Ha
repoes yrpose u 1.4. lNpn 3ToM Ha 60nee 06LLeM YPOBHE NPW NOMOLLU
YKa3aHHOW Mojenn yBA3bIBAKOTCA B eAWHOE Lenoe CTPYKTYpHble U
TeMaTU4ecKune acnekTbl NPON3BEAEHNA — MNPOCTPAHCTBEHHAA OpraHu-
3auuMs, COOTHOLIEHWE peanbHOCTM W YC/IOBHOCTWU, MPUYUMHHO-
CNefCTBEHHbIE U CIOXETHbIE CBA3M, MPO6ieMa MHANBUAYaNbHOCTY.
XY[0XKeCTBEHHOe MPOCTPaHCTBO — OfHA U3 BaXKHEMLWX KaTero-
pUin  XyAOXEeCTBEHHOr0 TeKkCTa, Aawowas “BO3MOXHOCTb  Mpo-
CTPaHCTBEHHOIO MOAENMPOBAHUS MOHATUIA, KOTOPbIE CamMun MO cebe He
UMEKT MNPOCTPaHCTBEHHON npupoabl” (JlotmaH 1970: 266). B gaHHOM
Npou3BeAeHUN Mbl, O4HaKO, CTanKnBaeMcs ¢ 60siee CNOXHON M CBOe-
ob6pasHoi cuTyaumein. Ecnm, ckaxem, B Cnyyae ¢ ABOWHLIM Monaja-
HWEM repoeB BO [BOpeL, KaTeropuMs NpocTpaHCTBa MposBaseT cebs
HanpsMylo, TO B TakuX afhekTax kak MOBTOPAHOLLEECH BblNageHue
MOHEeTbl OA4HON CTOPOHOM MAN NyTaHULa UMEH CTO/b HEMOCPELCTBEH-
Has CBfi3b OTCYTCTBYeT — akKTyalbHas [A1d MpoW3BeAeHns npo-
CTPaHCTBEHHAA CTPYKTypa Tuna OAHOCTOPOHHEN MOBEPXHOCTW Mpo-
ABnseT ceba B LaHHOM cflyyae NiMWb Kak Mofesnb 60/ee BbICOKOro
YPOBHA abcTpakunu. BMeCTO TUMMYHOW AN XY[0XECTBEHHOIO TeKC-
Ta cuTyauuMm “cBOWCTBa NPOCTpPaHCTBA —> MOAENMPYEMble Hempo-
CTPaHCTBEHHbIE CBOMCTBA” Mbl UMEEM B JAHHOM C/lyyae TPEX3BEHHYHO
Lenoyky ‘“HenpocTpaHCTBEHHble CBOWCTBA —¥» CBOMWCTBa MpO-
CTpaHCTBa —¢ MOJe/MpYyeMble HempocTpaHCTBEHHble cBoiicTBa”. Co-
OTBETCTBYHOLLEE NPOCTPAHCTBO BbICTYMAET MPU 3TOM HE Kak 06blYHOe
thm3nyeckoe, a abcTpakTHOe (MPOCTPAHCTBO a/ibTePHATMB); OTBEYalo-
Wasa eMy MOZeNlb TakXKe OT/NYAeTCA MOBBILEHHON CTeMeHbHo
abCTPaKTHOCTM W, B OTAMYME OT peasibHOro “6GbITOBOro” npo-
CTpaHCTBa, fABNAETCA HeeBKAMAOBOW. TeMm cambiM 06/1acTb NpuUo-
XEHUA MOHATUIA HEEeBKNWAOBOW TOMONAOTUW B NPOW3BELEHWUU OKasbl-
BaeTCs LIMpe, 4YeM COBGCTBEHHO XPOHOTOM. TOT »>e (haKT, uTo
HeeBK/MAOBa TONO/IOTMSA B NMPOU3BEEHNN HE OrpaHMyeHa KakuMu-To
YaCTHbLIMW NPOSABEHUAMMU, @ OTHOCMTCA K OCHOBHbIM CBOCTBaM MMpa
KaK Lenoro, npugaet el “KOCMONOrMYECKUA” XapaKTep, 3acTaBsio-
WWA  BUAETb 34eCb XYAOXECTBEHHYK aHanorui  KOHLEeNuuam
TeopeTuyeckoi ¢usmkn 20-ro n 21-ro Beka. Peub MAeT He KOHKPETHO
0 nucte Mebuyca (KOTOpblii B KayecTBe FMNOTETUYECKON KOCMOJO-
rMYeckoil MOLeNn BPS4 /M UMeeT Kakoe-TO OTHOLIEeHWe K peasibHOl
BceneHHoi), a 0 ToM o6uem 06CTOSTeNbCTBE, YTO Tononorus Bce-
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NeHHOI ABNAETCA 3HAYMMOI CaMOCTOATENbHOW XapaKTepUCTUKON W
MOXXET CYLLECTBEHHO OT/IMYATLCSA OT eBKINAOBOIA.

lNMouemy e Ana BOMJOLLEHNS HOBOro BapuaHTa “lMamnera” noTpe-
60BascAd KOHUEMTYyaNbHbIA annapaT, OMEpPUPYOLMUA C MOHATUAMMU,
KOTOpble Nexar 3a npejenamm Kpyra 6bITOBOM peanbHOCTU U CBS3aHbI
C TaKMM ypOBHeEM abCTpakuum, KOTOPbIA CTan akTyalbHbIM TOMbKO B
Hayke 20-ro Beka? MOXHO AymaTb, 4TO 3TO CBA3aHO C [ABYMSA OC-
HOBHbIMW MpuUUYMHaMK. B 20-M Beke ManeHbKWil 4YenoBeK npeTepnen
(Ho v coBepLMn) Takoe}24To ANs ONMcaHUs COOTBETCTBYHIOLLENO MU-
pa 006blYHbIE HarfsgHble “KNaccuyeckKme” cpefcTBa OKa3annucb Hemnpu-
rogHbl — TaK HEeNpUrogHbLIMMU OKas3a/nCb JloKanbHble, MenKo-
MacLuTabHble Cnoco6bl MO3HAHWA 4EACTBMTENbHOCTM CaMUMUK Fepos-
mu. Kpome TOro, akTyasbHOCTb UMEHHO TOMOAOrMyeckux (T. e. rno-
6a/bHbIX) XapaKTePUCTUK (MPUYEM OLLYTUMMBbIX KakK pa3 6narofaps mx
HeeBK/IMAOBOCTM) CBA3aHa C MNPOTMBOMNOCTaB/IEHWEM MaseHbLKOro
yesloBeKa M TOTaSlbHO KOHTPOUPYHOLLER ero rnobanbHoOn cucTeMbl —
y CTtonnapga He couuanbHoi, a 6onee rNy6UMHHOK 3K3UCTEHUUaNb-
HOI. Ee cBOICTBa NpeAcTatoT nyrarolle mppaulmoHaibHbIMU, OAHAKO B
[eCTBUTENIbHOCTM UMEeKT COOCTBEHHbIE 3aKOHbI, OMpejensoLme ee
“HeeBKNIMA0BY” Npupoay, N0 KOTOPbIM Aen0 AO0/MKHO ObiTb AO0BEAEHO
Jo rnbenn repoes. [Ons onuWcaHMs TakKoW CWUCTEMbI, KOTopasi He
[ONYCKaeT anbTepHaTUB M HEM3MEHHO MPUBOAUT K rnbenu 4enoBeka,
O[JHOCTOPOHHAS MOBEPXHOCTb KaK pa3 W oKasanacb afeKBaTHbIM
CpeAcTBOM.

MposiBneHWe HafgIMYHOW W HEBUAMMOW CUMbl, 06BEKTUBHBINA KO-
HEYHbIA CMbICNT KOTOPOI COCTOMT B CMEPTW “MafieHbKOro 4yenoseka”,
nony4YaeT BbIP@KEHME U HA MHTEPTEKCTYyanbHOM $A3blKe, KOTOpPOe TakK-
e YKNagblBaeTca B pamKku 06CYX[aBLUeics Bbille MPOCTPaHCTBEH-
Holi mogenun. Heo6bluHbIA neiisax B Hadane cunbma Crtonnapga
SBCTBEHHO HANOMWHAET aHanorUYHbIA Meisax B Havane Quabma
KapHe “BeuepHue nocetmuTenn”. TeKCT, KOTOPbIA COMPOBOXAAET CO-
OTBETCTBYHOLWMIA BuAeopss B puabme KapHe, HeABYCMbIC/IEHHO CO-
obulaeT 0 “nocnaHuax Abssona” (y Ctonnapga e repov MyyuTenbHO
BCMOMMHAIOT, 4TO 3a HUMK “nocnann™). Kak Xopowo W3BecTHO (U

2 O6paTMm BHMMaHWe, YTO B OTAMYME OT LUEKCMUPOBCKOro “Mamneta” Po3seH-
KpaHL, 1 MTMAbJAEHCTEPH Y3HAIOT Ha Kopabnie 0 cofepXaHWW nucbMa, HO Hamepe-
BalOTCA U fanblue Be3TW MamneTa Ha rmbens. OfHAKO pacnnaymBarOTCA OHW BOBCE
He 3a WHAMBMAYaNbHbI BbIGOP Kak rosoput AKTep, “Bbl Po3eHKpaHL, K
FMnbfeHcTepH. 3TOro AOCTATOUYHO™.
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yXXe cTano o6wum mMectom), npoussegeHue Cronnapga BO MHOIOM
OTTa/IKUBaeTCcA OT nbechbl “B oxugaHum ogo” bekketa, B Ha3BaHUU
KOTOpOli npocmaTpuBaeTCcs HauMeHoBaHMe Bora. C yyeTom TOro, 4to
Kakoe-nnbo cnacuTenbHoe 60XeCTBEHHOE BMellaTeNbCTBO B CyabOy
repoes CTtonnapga OTCYTCTBYET, 60r U AbfBOST B TakKOM KOHTEKCTe
0Ka3blBalTCA HE MPOTMBOMOMOXHLIMA CTOPOHaMW OJHON mejanu, a
pasHbIMW IMKaMW OAHON W TOWM >Xe HaANUYHON CYLWHOCTM Ha OfHO-
CTOPOHHel 6e3anbTepHaTUBHO-TMGENLHOW A8 “ManeHbKoOro 4eno-
BeKa” NOBEpPXHOCTH.
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Vaike inimene mitte-eukleidilises maailmas:
kunstilisest ruumist Tom Stoppard’i filmis ja naidendis
“Rosencrantz ja Guildenstern on surnud”

Artiklis néidatakse, kuidas Tom Stoppardi teose erinevad aspektid —
ruumiline korrastatus, suhe reaalsuse ja stndmuste tingliku iseloomu
vahel, pGhjuslikud ja narratiivsed seosed, valiku ja isiksuse probleemid —
suhestuvad sellise ainukiilgse ruumimudeliga nagu Méobiuse leht voi
Kleim pudel. Kunstiline ruum osutub mitte-orienteerituks, aeg selles
voolab tsukliliselt. See vBimaldab seletada Rosencrantzi ja Guildenstemi
nimede pidevat vahetusseminekut ja ka teisi paradoksaalseid kéike stizees
ja kompositsioonis. Mdbiuse lehe mudel kehastab vaba valiku puudumist:
maailmal ei ole teist palet ja ei ole vGimalust pageda saatuse eest, mis on
margitud Stoppardi teose pealkirjas. Topoloogia olulisus seostub faktiga,
et ohu kandjaks on maailm tervikuna. Lisaks viitab see ka tdsiasjale, et
maailma struktuur on oma olemuselt mitte-eukleidiline ja seda ei ole
vOimalik mdista tavaelu vaatluste alusel v6i siis l&htuvalt Rosencrantzi
poolt I&bi viidud “ilmsetest” eksperimentidest.
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Abstract. Since Estonia is in the midst of a national redefinition and exami-
nation of past traditions and future aspirations, it makes an excellent case stu-
dy for the potentiality of theatre as an arbiter of national identity. The
changing value of the institution itself is part of the equation (will Estonians
continue to appreciate and attend the theatre in coming years?). In addition,
the historical role of Estonian theatre as a repository for national narratives,
especially literary ones, makes it a significant site for struggles around print
and technology, and between embodied performances and archival perfor-
matives.

This essay introduces a series of articles that address how Estonia and its
theatre might be regarded and understood in light of its history, memories,
present experiences, and future possibilities. The idea of pretence that lies at
the heart of theatricality itself provides an ideal means for interrogating
national identity in a time of great instability and flux. The examples of
productions discussed in these three essays share more than a deliberate
utilization of the rubrics of theatricality. It seems no coincidence that the
reworking of national classics, Estonian national myths, and ethnic folk songs
and ceremonies takes place concurrently with the representation of new
technologies, commodity capitalism, and diasporic collisions. Embodying
precisely the predicament of culture in a country reassessing its past and
confronting its future, the theatre is an important institution for national
resignification.

For several decades now, scholars in many fields have examined and
theorized national identities and the relationship between their
formations and modifications. Joining social scientists and humanists,
theatre and performance scholars have also participated in this project,
dating most clearly from Loren Kruger’s The National Stage: Theatre
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and Cultural Legitimation in England, France, and America (1992).

As the century turned, questions concerning the limitation of the very
concept of “nation states” in light of the rapidly changing global world
became more frequent and insistent, and a need to reassess the role of
national identity in contemporary culture began to assert itself. From
one perspective, the creeping globalization of media and technology
seems to have saturated the national imaginations of many countries,
where children may be more familiar with Disney characters than their
own nation’s folklore or children’s literature. On the other hand, local
traditions, practices, and cultures continue to persist and provide deep
structures of meaning and identification for many. No where is this
problematic dualism more apparent than in the former Soviet-bloc
countries, the Eastern European nations, that since 1989 have been
redefining their self-understandings.

Precisely because Estonia is in the midst of such a redefinition and
examination of past traditions and future aspirations, it makes an
excellent case study of the efficacy of theatre as an arbiter of national
identity. The changing value of the institution itself is part of the
equation (will Estonians continue to appreciate and attend the theatre
in coming years?). In addition, the historical role of Estonian theatre
as a repository for national narratives, especially literary ones, makes
it a significant site for struggles around print and technology, and
between embodied performances and archival performatives.2

At a recent conference, “National Theatres of Europe: Con-
structing National Identities”, the Irish journalist Fintan O’Toole
remarked, “National theatres pretend that a nation exists, at least for
the duration of the theatre piece”.3 Whether the theatre in question is a
monumental building carrying official status as National and sup-
ported by state subsidy, or whether it is a small, independent company
performing in a warehouse, both theatres can pretend that a nation
exists — this pretense consists of the address to the audiences
assembled and its absent but imagined compatriots, and it can take the
form of any subjunctive stage reality. The assembly of actual material

1 For other recent scholarship on this topic, see for example Kobialka (1999),
and Mékinen et al. (2001); my own related work can be found in these volumes
and in Colleran, Spencer (1998).

See Diana Taylor’s discussion in The Archive and the Repertoire: Performing
Cultural Memory in the Americas (2003).
3 Organized by Stephen Wilmer at Trinity College Dublin, March 11-13, 2005.
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bodies in the theatre may itself invoke a nation more strongly than
either print or media cultures.

In the case of Estonia, the question is, of course, not whether a
nation now exists, but how it is to be regarded and understood in light
of its history, memories, present experiences, and future possibilities.
Nevertheless, this idea of pretence is at the heart of theatricality itself,
and provides an ideal means for interrogating national identity in a
time of great instability and flux. As Luule Epner writes in her
contribution, “The action defined as play in a ludic space of theatre
makes it possible to easily deconstruct and reconstruct fictional
worlds.” All the essays collected here mention the high levels of
reflexivity and meta-theatrical strategies present in the recent Estonian
theatre performances these scholars discuss. The theatrical apparatus
itself at once puts in play a kind of promiscuous and variable set of
diverse signifiers, and offers the stage as a contrastingly material and
even stable space for public experience and consideration of shared
identities.

This reaffirmation of a public sphere is perhaps more potent in
small countries where gathering together groups of citizens to
consider their own shared polity may still, because of matters of scale,
stimulate and symbolize democratic participation within a nation.
(This achievement seems much more difficult in a large country like
mine where the actual geographical distances separating people com-
bine with an experience of postmodern fragmentation and disaffilia-
tion to dissipate the gesture to a national fabric symbolized by an
isolated audience in a theatre that always appears from some vantage
point to be situated at the periphery of the nation.) Although many of
the Estonian productions described here had comparatively small
audiences, 53% of its citizens attended the theatre during 2003, which
means that the theatre as a cultural institution is still viable as a
potential site for a meaningful rethinking of national identity. Epner
reports that 12,000 Estonians saw Kalevipoeg in the summer of 2003,
not a negligible number for only fifteen performances. The smaller
audiences that attended the other performances discussed in these
essays may still constitute an important intellectual and artistic group,
and probably comprise a significant representation of Estonians
positioned in the civil service or governmental sectors. In other words,
the theatre tends to address audiences who hold or aspire to leadership
roles in the making of a futural national identity.
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The examples of productions discussed in these three essays share
more than a deliberate utilization of the rubrics of theatricality. It
seems no coincidence that the reworking of national classics, Estonian
national myths, and ethnic folk songs and ceremonies takes place
concurrently with the representation of new technologies, commodity
capitalism, and diasporic collisions. Embodying precisely the predica-
ment of culture in a country reassessing its past and confronting its
future, the inability of the binary “global/local” to adequately account
for present experience is undeniable. Anneli Saro points to the power
of performativity to both confirm and repeat but also to unsettle
preceding norms and traditions. In fact, sometimes the same series of
signifiers can paradoxically affirm and oppose at the same time, as for
example in the Midsummer Night scene in Jalakas’s second Werewolf.
The contribution of these productions to the process of national
identity construction is perhaps contained in their ability to use the
ludic processes of the theatrical to interrogate the multiple possibilities
and constraints facing the national project of re-imagining Estonian
identity.

Raymond Williams provides one fruitful intellectual avenue for
understanding what is at stake in these theatrical productions.
Convinced of the powerful role of culture in shaping the dominant
mode of production in any given society, Williams theorized the
categories of residual and emergent cultural practices as a way of
accounting for the dynamism of social change. Not merely left-over
from the past, residual practices linger because they are necessary to
make sense of the present, and “will in many cases have had to be
incorporated if the effective dominant culture is to make sense of
those areas” (Williams 1980: 41). Emergent features are likewise not
only the novel expressions of totally new impulses; they are also
always already partially incorporated into the dominant sociality. This
model explains how the past and the glimmers of the future can be
reworked productively in the present without merely serving as
markers of pastness or of futurity. Williams claims that both residual
and emergent practices may be either oppositional or merely
alternative, may exist alongside each other or challenge each other.
Whatever will contribute, over time, to a new social formation will
inevitably be made up ofjust such interpenetrations of past and future.
Looking at the Estonian theatre productions described in these essays
with Williams’ theories in mind, the deconstruction of classical texts,
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myths, and folkloric practices and artifacts can be seen as operations
on materials that need to be reworked and partially incorporated into
an evolving notion of national identity instead of merely being
rejected or destroyed. Indeed, Estonians may need to recall and look
again at earlier versions of themselves (as Werewolf, as Setu peasant,
as “ironic Estonian”) to recognize how far from earlier meanings and
values they have moved, but also to interrogate what is worth keeping
or refashioning in order to remember the past and create a viable
future. Both Epner and Saro point out the way these performances
split or displace the traditional narratives and typical national
characteristics familiar from the Ur-texts. The character of Tiina in the
1998 version of The Werewolfunravels both earlier interpretations of
her figure as either fearful Other to the “blond hair, blue eyes,
modesty and slowness of the [...] typical representatives of the
Estonian nation” (Saro), or as heroic Dionysian individual who suffers
to be free; however it also creates a sense of an alternative, “new, un-
familiar, and cosmopolitan identity of a contemporary Estonian”
(Epner). The narrative of Oskar Luts’s Springtime may have proved
useful to directors Kdiv and Unt because they were able to stimulate
the audience’s desire for “good old friends” while simultaneously
criticizing the basis for these feelings of intimacy. In this case, it is not
only the criticism that is important; it is also important to acknow-
ledge the intimate connection with and comfort of the mythical
romance of the nation’s childhood. A similar complexity of feeling
and apprehension is stimulated in Estonian Games. Wedding. First, the
Setu ethnic group appears to symbolize both self and other — that is,
while in the past Setus have been discriminated against and viewed as
outsiders to the Estonian national body, their folk songs turn out to be
highly valued for being old and original — and representative of
Estonial Second, the bride was portrayed as a stereotypic Estonian
doll-like figure, blond and charming (Saro). This casting ironizes both
the stereotype itself (and its gender construct) as well as any possible
identification between this figure and the “natural” or “original” Setu
people. Thus in the present time of the performance, spectators were
looking at the embodied contradictory role of the Setus as abject and
prized examples of Estonian identity.

Deconstruction and other poststructuralist methodologies have
often been criticized because they depend on a binary structure which
reinscribes the original term while purporting to demolish it. At first
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glance, these Estonian examples seem to exhibit this problem. Philip
Auslénder, paraphrasing Jacques Derrida, describes this deconstruc-

tive procedure:

To attempt an exit and a deconstruction without changing terrain, by repeating
what is implicit in the founding concepts and the original problematic, by
using against the edifice the instruments or stones available in the house [...].
Here one risks ceaselessly confirming, consolidating [...] at an always more
certain depth, that which one allegedly deconstructs. (Auslander 1992: 25)

However, | want to argue a different, almost opposite interpretation of
this procedure, more in keeping with Raymond Williams than with
Derrida. Because the attack on Estonian cultural myths, classical texts,
and folkloric practices is built on the assumption of intimate
knowledge of them, and personal as well as collective itineraries of
memory, experience, and desire, the insights of these performances
are predicated on an ongoing utilization of these cultural materials.
The inadequacy of the old nevertheless becomes the ground of the
insight into something else, something new or different. The ability to
analyze, for example, the condition of internal differences within
Estonia, whether in terms of Russians or Setus, is partially built on the
history of past relationships with both groups and the material changes
that have transformed the self/other perceptions of national conscious-
ness. Similarly, the insights into the nature of the theatre apparatus as
a memory machine and an organ of re-imagining emerge because a
previous knowledge of theatre as a cultural institution is taken for
granted and invoked in order to represent the tremors and fault-lines in
its current socio-cultural operations.

Furthermore, most of the performances stage an encounter with
technology as part of the representation of the new operations of
globalization and postmodern living practices. Yet these do not
function either as a vision of a preferable cultural paradigm or as an
evil threat to indigenous culture. Instead, a complicated interrelation-
ship is figured on the stage. In Estonian Games. Wedding, a series of
tensions between the technology of the screen, the theatre, the singers,
and the wedding ritual on the one hand, and the naturalness or perhaps
better — humanity — of the songs, the actors, the dances, the stage,
on the other hand, make for a dis-ease of knowing where to look, what
to privilege, what to value. This dilemma actually constitutes the
productive “work” of the performance for its viewers and artists.
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Even in an intracultural project such as Estonian Ballads, the clash
of Estonian folkloric ballads and Butoh bodily techniques seems to be
posited not to maintain the mutual estrangement, but to complicate it by
showing traces of each in the other, and furthermore showing bodies
trained in one art form but taking on and expressing another in such a
way that the traditions seemed compatible and productive. Here the goal
seems to be to incorporate something emergent without completely
losing its oppositional possibilities and maintaining something residual
without the result of validating an unreconstructed return to the past
folkloric traditions. The body as a site of competing and simultaneous
signifying practices gives this dance theatre its power. Indeed, as Stan
Gamer has pointed out concerning this phenomena,

embodiedness is subject to modification and transformation, multiple and
varying modes of disclosure, and [...] the forms of ambiguity that characterize
the phenomenal realm represent experience in flux, oscillating within and
between modes of perceptual orientation. (Gamer 1994: 51)4

Once again we find performance a highly suitable medium for
capturing and rendering the ambiguities of experience together with
the transformational possibilities of artistic creation. Ester V&su and
Alo Joosepson point out in their essay that “staging” functions analo-
gically as well as theatrically. | would argue the properties of staging
contribute to making theatre an ideal form for generating the
necessarily dense and fluctuating images of national identity
appropriate to Estonia in the present time.

These essays chart a history of theatrical representation in which
we can see great change in the portrayal of national identities. If the
practice during the Soviet years was to consolidate national opposition
through the “manifestation of repressed national feelings” (Epner), the
period immediately following independence celebrated the new
freedoms by embracing the market economy and dispersing cultural
cohesion. However, by the late 1990s and the early years of the new
century, something else is clearly evolving — characterized by an
inward turning in a global context. In other words, the internal
complexity of Estonian identity as indicated from the examples above
becomes a preoccupation not unlike the focus on preserving national

A further important discussion of a phenomenological model of actors’ modes
of experience can be found in Zarrilli 2004: 353-666.
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identity during the Soviet period — it seems critical that an
examination and reformulation of Estonian identity be pursued. On the
other hand, this inward examination must grapple also with the
relationship between Estonia and the “New Europe”, and between
Estonia and a global cultural matrix in which it is clearly embedded.
So any inward turning must at the same time be coupled with an
outward turn as well — there is a dancing figure here — reaching to
comprehend and represent a world of commodified capitalism and
homogenized culture in relationship to life on the ground, “at home”.
Amidst the deconstructive and ironic representations created through
the performances described in these essays, one non-ironic figure
seems to stand out: in Ain Prosa’s parodic production of Kalevipoeg,
the character of Kalevipoeg himself seems to have been played
without irony, “in a humane manner, freed from both the heroic aura
as well as the belittling reputation of a dim-witted barbarian.
Kivirdhk’s Kalevipoeg was a solemn peasant who experienced the
tragic loneliness of a leader” (Epner).

In the discussions of reception of the various productions, I can feel
my Estonian colleagues’ disappointment that some of the audiences
were small and that discussion and debate about these richly devised
and executed performances did not pursue in depth the socio-cultural
implications of these productions. However, perhaps like Kalevipoeg,
theatre scholars, artists, and other intellectuals have to face the
somewhat lonely task of leading others to explore the issues and
experiences raised in these performances. If we cannot overcome
commercialism and the more shallow claims of global culture, we can
engage in certain residual practices of appreciation and scholarship that
may become intertwined with the newly emergent discourses that will
mark the future. | am delighted and honored to join them in this project.
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HaumnoHanbHble 3HaKN: 3CTOHCKMWA NOEHTUTET U TeaTp

TOT (hakT, 4TO ICTOHWA 3aHATa MEPEOCMbICIEHWEM CBOEro HaLMOHa/b-
HOTO WAEHTMTETA, U3yYyeHMeM TpaguUMiA MPOLWIOro M NMOUCKOM NyTei B
Oyoyllee, fenaeT ee 3aMevaTeflbHbIM O6BLEKTOM 19 WCCNefOBaHUSA
BO3MOXHOCTEN TeaTpaslbHOr0 MCKYCCTBA B PELLEHWU BOMPOCOB, CBA3aH-
HbIX C HaUWOH/IbHbIM WAEHTUTETOM. LIeHHOCTb camMoro TeaTpa Kak
WHCTUTYLIMN — KaTeropus M3MeH4MBas W 3aBUCUT OT PasHbIX Ky/bTyp-
HbIX MPOLECCOB. MCTOpMYECKas poSib 3CTOHCKOrO Teatpa B KavecTse
COKPOBMLLUHMLbI HaUMOHaNbHbIX HappaTvBOB (OCOGEHHO NUTEPATYPHbIX)
npeBpaLLaeT TeaTp B 3HaYMMOe MeCTO, rfe CTa/lKUBalTCA MneyaTHoe
C/IOBO W TEXHONOT WA, MPeLCTaBeHNs “BXUBYIO™” N apXUBHbIE 3anucu.
HacTosllee scce ABNseTca BBeAEHWEM K MOCMefYyHWUM CTaTbiM, B
KOTOpbIX UCCMefyeTcs TO, KaK OCTOHUIO U ee TeaTpasibHYH KynbTypy
MOXHO MOHMMaTb B CBETE WX MCTOPWM, BOCMOMWHaHWIA, COBPEMEHHOMO
onbiTa M OyaywmMx BO3MOXHOCTel. Mges o Tom, 4yTo “TeaTpasibHoe”
M3Ha4YabHO CBSA3aHO C MPUTBOPCTBOM, Y>ke cama Mo cebe faeT mpekpac-
HbIi MaTepuan 415 NepecMoTpa HaLMOHANbHOTO UAEHTUTETA B Mepuopbl
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HeCTabubHOCTN W KPYMHBbIX W3MEHEHWU. Y MNOCTAHOBOK, O KOTOPbIX
NoingeT peyb B AasbHENLLEM, TOYEK COMPUKOCHOBEHMWSI pasyMeeTcs 60/b-
LUe, YeM TOMbKO CO3HATeNbHOE WCMO/b30BaHMe TeaTpasibHoCTW. [lpea-
CTaBNAETCA HecnydaliHbiM, 4TO MepepaboTKa KIAacCMKOB HalyOHa/bHON
nmTepaTypbl, MUMOB 3CTOHCKOM HaLMOHANbHOW KyNnbTypbl, HapoAHbIX
MeceH W LEPEMOHMIA MPONCXOAWNT OAHOBPEMEHHO C MpPEeLCTaBNEHNEM
HOBbIX TEXHOMOTWA, KONAM3WNIA NOTPEOMTENbCKOro  KanuTaimsma U
ONacnopuyeckux KOH(IMKTOB. TeaTp ABMSETCA B&KHON MHCTUTYLWEN
npv NepeoLeHKe HaLuMOHaIbHOTO, OH OTPaXKaeT KYNbTYpHble MPobiemMbl B
CTpaHe, KOTopas MepeoCMbIC/IMBAET CBOE MPOLUIOe W BCTPEYaeTcs o
CBOUM 6ByayLIuM.

Rahvuslikud mérgid: eesti identiteet etenduses

See, et Eesti on hdivatud oma rahvusliku identiteedi Umberdefineerimise
ja minevikutraditsioonide ning tulevikuplrgimuste uurimisega, teeb
temast suureparase uurimisobjekti, mille nditel vaadelda teatri vGimalusi
rahvusliku identiteedi Ule otsustajana. Teatriinstitutsiooni enda vaartusta-
mise muutumine on osa kultuurilistest tasandumisprotsessidest (kas eest-
lased hindavad teatrit ja teatris kdimist ka tulevikus?). Ka eesti teatri
ajalooline roll rahvuslike narratiivide, eriti kirjanduslike, varamuna muu-
dab teatri siinmail tadhenduslikuks kohaks kus pdrkuvad trikisGna ja
tehnoloogia, kehastatud etendused ja arhiivi-esitused.

Kéesolev essee on sissejuhatuseks jargnevatele artiklitele, kus uuri-
takse, kuidas Eestit ja selle teatrikultuuri on v8imalik mdista nende kahe
ajaloo, malestuste, tdnapéevaste kogemuste ning tulevikuvdimaluste
valguses. ldee sellest, et teaterlik/teatripdrane on olemuslikult seotud
teesklusega, pakub juba iseenesest suurepdraseid vdimalusi rahvusliku
identiteedi Ulevaatamiseks ebastabiilsuse ja suurte muutuste perioodil.
Lavastustel, millest jargnevas kolmes artiklis rédgitakse, on muidugi
suurem Uhisosa kui teaterliku/teatripdrase teadlik rakendamine. Naib, et
see pole juhus, et rahvuslike Kirjandusklassikute, eesti rahvuskultuun
mudtide ja etniliste rahvalaulude ning tseremooniate (imberttétamine
leiab siin aset samaaegselt uute tehnoloogiate, tarbimiskapitalismi pingete
ja diasporaaliste kollisoonide esitamisega. Teater on oluline institutsioon
rahvusliku uuesti-tahistamisel, ta kehastab k&ige otsesemas mdttes kul-
tuurilist kimbatust maal, mis hindab Umber oma minevikku ja seisab
vastamisi oma tulevikuga.
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Abstract. National identities are to a great extent based on common mythical
stories (re)produced by literature and arts; in the long run, the core texts of
literature themselves start to function as cultural myths. Performing classical
works theatre relates them to the changing social context and thus actualises
their meaning. Theatrical representations of national characters and mythical
stories participate in reinforcing or redefining national identity. In independent
Estonia of the 1990s-2000s the need for reconsidering national values and
myths that served to consolidate society in the Soviet period, has become
evident. The article focuses on theatrical productions in the turn of the
century, which are based on active rewriting of well-known Estonian classics
(August Kitzberg, Oskar Luts, and the national epic Kalevipoeg). The article
tries to answer two questions: how ingredients of national identity (for
instance, the relation to the Other) are displayed and (de)constructed by
adapting or rewriting of above-mentioned classics; how textual strategies
aimed at semantic transformations are motivated and shaped by the principle
of self-reflexive theatrical play.

Introductory remarks

This article deals with the study of interrelations of national identity,
literary classics, and theatre, as exemplified by some Estonian stage
productions of the 1990s-2000s. Although the building of a national
identity with the help of the arts (including theatre) is a much-exploited
research topic, it has not lost its importance at the beginning of the 21st
century, but, quite the contrary, has gained new actuality because of social
and cultural processes that are shaping contemporary world.
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People, states and nations are nowadays affected by two strong yet
contrasting tendencies: globalization, expressed through economic and
cultural standardization, similarities in lifestyles and more intense
communications, and localization, which conversely stresses local
uniqueness and strives to preserve or reproduce indigenous forms of
culture and living. Their complex, partially paradoxical intertwinings
are deeply influenced by cultural identity (including national identity
as one of its dimensions), and on the other hand these processes place
a great strain on the cultural identity. According to Rien T. Segers, the
localization tendency is based on cultural identity, whereas the globa-
lization tendency is driven mainly by technological and economic
flows; he even speaks about a “cultural turn”, meaning that contem-
porary developments, whether they have a global or a local nature, can
not be understood without taking into account the concept of cultural
identity (Segers 2004: 87).

Discussion about the impact of the current wave of globalization
(which started in the late 1980s (Therbom 2000, as referred in Sevé-
nen 2004a: 17)) is in fact closely linked to the discussion about
postmodemity in the same period. Robert G. Dunn argues that the
fragmentation of symbolic experience in postmodemity, together with
cultural pluralization, lead to the destabilization of identities (Dunn
1998: 222-223). Speaking about the political changes that have taken
place in the late 20th century, the sociologists have, in their turn,
suggested that national identity is the most principal problem of the
newly established post-communist countries (like Estonia): “[...] a
fundamental question oftransitionfor all East Europeans is who are
we?  (Lauristin 1997: 28). Whether we look at the past decades from
the perspective of developments in globalization, postmodemity or
postcommunism, the question of identity becomes the focal point.
There is reason to discuss the problematization or crisis of traditional
identities, accompanied by a need to reconstruct or readjust them. One
way or the other, it is too early to cast the concept of national identity
into the garbage heap of history as something old-fashioned and
superseded in our “global village”.

National identity, one of the most salient layers of the broader
concept of cultural identity, is itself multi-dimensional. It is generally
based on ethnic bonds, articulated in the people’s belief in their
common origin, but can not be reduced to them. According to
Anthony D. Smith, the national identity is composed of a number of
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components: a historic territory (homeland); common myths and
historical memories; a common, mass public culture; common legal
rights and duties for all members; a common economy (Smith 1991:
14). It is evident that the relative importance of those components may
vary across periods and/or nations. Common myths, historical
narratives, traditions, values, beliefs etc. form the symbolic aspect of
the national identity, which has been regarded as the most decisive for
its durability, since it serves as a basis for the individual’s emotional
connection with the nation as a super-individual unity (Smith 1993:
162). Construction of the symbolic aspect of identity occurs to a great
extent via representations produced by the arts. It has been noted that
the creation of national myths by the arts has been exceptionally
important in case of nations lacking political independence (Sevénen
2004b: 38); meaning that the relative weakness of one component is
compensated with the (over)production of a cultural (symbolic)
“generator”. Estonia belongs amongst such nations; its national
awakening took place in the second half of the 19th century, an
independent nation was declared in 1918, only to be abolished again
in 1940 by the Soviet occupation. The cornerstone of the Estonian
national identity has generally been considered the Estonian culture,
especially literature (see Veidemann 2004: 110). The less politic and
economic freedom, the greater the need for unifying cultural events —
a claim supported by an unusually high prestige of the arts in the
Estonian society, as well as the high nationalistic coding of theatre
productions during the 19th century, during the dominion of German
landlords as well as during the Soviet regime.

Let us resume: national identity as a part of cultural identity is not
something primordial and inherent in the human nature, but is
constructed during a process of socialization; representations of
(idealized) national narratives and myths by the arts are of vital
importance for producing and maintaining it. The means, options and
the ways of operating vary to a great extent both on a historical as well
as (artistic) morphological scale.

Literature and theatre

As was pointed out, literature has been considered the central factor in
building up the Estonian identity, and it has been noted that the
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foremost goal of Estonian literature has been the production and
reproduction of national and cultural identity, which in the 20th
century is supplemented with attempts at creating the Estonian world
literature (Undusk 1999: 249). One of the reasons is that literature is a
language-based art — the Estonian language, not the geographical
Estonia is regarded as the space of Estonian literature (Undusk 1999:
250) —, and the national language is the most important and sensitive
component of the identity of a small nation. Secondly, the formation
of a nation is to a great extent dependent upon the creation of a
national narrative, partly composed by the works belonging to the
literary classics (canon), that articulate national mentality or character,
based on the collective self-image, as well as values and ideals
regarded as characteristically national (concerning the relationship of
literary canon and national identity, see Annus 2000). The figurative
concept of a core or root text is used in Estonian literary criticism;
such texts bring forth collective characteristics, desires and fears of the
nation and form the “energetic field” of patriotic feelings (Veidemann
2003: 891). “Core” texts carry essential national myths through ages
and, in their turn, in time they themselves begin to function as myths,
becoming a part of the body of fictional stories the national self-
consciousness is resting upon. Examples of works, functioning as such
myths, include the national epic Kalevipoeg, written by Fr. R
Kreutzwald (1853-1862), the drama The Werewolf{1912) by August
Kitzberg, Springtime (1912-1913) together with its sequels by Oskar
Luts, the novel Truth and Justice 1-V (1926-1933) by Anton Hansen
Tammsaare,1 poetry by Lydia Koidula, Juhan Liiv, etc. In addition,
the treasury of common myths comprises mythologized biographies of
writers such as Kristjan Jaak Peterson (the first Estonian poet who
died very young), Lydia Koidula (a romantic poetess, the personi-
fication of Estonian patriotism, who died abroad), Juhan Liiv (the
original Estonian “mad genius”), etc.

But what is the role of theatre in the creation of Estonian identity?
The Estonian national theatre emerged during the 19th century (in
1870), led by the poetess Lydia Koidula. Theatre as an art form, i.e. a
system of stage conventions and practices, did not stem from national
culture (although theatrical games of singing and national traditions
are not absent from the Estonian folklore), but was borrowed from the
(Baltic) German culture. The role of the theatre, which had turned

1 English translations: Kreutzwald 1982; Kitzberg 1979; Luts 1983.
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professional in early 20th century, sprung from the European cultural
system of the 19th century: the theatre is an institution of art for the
purpose of performing and interpreting literary works. Initially, the
Estonian theatre was untouched by the emancipatory movement of
Western theatre taking place under the banner of a (re)theatralization.
Supported mainly by the productions of original literary works, theatre
has performed the task of producing national self-consciousness,
working as a cultural amplifier of literary texts.

Attention should be paid to the specific manner of influence of the
theatre art. First, the production and reception of theatrical perfor-
mances is collective in nature. Due to this collective nature (some-
times even akin to a congregation), they have a strong emotional field
of impact; theatre is a medium capable of amplifying the social field
of influence of the otherwise “solitarily” received literary texts.
Second, theatre is an institutional art. Loren Kruger has emphasized
the character of theatre as a legitimate public sphere, and as a
consequence, the appropriate site for nation building; it is not only a
place, but also an occasion for the articulation of national prestige
(Kruger 1992: 6-11). Of course, experimental performances of
alternative theatres can form a part of the discourse of national identity
as well as representative performances in big state theatres. Partici-
pation in a theatrical event can also be considered as a social ritual,
where belief in a particular ethical-moral worldview is reinforced, and
certain common myths are repeated (Paavolainen 1992: 15).2

The interrelation of theatre and literature in culture can also be
described in terms of memory. According to Juri Lotman, culture is a
collective intellect and a collective memory, a trans-personal mecha-
nism for storing and exchanging texts, as well as for creation of new
texts. The cultural space can indeed be outlined in terms of common
memory. In the memory of the arts, which is of a creative type, the
“forgetting” and “remembering” of pre-existing texts is taking place in
a pulsating rhythm, the texts sometimes become actualized, sometimes
fade (Lotman 1992: 200-201). This of course does not take place
automatically. The theatre, bringing past works into the limelight —

In his research, Paavolainen brings out two myths important to the Finnish
public of the 1960s: the myth of a united nation and the myth of a strong woman
in control of her destiny. They are both carried by classic texts (Aleksis Kivi’s
Seven Brothers, Hella Wuolijoki’s Niskamée-series) and both are clearly suppor-
tive of identities (both national and gender).
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into the cultural consciousness of new generations — is for literature
one of the mechanisms for “remembering”, evaluation and re-evalua-
tion. Staging as an intersemiotic translation of a literary text is also an
active creation of relationships between the past texts and the
temporally alternating social and ideological contexts of both the
creators and the recipients of the stage production. Theatre (re)con-
textualizes literary texts, whereby the tradition of interpretation of the
classic work and its author are part of the makeup the context, with
which the new staging will inevitably form a dialogue. By updating
the classics and activating new layers of meaning, theatre both
preserves and renews the spiritual connection of the people with the
legacy of the past.

When talking about theatre, its ephemeral and transient nature is
often stressed (theatre is “written on sand”), yet on the other hand
repetition and the tendency to recycle stories, characters, design
elements etc. is also inherent to it. This side of theatre is pointed out by
Marvin Carlson, who calls theatre a memory-machine and a repository
of cultural memory — however, subject to continual modification as the
memory is recalled in new circumstances (Carlson 2001: 2). Due to the
close relationships between theatre and memory, national myths and
historical stories utilize theatre to represent, reinscribe, and reinforce the
nation as a cultural construction (Carlson 2001: 3).

The relation of theatre with literary classics is not limited to
amplification and/or memory operations that suggest the primacy of
conserving functions. Rather, stage productions balance between the
two opposing attitudes: sometimes they insist on the present-day
resonance of the classics, sometimes on their everlasting significance.
Below, we examine how Estonian stage directors have treated
Estonian classics at the turn of the 20th century.

Stage production of The Werewolfby August Kitzberg

During the Soviet period the Estonian theatre largely operated as a
memory machine and a medium for manifestation of repressed
national feelings. In the stage productions of the literary classics of the
1970s to 1980s the emphasis laid on the everlasting and the
archetypal, articulated in criticism through the image of renewing
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contacts with national roots. This purpose was also served by some
rewritings of classical texts aimed at purifying and intensifying their
very core by means of a powerful ritualistic theatrical language, for
example We Are Lookingfor Vargamae based on Tammsaare’s Truth
and Justice (1976, directed by Kaarin Raid) or A Peoples War based
on historical novels by Eduard Vilde (1981, directed by Jaan
Tooming); characteristically they combined work-based themes with
folklore. Although during the Soviet era stage productions of classics
in an ironic key were also put on stage (e.g., by Mati Unt), these,
nevertheless, were rather exceptional. One has to agree with Piret
Kruuspere: typical of the 1980s was a unidimensional national pathos,
replaced by a more ambiguous point of view in the next decade
(Kruuspere 2000: 188).

The break in the Estonian political and economic system in the
early 1990s coincided with rather sharp changes in the spiritual
atmosphere — the shift to the post-modern lifestyle and worldview.
The situation in general was quite contradictory: the fight for
independence boosted nationalism, yet at the same time in literature,
for example, myths were deconstructed rather than created. As usual,
theatre was more conservative compared to other forms of art;
moreover so since the theatrical system remained principally the same.
Upholding an extensive network of state-subsidized repertory theatres
under the circumstances of the market economy (no state theatres
were shut down) has even been called the “third way” of Estonia in
the field of culture. The paradigm shifts mainly started to take place
during the second half of the 1990s. The need for the double-coding of
nationality, characteristic of the Soviet period, disappeared; the natio-
nal self-consciousness ceased to consolidate the rapidly stratifying and
unstable society of the so-called transition period. Thus, theatre lost its
former role as a place of consolidation and had to reformulate its
relationship with audiences. The market economy and the diversi-
fication of cultural consumption promoted more commercial produc-
tions. On the other hand, the need for reconsideration of national
values from the present-day perspective has become a new challenge
for the theatre.

The Estonian theatre of the 1990s has been reproached for
avoiding the topics of social and political problems. In contrast, the
national past is reinterpreted in a number of productions of both
Estonian classics and original contemporary dramas, rewriting
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significant national myths. There are, of course, many traditional
productions merely reproducing familiar stories and characters (e.g.
the very popular open-air production of Truth and Justice | by A. H.
Tammsaare (1997), performed at the writer’s home farm, largely
perceived as an “authentic” environment of the novel). However,
besides these there are also productions the aim of which is a self-
reflexive and critical dialogue with the national past. Among the most
intriguing ones there are some rewritings of the “core” texts that
perform a kind of deep ploughing on the field of national identity.

August Kitzberg’s The Werewolf (1912) originates from the
“golden era” of Estonian drama of the early decades of the 20th
century. It is the most often produced Estonian play: approximately 40
stagings in professional Estonian theatres, as well as two screenings
(one of them shot by exile Estonians living in the USA), and a ballet
by Lydia Auster called Tiina. The story of the play takes place during
the time of serfdom (19th century). The conflict between a young girl
Tiina, aspiring for love and freedom, and the conservative village
people (family of Tammaru) is motivated by her “foreign blood”:
different descent (Tiina’s ancestors were free chiefs of people, her
mother has been put to death as a witch), different appearance and
temperament (a black-haired and hot-blooded girl versus the fair-
haired and sluggish village people). Her otherness is emphasized by
associations with wild nature, as opposed to human culture. As a
consequence of a love intrigue she is publicly accused of being a
werewolf and expelled from the village society; she stays living in the
forest among the wolves. The play ends with Tiina’s tragic death,
struck by a bullet intended for a wolf. Kitzberg uses folklore in
abundance: folk songs and games, chants, a scene during a Mid-
summer’s Eve, which is one of the most important Estonian holidays,
as well as the folk faith concerning werewolves.

The Werewolffunctioned as a text constituting a national myth by
presenting traditional culture and looking back to the ancient slavery.
The impressive display of the people’s mental life and of the ancient
history was credited in synchronous criticism. The historic-ethno-
graphic layer was probably one of the reasons why The Werewolfwas
chosen to represent the recently incorporated Estonia in the Moscow
art decade of the Soviet Union, which was supposed to take place in
1941. Identity formation is more deeply affected by the grand opposi-
tion of Tiina and the Tammaru family, in which the idea of a personal
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freedom collides with the primeval wisdom demanding self-sacrifice
for the survival of the people. This antagonism expresses the tragic
dilemma of the Estonians, who have been living under the yoke of
foreign powers for centuries: the burden and price of the preservation
of the people, the inevitability and danger of the self-preservation
programme (see Lauristin 1987: 51-52). Tiina performs the role of the
exceptional and the alien, upon which the ideology of self-preser-
vation leans. However, an alternative interpretation is also present in
literary criticism, according to which it is the passionate Tiina who
represents the primeval Estonian archetype, whose dionysian vitality
cannot be extinguished by the imposed Christian worldview (Valge-
mae 1990: 38). The Soviet-era stage productions of The Werewolf
were concerned with the aforementioned dilemma, sometimes
emphasizing the idea of freedom, sometimes the endurance.

In the 1990s, The Werewolf was staged twice in the Von Krahl
Theatre, which has an avant-garde alternative theatre reputation, on
both occasions by the leader of the theatre, Peeter Jalakas. Von Krahl,
the first private theatre of the newly independent Estonia, was
established in 1992 and its inaugural play was The Werewolf Picking
a classic core text was a symbolic gesture, which however did not
manifest a continuing tradition but instead a desire to demolish
cultural myths. The stage director was interested in unlocking the
functional mechanics of cultural cliches. The Werewolfwas used as a
source for stereotypical situations, which the company of non-pro-
fessional actors played in a comical-parodying key, accompanied by
the stage director’s commentaries played from tape. For the second
time, Jalakas turned to Kitzberg’s drama in 1998. As a matter of fact,
it was The Werewolfbased on Kitzberg, compiled by Jalakas himself
and Margus Kasterpalu. Their basic strategy was to frame Kitzberg’s
story by means of the theatre-within-theatre technique: present-day
actors just rehearse The Werewolfand discuss the play, as well as the
situation and functions of the Estonian theatre in general. The
production was defined as an experiment, and its main goal was
clearly worded at the beginning of the performance: theatrical investi-
gation of the validity of play’s values and problems in today’s society.
The questions directing the production were specified in more detail in
the programme; several of them concerned identity formation, for
example: Why should the world care about Estonia? Why should
Estonia care about the world? Are Estonians turning into Russians?
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Are Russians turning into Estonians? Does a border separate or unite?
Etc.

In the course of the rehearsal on the stage, the actors tested different
interpretative models, such as the realistic-psychological, the national-
romantic, the ritualistic, and finally rejected all of them as inappropriate
from the contemporary perspective. The actress playing Tiina (Liina
Vahtrik) showed up to the rehearsals later, as someone from outside just
like her character, but her singularity was not insisted upon (externally
she did not differ from the rest), so that her threatening and alien
character was dependent upon psychological motivation, which the
actors however could not find. The theatre-within-theatre technique was
supplemented with a fragmented stage and stage activities, by which
The Werewolf as a myth was split; its elements were inserted into
multiple new contexts and related with metatextual commentary, both
visual and verbal. First, a man called August (an allusion to August
Kitzberg; played by Raivo E. Tamm) was sitting on a little platform
above the stage (suggesting author’s supremacy over the work). He read
out Kitzberg’s stage directions, some passages from the prose on the
theme of werewolf by another writer, August Gailit, and quoted critical
interpretations with regard to the play. Secondly, new technological
media were used: the stage was fragmented with video and tele-screens,
where different images and episodes were seen in parallel with the main
stage activity. A large video screen at the back of the stage was
reminiscent of a window, from which scenes of contemporary social
reality could be seen: a populous city street, weird wolf-shaped figures,
who were later identified as the outcasts of contemporary society, etc.
The most significant image on the big video-screen was of a man
walking through various landscapes and winding a string on a reel; at
the end he was identified as a collector of frontiers (perhaps referring to
the (future) Europe without frontiers). There was also a large television
set on stage, in which an “investigation” of a slaughter of a foal was
presented in the form of a parodic TV report — the leitmotif of the
tragedy was drowned in a mass mysticism characteristic of a mass
culture, so that it lost all credibility. On both the visual as well as the
verbal level the opposition of human — wolf was elaborated (often in
an ironic key), which was often analogous with the opposition own —
alien.

One of Jalakas’s favourite techniques is a simultaneous combi-
nation of culturally, stylistically and ideologically different theatre
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signs, which support and/or cancel each other out. For example, in the
Midsummer Eve scene, the actors jumped over a small television set
placed on the floor, in which a bonfire was shown, and at the same
time scenes from the movie The Werewolf by exile Estonians were
shown on the big TV screen: modem theatrical play clashed with a
rather naive-romantic film with its primitive ethnographism (disso-
nant, in its turn, with English subtitles). After that, a no less than
fourfold combination was displayed: August’s hysterically nationalist
speech about the need to drive away the Russians (and to bum Tiina),
in order to protect our blue-eyed race; a nationally emblematic man
with a shepherd’s horn on the centre stage; a seduction scene between
Tiina and Margus carried out with wolf-like movements on the apron;
everything accompanied by the music of Rammstein. The theatre-
within-theatre technique allowed the free fusion of elements of
traditional, high and pop culture. The musical design was effectively
eclectic: from Tchaikovsky’s First piano concerto through national-
romantic songs to Rammstein. Such combinations revealed an
antagonism between the modem and the mythical in the discourse of
cultural and national identity.

Staging strategies and the fragmented stage enabled to split The
Werewolfas a national myth, to explore its components by means of
recontextualization and relating with metatexts — and to abandon it.
First and foremost, the inadequacy of the sharp opposition between
“us” and the “other” (with a special allusion to the relationship
between Estonians and Russians) in modem society was emphasized.
At the end of the performance the actors turned to the author (August),
refusing to accept and perform the tragic conclusion of the play. The
characters have become empty signs without any meaning, they say.
So the classical story remained unfinished, the initial question was
answered in the negative. The production can be viewed as a gesture
of denial of a fossilized nationalism, and of an ideologized image of
the Other as an enemy. At the same time, as a critic has remarked, it
manifested a new, unfamiliar, and cosmopolite identity of a contem-
porary Estonian (Kruus 1998). However, the production did not
initiate a wider discussion about identity, and the interest of the critics
was focussed on the use of technological media. As a small hall
production only played during a single season, it did not accumulate a
lot of audience.
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Two theatrical interpretations
of the work of Oskar Luts

Oskar Luts’s novel Springtime, dating from the same period as The
Werewolf (published in two parts in 1912-1913) portrays the life of
schoolchildren — the beauty and pain of the first love, funny pranks,
conflicts with German cadets, and so forth. Springtime, together with
its sequels concerned with the further life of the same characters
(Summer (1918-1919), Tootss Wedding (1921), Weekday (1924),
Autumn (1938)) play a central role in the cultural consciousness of
Estonians, primarily due to the colourful characters, who rapidly
became well known to everyone. This was encouraged by numerous
dramatizations, staged from 1930s onwards. Stagings of Oskar Luts
belong to the core of Estonian theatre classics and have usually been
very popular. (For example, from 1955-1965, three dramatizations of
Oskar Luts led the attendance rankings (Tootss Wedding, Springtime
and Summer) and the top ten included two more (Kask 1987: 465).) In
addition to theatrical productions, there are also screenings, TV
productions and Ulo Vinter’s comic ballet Springtime.

Springtime has become a sort of a mythologeme of national dis-
course, referring to the “golden past”, to the childhood of a nation, and
to archetypal Estonians. A director Voldemar Panso, who staged
Springtime in 1969, drew parallels with Seven Brothers by Aleksis
Kivi: for him, the primordial soul of the Estonian nation finds its
expression in Springtime, just as that of Finnish people is found in
Seven Brothers (Panso 1969). The above-mentioned cycle by Luts has
also been called a grand myth of the seasons, and an Estonian national
allegory of the dance of life (Undusk 1994a). Luts has been
considered as the Estonian national writer par excellence, who is
loved by all Estonians, but hard to translate and hard to understand
outside of the national cultural space. As a writer and a director Mati
Unt has said: “Every nation has secret writers of its own, who grasp
its originality with a particularly intimate authenticity” (Unt 1993:
91). The expectations of the theatre audiences have been led by the
desire to meet “good old friends” from the pages of the books, to see
familiar humorous stories, or to borrow the words of a critic: “J1 has
become so intimate to the people that a change would bother”
(Rosenvald 1984).



Redefining national identity by playing with classics 391

However, at the second half of the 1990s, two strongly altered
versions were staged: Winter by Madis Kdiv (1996, Vanemuine
theatre, directed by Raivo Adlas) and Tonight We Play Ducks and
Drakes by Mati Unt (1998, Estonian Drama Theatre, directed by Unt
himself); the title of the latter makes a pun on the name of Luts (to
play ducks and drakes = to play ‘luts’)3. The creative impulse behind
both productions seems to be the unique intimacy shared by the
authors. Madis Kaiv considers Luts to be a constitutively relevant
writer for Estonians; perhaps Estonians have shaped themselves
according to Luts’s characters, he smirked at a literary gathering. For
Unt, Luts forms a part of his self-myth: they are united through the
same childhood landscapes and being melancholic.

Winter and Tonight... are so-called “derived plays” {pieces
derivees, Tadeusz Kowzan), of which one domain is constituted by the
rewriting of well-known classical texts. The concept of rewriting
covers different far-reaching thematical and diegetic transformations,
resulting in texts that stand in a complicated inter- and metatextual
relationship with the primary texts and sometimes tend to function as
an autonomous work. Matei Calinescu has pointed to post-modern
sensitivity to the phenomena of textual transformations or rewriting,
although it is by no means a monopoly of the post-modems (Calinescu
1997: 247-248); in Estonian theatre this practice dates back to the
modernist theatrical renewal in the late 1960s.

Winter is, as its title indicates, a continuation and the finale of

Luts’s cycle, following A utum nKaiv inscribes the characters, these
representative Estonians, into the period of the Soviet occupation and
Stalinist repression of the 1940s. Winter, together with the imagery of
snow and blizzard refers both to the death-phase of the cycle of the
seasons and to the Stalinist period of history prior to the so-called
“thaw”, i.e. to the ruin of the good old times of national past, which in
its turn are symbolized by “the spring” and “the summer” — from
these Luts’s works, extensive passages are quoted. Under the pressure
of history, the national myth of the “golden past” (or the *“old-time
tale”, as is said in Koiv’s text) breaks up. The stick-together

Unt has also written and directed a short play after Luts People in the Sauna
(1999) and published his works on Luts’s motifs as a collection titled Huntluts
[Wolf-Burbot] (1999).

Actually the title can be interpreted also as an allusion to the central character,
whose name is Amo Tali (tali = winter).
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community of the schoolchildren splits along different tracks of the
historical destiny of Estonians: some of them become “forest
brothers”, desperately fighting against the Soviet rule (the prankster
Toots), or deportees and refugees, some others become communist
potentates or collaborators (Visak, who is an illegitimate child), and
some try to creep into hiding in order to survive (Amo Tali). The
characters on the stage seemed old, exhausted and tattered, being in
sharp contrast with the original types in Oskar Luts’s story. Similarly
to The Werewolf, the writer (Oskar Luts, played by Ants Ander)
himself was one of the characters — but as an author who has lost
control over the world he has created, and forced to obey communist
rulers (or — supremacy of the history?) himself.

The world of Winter undergoes rapid metamorphoses on account
of alternation and blending of different layers of fictional time — that
of the Springtime and the Summer and that of the 1940s. In some
episodes this overlapping produced grotesque contamination. For
example, the chrestomathic scene about Kiir’s lost boot-buttons was
presented in the form of a KGB interrogation: the schoolboys were
threatened with deportation, Toots’s fire hook turned out to be a rifle
and cartridges were found instead of boot-buttons. The author, Oskar
Luts, was forced to act as a transcript writer. The funny images of old
times were crossed with mde violence of historical processes, and
Luts’s gentle humour was mixed with harsh Stalinist rhetoric, even on
the level of sentences — for example, the parish clerk (a KGB agent
in the reality of the 1940s) said to the students: ‘Tom better learn
[Bible] verses and slogans\”

The temporally complex stage activity can also be interpreted as
mental images or dreams of Amo Tali (Aivar Tommingas), in which
the pressures of a collective subconscious find their expression. The
subjectivity of temporal cognition was indicated by lighting design,
alternating from all-encompassing darkness to full bright in images of
the past. The people were portrayed not only as the victims of history,
but collective guilt and fear was also illuminated. The splitting of the
cast into two hostile camps was derived from the “golden past” itself:
the boy who was bullied in Springtime became a Soviet militia in
Winter, the son of a wealthy farmer became a well-groomed old
gentleman in an American manner, i.e. a successful exile. The Amo of
Winter wanted to take the blame for the etemal class struggle upon
himself, to redeem the people from punishment. (The “translation” of
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causal processes into ethical categories of guilt and punishment is a
recurring theme in Koiv’s work.) When the hope for a possible
individual responsibility failed, he too, similarly to the characters of
The Werewolf turned to the author, and demanded him to be “taken
back”, as if he had never existed. Oskar Luts, as presented by Kaiv, is
an author without power, who cannot change the past: “[...] which
was, has been and is inevitable.”

History (or the course of time) was denoted by several theatrical
images: the snowdrift into which Arno was sinking (reminiscent of
Happy Days by Beckett); the wind, flying banners and pictures of
statesmen, etc. The monstrous, grotesque monument built of school-
desks with characters’ faces appearing in its openings was the most
impressive one, both evoking and concealing memories. It impres-
sively visualized the metamorphoses of the myth of a national
childhood under the impact of a historical experience of violence, and
also functioned as an image of the work Springtime itself, which has
become a sort of “cultural monument”.

One of the main themes of this adaptation was memory —
individual, collective, and cultural. In the world of the play (that of the
1940s) it is dangerous to remember and to recognize each other —
during an interrogation, this would mean betrayal. The past has to be
forgotten. The production spoke of an outrageous abolition of
memory, ensuring the continuity of identity. In opposition to Luts’s
work, Winter began to manifest rupture, cleavage, and difference, both
in the (historical) time and (social) space of Estonian nationalism. As
for the reception, Winter provoked some perplexity, even indignation
among the spectators. Already the open dress rehearsal caused
polemics: is Springtime a proper basis for treating political issues and
collective guilt of Estonians (Kaija 1996). One protested against the
demolition of a beloved myth. The audiences remained pretty small —
about 3400 spectators.

Mati Unt’s productions of national classics have been charac-
terized as sceptical “studies of the Estonian archetype” and the
cultivation of a self-ironic view of a small nation’s complexes
(Kruuspere 2000: 193). Tonight We Play Ducks and Drakes is a
comprehensive collage of about 25 works by Oskar Luts, as well as of
documentary materials concerning the writer’s biography and the
reception of his works among critics. The so-called seasons-cycle
constitutes the main line of the composition. The production’s
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aesthetics were based on unconcealed playfulness and meta-theatri-
cality: the fictional world was defined as a stage, where the actors
perform situations originating from Luts’s work. Initially, they were
dressed in plain peasant tunics, later to be replaced with fashionable
apparel. The stage design was laconic and functional, scenes were
marked with scant items. The non-illusionist stage space was
contrasted by scenes from the proto-landscapes for Springtime (Pala-
muse, Vooremaa), as a sign of “authenticity”, projected onto a screen
located at the back wall. The stage, divided into zones capable of
smooth changes in meaning, would come to indicate the entire lived
world of Estonians. The fictional time was just as all-inclusive. All of
the layers of time — narrative, psychological, and theatrical —
behaved similarly, bringing forth repetitions and variations.

Similar to Kdiv, Unt too opened Luts’s fictional world to the
history but unlike K&iv he accentuated historical recurrence, not
rupture. History repeats itself: the crucial historical events of the 20th
century fused into each other, and were performed as a series of
variations on the basic conditions of the life of Estonians. With the
help of a playful manipulation of time and space and pattern of
repetitions, the overall history of the Estonian people in the 20th
century — that of unending fight for independence, wars and
subsequent rebuilding — was displayed in a slightly ironic manner.
The mythical “golden past” of Estonians, too, broadened on account
of the history. For instance, Luts’s “old Russian time” was transferred
onstage to refer both to the czarism and to the Soviet era; in this
manner, the concept of the *“golden past” itself as an object of
permanent nostalgic yearning was highlighted. The purpose of the
production’s treatment of time and space was not a reiteration of a
historical myth, but its mythical nature, i.e. the disclosure of the
mechanisms constructing the myth.

A similar fusion could be observed in characters: stage figures
were synthesized from several different characters from Luts’s works,
and often associated by means of intertextual techniques with different
cultural texts. The premise was to define the environment of existence
of the characters as a stage: “[...] the characters are neither lived nor
historical but are unfortunately real on the stage” (Unt 1999: 179).
For example, Imesson “included” Imelik and Ténisson from Spring-
time', the latter’s patriotic hatred towards the Germans were
emphasized by quotations from Eduard Bomhdohe’s historic novel The
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Avenger, the protagonist of which is a symbolic figure of the national
fight for freedom. Luts’s comical Kiir was alternately quoting Hamlet
and the amorous Bottom from A Midsummer Nights Dream. By
fusing different characters, Unt reinforced their psychological do-
minants, so that they could be perceived as representations of national
archetypes (or basic psychological types) on an international back-
ground. However, the actors were playing Luts’s characters in an
untraditional manner, sometimes even in direct contradiction with
expectations: the feeble redhead Kiir (Taavi Eelmaa) was a stout and
sturdy man of action, the melancholy dreamer Arno (Mait Malmsten)
was played with a certain ironic distance, etc. The psychological
summary of Estonians was in an uncanny displacement with Luts’s
“good old acquaintances”, empathic identification was also hindered
by a theatrically overblown manner of acting.

Similarly to Kéiv and Jalakas, Unt introduced the character of the
author — Oskar Luts (Andrus Vaarik). The author was accompanied
by his biography (inscribed into the text based on his diaries and other
documentation), on account of which the fictional time embraced the
Stalinist period from 1940s to 1950s; the campaign for uncovering
“formalists” of that time as well as the fate of Luts’s writer colleagues
was incorporated through textual references. The Author in Unt’s
stage production was not primarily a commentator, but communicated
actively with the other stage characters, sometimes from the author’s
(or rather, from the director’s) position, and sometimes acted as a
spectator, giving meaning of theatre-within-theatre to the scene.

From the viewpoint of identity formation one of the most
intriguing supplements by Unt were two characters, acting in couple:
the Russian Bolotov (Aleksander Eelmaa) and the German Sumpfen-
tropf (Sulev Teppart). These were explicitly marked characters who
embodied both the political forces that have determined the fate of
Estonia (attention should be paid to the similarity of the names to
those of Molotov and Ribbentrop, who contracted the infamous secret
protocol) and cultural mentalities that have influenced Estonian
culture. Their speech was full of cultural cliches; when one called in
German Lebensraum!, the other replied in Russian Derzhaval, one —
Angst! Weltschmerz!, the other — Toska! Krassotaa spasayet mir!,
one advocated Pushkin, the other Goethe, etc. Their thematic function
was to perform the role of bog bogeys (from Luts's short story Bog;
their names also have the bog-stem). From an ideological perspective
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they appeared as aliens engraved into the collective subconscious
(“the bog”) of Estonians, who are fought but never disposed of. So the
archetypal Other built into the mental space of a nation was made
visible by theatrical means.

Unt’s rewriting also thematized the status of Luts’s works as
classics: with fragments of criticism and the actors' memoirs inserted
into the dialogue, which caused the “memory” of the text to emerge,
or by performing some of the most famous phrases with an emphasis
on demonstrating masterful acting, so that they sounded like quota-
tions.

The reception of the stage production was quite controversial. It
was well received by the critics, but attracted little audience, quite
similar to Winter (less than 20 performances, about 3400 spectators),
while the most popular production of Luts’s work in the 1990s (The
Backyard) gathered 21,000 spectators.5 The audiences seemed to
prefer safe and familiar interpretations of classics.

Kalevipoeg by Andrus Kivirahk

With such a background in mind, the success of young writer Andrus
Kivirdhk’s comedies paraphrasing national myths during the recent
seasons is somewhat surprising. One of them, Kalevipoeg, was per-
formed as an open-air production (2003, directed by Ain Prosa).
Kivirdhk’s play is a parodic travesty of the Estonian national epic,
compiled by Friedrich Reinhold Kreutzwald in the middle of the 19th
century, and regarded as the national creative text, and ideological
axis of the Estonian national spirit (Undusk 1994b: 148), even as a
sacral text of Estonian literary culture (Veidemann 2003: 891). The
cultural context of the stage production could have supported a
sanctifying interpretation: 2003, the year in which two hundred years
had passed since the birth of the creator of the epic, was declared
Kreutzwald’s Year, and the playing location was a landscape (Neeruti
Sadulamégi), where, according to a folk legend, lie the furrows
ploughed by Kalevipoeg. It is noteworthy that the Estonian political
elite, including the President and the Prime Minister attended the

5 For comparison: the most successful stage production of the 1955-1965
period (Tootss Wedding) gathered 136,000 spectators.
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performances of Kalevipoeg. Yet the production counteracted the
sacral context, operating more like a blasphemous counter-balance to
an event organized the very same spring on the ancient Vallimdgi in
Rakvere, where approximately 80 volunteers (including the actors and
actresses of the Theatre of Rakvere) recited the full text of Kalevipoeg
during a 14 hour time span. The ritual recital, striving for a resuscita-
tion of the epic in the collective memory, was contrasted by the bitter
parody of the production. Parody, according to Linda Hutcheon, is a
perfect post-modern genre, for it simultaneously incorporates and
challenges its object (Hutcheon 1988: 11). The parodic stage pro-
duction actualised the story of Kalevipoeg (extremely rarely per-
formed in the Estonian drama theatre), but decisively redefined its
characters and the motivation of events. On the stage, Kalevipoeg, the
mythic king of Estonians, was not a powerful giant but an entirely
ordinary young man of small height (played by Anti Reinthal),
distinguished only by a sense of honour and responsibility. With the
help of additional episodes originating from Kreutzwald’s story
Kilplased (an adaptation from the German folk book Schildbiirger)
common Estonians were depicted as being a fool-proud nation; the
spirit of resistance of the nation degenerated into envious cursing and
contempt for the rulers. The roles of the three men, representative of
common people, were performed with coarse comic. Some heroic
deeds of Kalevipoeg that have a rather negative impact, such as the
killing of the son of a Finnish blacksmith, turned out to be the
exaggerations of people’s spiteful gossip. Some others, such as the
defeat of the Devil, were resolved through purely theatrical tricks: the
gigantic Devil, played by two actors inside the same costume, literally
broke into pieces, when one of the actors dropped down from the
other’s shoulders. The prophetic closing lines of the epic (Kalevipoeg
will return, to bring happiness to his children) were lies invented by
the corpse-trading Hedgehog. The generative mechanisms of heroic
tales were revealed, and meaning hence abolished; the production
demonstrated in a comical manner the constructed nature of the
national myths and demythologized them by shifting the viewpoint. In
fact, two different demythologizing operations were executed. On the
one hand, popular wisdom, expressed in utterances such as live simply
and quietly and we are little people was mocked, and Estonians were
cast in a poor light. On the other hand, the mythic Kalevipoeg was
conveyed in a humane manner, freed from both the heroic aura as well
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as the belittling reputation of a dim-witted barbarian. Kivirdhk’s
Kalevipoeg was a solemn peasant who experienced the tragic
loneliness of a leader.

The problems of identity and the criticism of Estonian democracy
in the stage production were pointed out in critical reviews, however a
meta-theatrical level started to dominate: Kalevipoeg as a self-parody
of a rag-tag summer theatre. For this purpose, Tuuslar (Andrus Vaa-
rik) from the epic was turned into an aggressive entertainer who
constantly tried to instigate both the actors and the spectators to play
and merrymaking. The theatricality of the staging was emphasized by
scenography (a small revolving stage amidst nature) and Kkitsch
costumes. A small walk to the staging place preceding the
performance, called a national expedition, during which the spectators
could participate in folk games, sing folk songs and purchase Estonian
handicraft products, showcased the rather ambivalent connection of
nationality with commercial interests. Kalevipoeg was one of the most
successful summer theatre productions in 2003 — about 12 000
people watched the 15 performances — and as such it was more a
social than an art event.

Concluding remarks. Play

The stage productions covered in this article are based on rewritings of
core texts constructing the national identity. In the transitional society
of Estonia in the 1990s, in which adaptations with an individualist
mentality and the conditions of a market economy are taking place,
the traditional national identity no longer has the power to unite
people and to offer security. Some theatre practitioners have attempted
to give new life to national myths with the help of their reproduction
to big audiences, in order to make them experience national unity.
Some others, presuming that theatre must reflect today’s unstable
world and fragmentation of identities, prefer to de- and reconstruct the
traditional contents of identity.

Identity is constructed through relations with the alien/other. In this
connection the reinterpretation of the sharp opposition between us vs.
the strangers in terms of acceptance of the other and the different
should be considered as being especially important (The Werewolf,
Tonight...). It also concerns the relations inside the Estonian com-
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munity, considered not as a monolithic national body but as including
inner discrepancies and differences (Winter, etc). National narrative
includes an imbedded *“golden past”, the cultural representations of
which are also several literary core texts. In theatrical adaptations,
these are opened up to history and contemporary social reality through
the support of an intertextual reference networks, demythologizing
them (Winter, Tonight..., Kalevipoeg). It is in the power of theatre as a
visual and activity-based art form to demolish through casting and
manner of acting the stereotypes of the national character, embodied
in characters and systems of figures of classical works, and to
critically expose national psychology. This facet is relevant in Andrus
Kivirdhk’s rather blasphemous texts. It seems that the popularity of
his plays is on the one hand based on the recognition effect and on the
other hand on the pleasure of laughing self-ironically at national
sanctities. (It should be noted that through this they unavoidably
cultivate the stereotype of a self-ironic Estonian.) So the above-
mentioned productions undermine the current myths and disclose the
hang-ups and illusions of a small nation and by doing this encourage
the self-conscious creation of identity, including national identity. The
starting-point is the explication of myths forming the basis of identity
as cultural constructs, in order to indicate that identity is not a self-
evident and pregiven, but “made” and alterable.

Let us ask what sort of theatrical strategies are used in the stage
productions described. First of all, the explicit “presence” (“visibi-
lity”) of the theatre situation in these adaptations of the classics is
noteworthy: they contain clear signals that tell the audience — this is a
theatrical play (as opposed to the mimetic representation). Therefore,
rewriting is coupled with meta-theatricality. According to Gerard
Genette’s Palimpsestes typology, we are dealing with semantic
transformations that use and/or bring about a diegetic (transposition to
a different spatio-temporal world) and a pragmatic (modification of
events) transfer (see Genette 1982: 418). The initial stimulus for
semantic changes is provided by the transposition into a world whose
framework is formed by theatre-time and theatre-space that is the
stage. The world of the production is firstly and openly defined as
theatre. Diegetic transfer to the stage establishes initial conditions,
which together with the openly playful nature of the activity motivate
further transformations. Theatre is not regarded as a neutral medium
for conveying classical works, but is presented as a specific situation
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of showing and looking. The action defined as play in a ludic space of
theatre makes it possible to easily deconstruct and reconstruct fictional
worlds. Klaus Schwind has argued that theatre play is an ambivalent,
dynamic and genuinely dialogical process in which the spectator is an
active co-player; it tends to complicate the structures and elements
used in the play rather than simplify them, but it also makes them
observable (Schwind 1997: 425). The theatre can play with texts,
using them as game guidelines and playthings — playthings in the
sense that due to the play they acquire new meanings, different from
those that were valid before (Schwind 1997: 434). Playing as an
explicit basic attitude motivates and permits the fragmentation of texts
and putting of the elements into new contexts, created during the
performance. Through play a strong present-day perspective can be
established, the activity of playing splits cultural myths, opens new
dimensions therein, and generates new meanings.

Theatre play (with the inscribed position of the spectator as a co-
player) may be seen as a mechanism for modelling cultural reality:
“[...] theatre can be understood as an act of selfpresentation and
self-reflection on the part of the culture in question” (Fischer-Lichte
1992: 10). The productions under discussion thematize and
foreground the theatrical act of cultural self-presentation in itself,
using various staging and acting strategies. The explication of the
theatre situation builds into the play a complementary reflective level.
The status of literary core texts as cultural myths or monuments is
indicated by stage images (Winter) and/or by bringing in previous
interpretive models (Tonight..., The Werewolf). Characters of classical
works as icons of national archetypes are interpreted and acted as
theatrical roles, displaying the understanding of “the Estonian as a
role” (see also Kruuspere 2000: 198). The demythologized character
of the author is also included in the stage production (The Werewolf,
Winter, Tonight...) as a creator who has forfeited the symbolic power
over the work.

The play, as has been argued, needs co-players, i.e. spectators, but
the audiences of the productions under discussion have mostly been
rather small. In addition, theatre in general is shifting into a more
peripheral sphere of social life of Estonians in the 1990-2000s.
According to recent inquiries, 47% of Estonians have not visited
theatre within a year (compared to 13% some twenty years ago); one
can speak about a drastic decrease in cultural consumption in its
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entirety in the post-communist Estonia.6 Thus the impact on the
processes of identity formation of the stage productions, crumbling the
traditional national narrative by means of theatrical rewriting of the
classics, cannot be overrated. The questions concerning who or where
the most influential “architects and constructors” of national identity
are in the present-day Estonian society, can obviously not to be
answered within the frame of theatre studies alone.
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O nepethopMynMpoBaHMM HaLMOHaNLHOMO
NAEHTUTETA C MOMOLLLbIO UTPbl C KNaccMKamu

HaumoHabHbIli MAEHTUTET B OOMbLLOM MEepe OCHOBbLIBAETCA Ha 06X
mupax, (BOC)NMPOU3BOAUMBIMU NIUTEPATYPHLIMU U XY[0XECTBEHHbIMU
Npou3BefeHVsAMKN, KOTOPble B TeyeHWEe BPEMEHW MOryT camy HayaTb
(DYHKLUMOHMPOBATL B KayeCTBE HaUMOHANbHBLIX KyNbTYpHbIX MUGoB. B
MOCTaHOBKaX K/acCU4eCKMX NPOU3BELEHMIA TeaTp COOTHOCUT 3T MUbI C
MOCTOSIHHO U3MEHSIOLMMCH  COLMANIbHBIM - KOHTEKCTOM U OBHOB/ISET,
OMpOBEPraeT WM BHOBb MOATBEPXKAAET VX CMbICAbI. TeaTpasibHble penpe-
3eHTAUMM aKTyaNibHbIX A1 HauuW HappaTVBOB W TUMOB MEPCOHaXeN
ABMIAETCA YaCTbl0 MexaHu3Ma Cco3faHus ugeHtuteta. B 1990-2000 rr.
HaUMOHa/IbHble LIEHHOCTM W 00LiMe MUMbI, KOTOPbIE B COBETCKOE BpeMs
criaumBaaM O6LLECTBO, YTPATWU/IM CBOK KOHCOMMAMPYOLWYO cuiy. B
CTaTbe pacCMaTpUBAOTCA MOCTAaHOBKM 3CTOHCKOIO COBPEMEHHOIO TeaTpa,
KOTOpble OCHOBbLIBAKOTCS HA aKTUBHOM MEPEnuCchbIBaHUN 3CTOHCKON Knac-
cvkn (ABryct Kutubepr, Ockap JlyTc, HauuoHanbHbI 3anoc Kanesu-
roar), ¥ NbITaloTCA OTBETUTL Ha [jBa BOpPOCAa: KaK COCTAaBMAOLLME HaLMO-
Ha/bHOro MAeHTUTETa (Hanpumep, OTHOWeHWe K [pyromy) npeacrasse-
Hbl 1 (f€)KOHCTPYMpOBaHbl NpY afanTauuy uan nepenucbiBaHUA Bbille-
Ha3BaHHON KMaCCWKW; KaK TEKCTOBble CTpaTernu MNPUBOAAT K CEMaHTU-
YECKMM TpaH(OpMaLMsaM, Bbi3BaHHLIM WIPOBbLIM XapaKTepoMm TeaTpab-
HOrO AeiicTBa.

Rahvusliku identiteedi uuestimaaratlemisest
klassikaméngude kaudu

Rahvuslik identiteet on suurel maéral rajatud Ghistele mudtidele, mida
(taas)kujutavad Kirjandus- ja kunstiteosed, mis aja jooksul vdivad ise
hakata funtsioneerima rahvuslike kultuurimidtidena. Kodumaist klassikat
lavastades suhestab teater neid midiiite pidevalt muutuva sotsiaalse kon-
tekstiga ning uuendab, kummutab vdi taaskinnitab nende tdhendusi. Rah-
vuse jaoks oluliste lugude ja tegelastliiipide teatraalsed representatsioonid
on ks osa identiteediloome mehhanismidest. 1990.-2000. aastate Eestis
on rahvuslikud vaértused ja Uhismiudid, mis ndukogude ajal Uhiskonda
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koos hoidsid, minetanud oma endise konsolideeriva jou ning kuuluvad
kisimuse alla seadmisele. Kéesolevas artiklis vaadeldakse eesti nii-
disteatri lavastusi, mis p6hinevad Oskar Lutsu proosa, August Kitzbergi
tragdddia “Libahunt” ning rahvuseepose “Kalevipoeg” ulekiijutustel:
“Libahunt” (lav Peeter Jalakas, 1998), Madis K&ivu Lutsu-aineline “Tali”
(lav Raivo Adlas, 1996) ja Mati Undi “Té&na &hta viskame lutsu” (lav
Mati Unt, 1998), Andrus Kivirahki “Kalevipoeg” (lav Ain Prosa, 2003).
Kui 1980. aastate eesti teatrile oli tilpiline rahvuslik paatos ja identiteedi
kinnitamine, siis jargmiste kimnendite tleminekulhiskonnas, kus toimub
kohanemine globaliseerumise, multikultuurilisuse ideoloogia jm uute
mdojuteguritega, on teatri toimimine identiteediloomes muutunud mitme-
plaanilisemaks ja keerukamaks. Téhelepanu vaarib oma — vo6dra konf-
liktse vastanduse Umbertdlgendamine teise ning erineva aktsepteerimise
vaimus (“Libahunt”, “Tdna dhta...”). “Kuldse mineviku” mit, mida
mitmed klassikateosed representeerivad, avatakse teatriadaptsioonides
intertekstuaalse viitevBrgustiku varal nii ajaloole kui ka ténapdeva sot-
siaalsele tegelikkusele, ning seelébi demitologiseeritakse (“Tali”, “Téna
Ohta...”, “Kalevipoeg”). Teatri kui visuaalse ja tegevusliku kunsti
vdimuses on samuti osajaotuse ja néitlejate mangulaadi toel lammutada
rahvusliku karakteri stereotlilipe ning kriitiliselt valgustada rahvuslikku
psiuhholoogiat. Vaadeldud lavastused eksplitseerivad identiteeti p6his-
tavaid midte kui kultuurilisi konstruktsioone ning néitavad, et identiteet
ei ole etteantud, vaid “tehtud” ja muudetav. Tekstiloome seisukohast
koidab tahelepanu alustekstide tlekirjutamine ja lavastamine nii, et selgelt
tuuakse nahtavale teatrisituatsioon; lavategevus katkeb ilmseid signaale,
et tegemist on teatrimangu, mitte mimeetilise reproduktsiooniga. Klas-
sikat n-0 mangulises reZiimis esitavad lavastused lammutavad kultuuri-
miite ja toovad neis esile uusi ulatuvusi.
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Abstract. In the 1990s Estonia underwent a process of radical socio-political
changes: a periphery of the Soviet conglomerate became a country with an
independent political and economic life. The new situation also brought about
a revision of cultural identity, which in the Soviet Union had been grounded
primarily on the dichotomy between national and Soviet culture. Since these
oppositions were rendered unimportant with the changed politico-economic
conditions, a time of ideological vacuum followed. Estonia as an independent
state and a cultural island between the East and the West turned its face
toward Europe, questioning for its new or true identity in the postmodemising
and globalizing society. In this article three productions of Estonian theatre as
examples of identity construction will be analysed, investigating the rewriting
of cultural heritage, intercultural relationships and implicit ideologies.

The 1990s were a period of new emerging subgroups and identities, so
establishing a common national identity was no longer a primary
concern. Sooner or later, almost all customary social structures and
collective values and beliefs collapsed, forcing persons — as indivi-
duals and as a members of particular groups — to question their
position in the rapidly changing society. The continuously fluctuating
social and cultural contexts through which identities are constructed
made the process particularly complicated and infinite. In the post-
modern art practice classical texts and national myths are used mostly
as material for deconstruction and free play with other cultural
sources.

The Von Krahl Theatre (the first private theatre in Estonia,
founded in 1992) with Peeter Jalakas acting as an artistic director, has


mailto:anneli.saro@ut.ee

406 Anneli Saro

been interested in performing and researching cultural myths about
Estonians, while at the same time mixing them with modem inter-
national culture. Productions of Jalakas have been grounded on clear
oppositions: our own — foreign, old — new, while ‘our own’ is
usually the old and ‘new’ is mostly foreign. In “The Werewolf’
(1998), for example, the characters and story-line of a play by August
Kitzberg from early 20th century, depicting the social system and
superstitions in Estonia at the beginning of the 19th century, is bound
together with persons (characters and actors) from the end of the 20th
century, while at the same time being conscious of the new techno-
logical world-view. “Estonian Games. Wedding” (1996) exposes the
wedding traditions of an ethnic group, Setus, and Estonian history in
the frame of a computer game. The latest production of the Von Krahl
Theatre, “Estonian Ballads” (2004) uses the techniques of Japanese
modem dance, Butoh, for visualising the world-view inherited with
ancient folk songs.

In the present article | am going to concentrate on the above-men-
tioned productions, investigating the rewriting of cultural heritage,
intercultural relationships and implicit ideologies.

Stuart Hall states:

In common sense language, identification is constructed on the back of re-
cognition of some common origin or shared characteristics with another
person or group, or with an ideal, and with the natural closure of solidarity and
allegiance established on this foundation. In contrast with the ‘naturalism’ of
this definition, the discursive approach sees identification as a construct, a
process never completed — always ‘in process’. (Hall 2000: 16)

But here an inevitable question arises — to what extent identification
and identity construction depend upon a person’s free and conscious
will and to what extent the process depends on ideology, on discursive
practices. There are eras and domains where one discursive practice
clearly dominates the other and subjects’ wills — such as the com-
munist ideology of the Soviet regime, for example. Nowadays it is
widely acknowledged that a person is constituted by a plurality of
identities, some of them inscribed by social or cultural systems, and
some of them taken on voluntarily.
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Like all signifying practices, it [identification — A. S.] is subject to the ‘play’
of differance. It obeys the logic of more-than-one. And since as a process it
operates across difference, it entails discursive work, the binding and marking
of symbolic boundaries, the production of ‘frontier-effects’. It requires what is
left outside, its constitutive outsider, to consolidate the process. (Hall 2000:
17)

Thus we can conclude that not only different identities but also the
Others against which these identities are constructed should be taken
into consideration.

Since Estonia has been an oppressed nation for most of the time of
its notorious history, the identity of Estonians is constituted not so
much in opposition to neighbours but in opposition to conquerors and
rulers. The most important landmark of identity has been language,
however since the Estonian language also indicated a social class up
until the beginning of the 20th century, change in language often
accompanied the ascent in social hierarchy. The second constituting
component of the self-image has been the Estonian culture, of which
the traditional peasants’ culture was considered to be the most genuine
and original, and also the most valuable, almost continuously until the
beginning of the 1990s. An influential Estonian folklorist, Oskar
Loorits, has treated the traditional culture as a static (using the word in
a positive sense) element and foreign cultural influences as dynamic
elements in Estonian culture. He admits in 1938 that these two flows
lead to different directions but should be united to a common power-
station that would explore the heritage of the old folk culture for
enriching modem life even on an international scale, and for
transforming foreign loans and influences into an original creation
(Loorits 2000a: 218). A slogan of the Soviet culture was “socialist by
content, national by form”, and results of this policy were generally
quite ridiculous and artificial. Thus until the 1990s and even nowa-
days folk music and folk dance, national costumes and anniversaries,
old beliefs and stories play an important role in the Estonian mind-set
and way of life.

Analysing gender and queer identity, Judith Butler relies on the
concept of ‘performativity’, which is relevant also in the context of
performing the national identity.

In no sense can it be concluded that the part of gender that is performed is
therefore the ‘truth’ of gender; performance as bounded ‘act’ is distinguished
from performativity insofar as the latter consists in a reiteration of norms
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which precede, constrain, and exceed the performer and in that sense cannot
be taken as the fabrication of the performer’s ‘will’ or ‘choice’; further, what
is ‘performed’ works to conceal, if not to disavow, what remains opaque,
unconscious, unperformable. (Butler 1993: 234)

Both individuals and communities need certain public identity
statements that are often organised as performances or rituals in the
broad sense of these terms. There is a repertoire of identification per-
formatives (John Austin’s concept — Austin 1975), which are widely
known and repeatedly practised (verbal statements, dress code,
attendance of particular events, etc.) and all these performances
signify a corresponding identity. But performativity is not unalterably
attached to preceding norms and traditions, quite the contrary, there is
a certain individuality (conscious or unconscious) and contingency
concealed in every performance, not to speak of intentional denials of
norms. For example, in the end of 1980s, demonstrating one’s national
identity or sympathies became fashionable in Estonia. The use of
national colours (blue-black-white) and elements of national costumes
in clothing was one of the most evident ways of performativity that
still left some room open for improvisation and individual differences.
Such performances as signifiers of a larger concept can not fully cover
all the range of meanings connected to the theme of identity, which is
at least partly opaque or indefinable, but despite of them having a
reductive nature, performances play an important role in confirmation
and creation of communities. Thus performativity can be interpreted
both as a kind of reiteration of the norm and a guarantee of con-
sistency and coherence that is indispensable for a particular identity.
The ways in which identities and performative strategies signifying
them might be altered or modified will be analysed below by some
examples from the repertoire of the Von Krahl Theatre.

“The Werewolf— confrontation of mentalities

First and foremost, the Von Krahl Theatre has been a place for cultural
exchange, a meeting place for liberal creators from different fields of
art and different countries for interdisciplinary and intercultural co-
operation. We’ll start the examination of the aesthetics of theatre with
a stage production of “The Werewolf’ (orig. published in 1912) by
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August Kitzberg. This text has been a volume of school classics, a
programme text in identity construction for Estonians during the 20th
century, explicating its abiding value and changing meanings in
numerous stage interpretations; deconstructive stagings of this (and
other) plays have become a part of the programme of the Von Krahl
Theatre and its leader Peeter Jalakas as well. The latter has staged
“The Werewolf’ twice: in 1992 the Von Krahl Theatre was
inaugurated with its production and in 1998 the second version of the
play was brought on the stage with a new troupe. The first production
relied on the profanation and (post)modemisation of the tragic village
life, using rock music, rollerskates, bullfights and other heterogeneous
elements of popular culture. It was a rewriting of the topic of Estonian
slavery and servility in an era of political and aesthetic freedom
(Estonia became an independent state in 1991). The second interpre-
tation was consciously more political and retrospective, according to
Peeter Jalakas (Adorf 1998). (In the following analysis, | will rely on
the video taken on the 9th of September, 1999, at the Drama festival
in Tartu and on my own on the spot experience of the performance
that took place in the summer 1998.)

The production starts with a video clip that introduces the actors in
their everyday surroundings, preparing for rehearsals of the play. The
attentive viewer, who knows that the main character, the werewolf, is
called Tiina, notices the surprising similarity of the first names of
actresses: Liina Vahtrik (plays Tiina), Tiina Tauraite, Katariina Lauk-
Tamm. (In the 1992 production Margus was played by Margus Varav,
Mari by Mari-Liis Roos and Tiina Kristina PaSkevidius.) In this way,
the stage director has created a space for investigating the free play of
differance and difference: Tiina as a generalised subject trapped in the
opposition with society and her self, actresses re-enacting the
existential situation as players and as characters. This interpretation is
supported by a prologue presented by the author, August Kitzberg
himself, who announces that the reason for gathering all these people
is a sociological experiment through which the stage director attempts
to answer the following questions: are the values and truths that were
valid in ancient times, described in “The Werewolf’, also relevant in
this particular community of people? (The actors were chosen to be
representative of the character types in the play.) Is the system that
worked without failures in a society of that time and which is so
accurately depicted in “The Werewolf’ also transferable to our
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modem times? Or has something changed so radically that the
problem is utterly unfamiliar to our society? Kitzberg himself has
aesthetic interests in the project — what sort of possibilities are there
for an authentic performance of the text in a time of stylistic pluralities
of the modem theatre? Kitzberg opines that an authentic staging of his
play is possible in principle.

August Kitzberg is sitting on a scaffold in the upper right comer
for most of the duration of the play and tries to direct the game down
on the stage by reading stage directions of his own play. His godlike
physical position over the theatrical scene also gives him the role of a
stage director, the creator of a fictional world. The author is not dead,
as we might conclude after an acquaintance with Roland Barthes and
his articles, instead his overt authority over the performance is
unravelled on the stage on both the physical and the mental level.

There are four different areas on the frontal stage of black-box
theatre: the central area is a play-ground for the actors; the upper right
hand comer is a platform for the author, the director of the game; on
the back of the stage there is a huge video screen, shaped rather like a
window that extends the stage to different virtual or subconscious
worlds, and a television on the right side of the stage. The latter has
various functions and identities: sometimes it functions on the same
level with the actors, who watch a programme about criminal
activities (specifically about a wolf killing several animals), some-
times Kitzberg uses it as a tool (appears on the screen) for amplifying
his comments, sometimes the actors use a video camera and the
television for creating close-ups of characters’ faces in their
performance. A feminist reader interprets it as a male gaze following
the female body that is taught to perform (Adorf 1998).

The fragmented and unsynchronised stage activities explicitly
depict a sensation of a dispersed, unstable and bizarre world. There is
also a figure on the video screen that strengthens the feeling — an old
man coiling up red rope on a snowy landscape that might be
interpreted as a demarcation of borders (state borders inside and
between (?) the Soviet Union and Europe, as well as frontiers between
different mentalities and clear notions, and between fiction and reality
on the level of production).

Different times and identities (‘real’ and fictional) are also mixed
on a personal level. The production depicts a postmodern world-view
with its obligatory identity crises. Whereas identities are quite stable
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and coherent on the fictional level, they become fragmented and/or
fluid on the performative level. Theatre as a certain model of com-
munity especially reflects and illustrates social roles and role playing
in general. For example, Tiina Tauraite as an actress has to perform
two fictional roles close to her own nature, Mistress and Grandmother.
Even though she tries to impersonate different characters, some of her
lines sound strangely modem and ambivalent, and as such dropping
between the past and the present discourse. Multiplied identities and
the (subconscious) heritage of the past as one of the constructive
factors for this phenomenon is also explicitly questioned in the
production.

Tiina Tauraite: Who has drawn off the curtains? [It remains unclear whether
she means stage curtains or window curtains. — A. S.] The curtains must be in
front of the window; someone might cast an evil eye.

Erki Laur: Did you say it as yourself, as Mistress or as Grandmother?

Tiina Tauraite: My grandmother spoke like that.

The central character of the play, Tiina, has a double identity; she is a
human being and a werewolf. In the metatheatrical level she has
become an object and a symbol of superstition, which is believed in
and denied at the same time. (The actress performing the role is called
Tiina by other actors even though her real first name is Liina. Also,
her acting style allows us to deduce that she is more tightly connected
with the fictional world than the other performers, or she is checking
the limits of fictional and real.) Tiina’s identity in the play is built up
on her Otherness, on clear physical and behavioural differences from
other characters — she has dark hair and eyes, she is lively and
cheerful, as opposed to blonde hair, blue eyes, modesty and slowness
of the others as typical (chosen, wishful) representatives of the
Estonian nation. In the production this physical confrontation is
extinguished. The actresses, playing Tiina and Mari, opponents in a
love affair and in their respective mentalities, who are naturally (of
course, in the postmodern era of corporal manipulations we should
prefer here the constmction ‘in public life’) quite blonde, perform
dark-haired and relatively inward-turned persons, similarly to most of
the others. The appearance of the whole troupe indicates that nowa-
days blonde hair and blue eyes are rather exceptional characteristics of
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the local people and represent stereotyped and outdated visual repre-
sentations of Estonians.

The otherness in general and this particular case especially (the
werewolf) is frightening, but also admirable and desirable. The actor
playing the humpbacked Master (Erki Laur) implores his beloved
Tiina to make him an animal, a werewolf, so that he too could be free,
equal with Tiina and able to escape to the forest. He refuses his human
identity. An Estonian theatre researcher living in New York (multiple-
identity!), Mardi Valgemde, has commented upon this problem
already in 1971:

It seems as if Kitzberg would want to say that light is actually dark and the
dark-haired Tiina is the real original Estonian type, whose Dionysian thirst for
life is not suffocated by Christian piety obtruded to our nation. (On one level,
the conflict in “The Werewolf’ is presented as a conflict between Christianity
and superstition.) (Valgemae 1995: 69-70)

The quotation also illustrates the search for authenticity from the
preferable primordial times that we discussed earlier.

Dispersal and deferral of fictions, events, spaces, meanings and
identities comes to the fore with distinctive clarity in the bonfire scene
on Midsummer Night. Some of the first representations of Estonians
as a nation in the theatrical discourse have been folk traditions. At the
turn of the 18th and 19th centuries, when researchers began to divide
the socio-cultural reality up into different national cultures, they
became interested in the peculiarities and “spiritual” characteristics of
nations and national cultures (Sevénen 2004: 57-58). Interest in native
people also spread among the Baltic German nobility in the beginning
of the 19th century, resulting in productions in the Tallinn City
Theatre, depicting local language and customs. The most favoured
topics were bees, Midsummer Night bonfires and weddings, enabling
the presentation of ‘authentic’ songs, dances, customs and national
costumes. Such a practise has been, and still is quite common in
colonised countries. It should be noted that the Midsummer Night
bonfire is still the most relevant, alive and widespread national
tradition in Estonia at the present time.

Different world-views and traditions are explicitly opposed in the
bonfire scene: one of the actors proposes to organise a primitive pagan
ritual, another offers a modem urbanised conception, paraphrasing a
well-known folk song: “Bring us petrol, bring us diesel, bring us
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tyres...” But on the stage a rather postmodern or theatrical version is
carried out, with multicoloured dust brushes as fireworks and jumping
over the bonfire (= television set showing burning logs), in accordance
with the old custom of Midsummer Night. Simultaneously with this
activity, the movie “The Werewolf’ is shown for entertainment on the
other television. This pseudo-romantic movie, shot by Estonian
emigrants living in Canada, where Estonian is spoken with a heavy
accent and supported with English subtitles, evokes the feeling of a
truly campy style and makes both the actors and the audience roar
with Homeric laughter. One more layer is added to the heterogeneous
intertextual discourse of “The Werewolf’— half-mythological marsh
creatures, urgveelased, from a short story “The Werewolf’ by August
Gailit appear behind the window (on the screen). Gailit warns us that
these scary beings bear the sign of death and their appearance
forebodes the death of a domestic animal. (Later it is proposed that
urgveelased are in fact trumps who watch the television from behind
strangers’ windows.)

The party gains momentum and the stage activity turns into a
Dionysian celebration: on the video screen, there is a mechanically
dancing trumpeter, familiar from a well-know vodka label “Viru
valge”, acting as a sign of intoxication and mental inebriation,1Tiina
and Margus are dallying around in front of the TV showing a bonfire
like wolf cubs bringing out their werewolf potential, etc. In a state of
released subconscious another implicit connotation of the notion of
werewolf is opened: the actor playing Kitzberg, who is physically
present on the stage during the whole performance, is now shown in
another television. With the monotonous voice of a news announcer
he tries to dissect the relationship between Estonia and Russia and the
circumstances of Russians in Estonia, the most problematic topic in
Estonian foreign policy, and by which an attempt is made to evoke a
subconscious feeling of guilt among the local populace. Although the
speech of Kitzberg/news announcer/politician is buried by the tumult
of the party and it is difficult to follow his train of thought, the
spectator nevertheless concludes from the political commentary an
allusive assertion that the fear of werewolves (Others, strangers) has
today changed into the apprehension and hostility towards Russia and
Russians, so that “they [Russians? — AS.] must be burnt on the stake

The critic Mihkel Mutt (1998) suggested that this can be as a sign for Estonia,
referring to the public discussion that was going on.
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for the preservation of the blue-eyed [the word also carries a
connotation of naivete — AS.] people as long as they exist”.
Mounting is one of the most well known and widespread methods for
modifying messages (‘truth’) and manipulating with audiences. This
television transmission problematises both the form of the
presentation (how does a neutral commentary about a common living-
space for different nations turn into a hysterical Nazi manifestation?)
and content (for example, where does the vague border between
nationalism and Nazism run? In Estonian these words are even more
similar: natsionalism-natsism).

In any case, the national myth about the slavery of Estonians,
lasting for 700 years, is abased in the production through the sublime
and pathetic incantation of words by the Grandmother, an ideologist
of Estonian ideals and the only light-haired person in the group.
Actress Tiina Tauraite (the last name is Lithuanian in origin) recites an
anthem for conservativity, patience, long suffering and blood,
following the rhythm and melody of Tchaikovsky’s “Piano Recital No
1”. Compiling Kitzberg’s sentences, she is stressing that there is not a
drop of foreign blood in our veins, it is pure and there are generations
upon generations of light-haired people standing in a line, all of them
having suffered greatly. The pathos and exorbitance give the
incantation a clearly ironic meaning.

The influence of television as a mediating and manipulative
medium comes more clearly to the fore later on in an interview with a
countryman whose foal was tom by a wolf. Answering an ambiguous
question, “did the wolf resemble a human being”, the respondent
discusses a pantheistic world-view in which the two are generally
quite similar but that a wolf is more beautiful than a man. The reporter
summarises the conversation as follows: “It is evident from the
testimony of Mr Kaarel Kivest that the wolf who tore the foal was
clearly a human being. Everyone can draw this conclusion on their
own.” The retort seems to suggest a freedom for interpretation but still
leads the recipient on the path of misunderstanding. There is an
obvious parallel with a legal procedure concerning a 77 years old
shepherd Gaston Dominici, described by Roland Barthes in
“Mythologies” (Barthes 2004: 55-60). Both stories describe a conflict
between different linguistic discourses, between ways of thinking and
living.
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The topic of a time of transitions and a relativization of values is
activated several times in this production. Already in the beginning,
the half-blind Grandmother/Tiina Tauraite uses the words of Kitzberg:

[...] the world is full of things that are unreachable to the mind and senses.
You watch and watch but you cannot see anything. The old religion/faith
made a difference between good and bad: there were evil sorcerers and clever
people who knew more than others. The new religion/faith makes no
difference, everything is the same — the same kind of witches! But yet some
good and bad is concealed underground like little veins of water. Good and
bad that do not make sense. (Kitzberg 1969: 10)

The play by Kitzberg offers a general existential, situational and
linguistic pattern (it is non-hierarchical and flexible) which has been
carried further by cultural institutions and genes. ‘Pattern’ can be
interpreted as a factor of social and cultural stability and continuity but
which is also open to certain changes — a pattern can be filled with
different substances. Certain structural changes are also possible,
although they are strongly resisted. Yet the deconstruction of a pattern
confirms and strengthens the vitality of a structure, or at least activates
it in the memory and consciousness of a community. The charac-
ters/actors of “The Werewolf’ rebel against the traditional ending of
the play and against the power of the author to direct their lives. Thus
Mari and Margus go to the attic to confront Kitzberg, similar to
characters from a Pirandello play (“Six Characters in Search of an
Author” or “Tonight We Improvise”) and demand changes to be made
in the conception of characters and that in the end, love would win all
social obstacles. Mari/Katariina Lauk declares the failure of the social
experiment of testing the suitability of the system described in the
play for modern times:

“The Werewolf’ is not written about humans, but about talking dolls. We are
like signs that are supposed to mean something and may-be once we did mean
something, but not anymore, since everything is changed. The world is not
divided into black and white, us and strangers, the Tammaru’s people and
urgveelased, any more. Everything is much more complicated! When dolls
revive, everything will change.

Margus protests against the pattern of life and decisions prescribed by
his ancestors, he marries Tiina out of passion, instead of rational
calculations and prescribed traditions. He shouts at the Grandmother:
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“l do not care about your race and brush.2 We draw new borders, me
and Tiina, with the blood of our love. Rammstein!”

The time of transitions also raised questions about the role and
structure of theatre in Estonia. Thus the actors in “The Werewolf’ are
discussing several issues on a meta-theatrical level: are state subsidies
for theatre justified, what would happen if one day the system would
be turned down, what kind of needs theatre would meet, etc. There is a
plenitude of different opinions but the conclusion is that theatre-
making is possible without state support and theatre’s most important
task is to create an emotional contact between people.

We may conclude that “The Werewolf’ is an assiduously typical
postmodern production, yet these kinds of deconstructive ironical
metatheatrical games with a national heritage and cultural myths have
been replayed in every single culture, because only in this way can
local peculiarities confront global structures.

“Estonian Games. Wedding” — engagement of cultures

“Estonian Games. Wedding” (for the first time played in 1996, staged
by Peeter Jalakas and Priit Raspel) is created on the principles of a
computer game and with an authentic Setu female choir “Leiko”, six
actors and a huge computer screen. Setus, an ethnic group living
mostly in south-east Estonia, as well as on the other side of the
Estonian-Russian border, have received special attention at home and
abroad because of their living folk song tradition and by their special
national costumes that clearly differ (at least those of women) both
from Estonian and from Russian traditions. Due to several differences
in behaviour and life-style, the word ‘Setu’ has also obtained pejora-
tive connotation and the ethnic group has been often excluded from
the original national body.

Estonian folk songs are traditionally divided into two groups:
authentic Estonian folk songs that are based on “primary rhyme”
(alliterations and assonances) and parallelism of thought; songs with
end rhyme were domesticated here through German chorales only in
the beginning of the 19th century (Loorits 2000b). Until the 1990s, the

2 Linguistic word play: suguvfsa (meaning ‘family’ in Estonian) = sugu (race;
sex) + vOsa (brush) — A. S.
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old stratification of songs has been more valued than the newer ones,
mostly for their authenticity. Folk songs of Setus are based on
alliterations and assonances and thus they are considered to be old and
original.

Peeter Jalakas has admitted a constant conflict between two diffe-
rent mediums in theatre: human beings and a video screen. He finds
that the problem results partly from the collective nature of theatre
art_ usually one person is responsible for video images, another for
stage directions and these two persons and two mediums are rarely
working in unison. ldeally video and stage activity should form an
integrated whole that mostly depends on the location of the centre of
gravity in the production. When the moving picture is alone then its
centre of gravity is situated mostly behind the screen, depth of space
opens up to the other side of the screen. In theatre the intensive place
should be located in front of the screen — the picture must be
sufficiently sparse for filling the space between spectators and the
screen with energy (Jalakas 2004: 10-11). Speaking about the core of
energy on the stage also concerns the centre of the spectators’
attention and producers’ intentions in directing it.

In “Estonian Games. Wedding” the computer images are insis-
tently flat ethnographic drawings depicting Estonian living conditions
through changing times and socio-cultural influences — thus the
centre of gravity of the production was meant to be situated in front of
the screen and the source of the energy should be the choir of 7
women. But most of theatre critics and other spectators stated that
their centre of attention was attached to the screen since most of the
information originated from this space. First, verbal information on
the screen was written in plain English, contrary to the songs
performed in Setu language and actors consciously mumbling their
lines in Estonian, probably for imitating naturally spoken Estonian.
Second, all of the characters played by the six actors enter the stage
through the screen, upon which they are introduced humorously or
self-ironically from a national point of view. Third, television and
computer game strategies and stylistics were the most familiar for the
majority of the spectators. Critic Raivo Kelomees declares in his
article “The screen as the main character”:

In the case in question, the screen can be understood as big mother whose
apertures are used by actors [the author probably means the characters, for
actors are only vehicles — A. 5.] for arriving to the real reality (stage
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conventionality). From here we might proceed to psychoanalytically in-
fluenced discussions about ‘sex’ of the screen and about stage director as the
‘father’ whose phallic indicating cursor is moving on the screen... (Kelomees
19%)

But the screen can also be considered as condensed national memory
or knowledge about the historical past that is in part relatively
independent and fixed (facts and chronology) and partly constantly
changing, depending on its human or material carriers, demanding
both retaining and rewriting. A single subject, such as a perceiving
spectator, can never possess the whole information about the national
body but when certain details pop up on/out of the screen from this
discourse he/she as a member of the community knows intuitively its
meaning and significance.

While the informative computer game tell us a story about the
Estonian history from 1130 up to the present day, singers perform
Setu wedding rituals in parallel. Both the narrated history and the
performed wedding can be considered isomorphic — grand narratives
formally based on observing and strengthening the tradition but
concentrating on change and transition by content. But in the
production the diachronic perspective is expressed only in the screen,
on the stage time is almost congealed: a bride is constantly waiting for
her groom, a father wants to match his son, brothers are fighting for
the girl, a war is going on somewhere and one of the brothers has an
obligation to go to the war, and for that reason the girl can not get
married. There are many speculations, derived from a language with
no future tense (Masing 1993: 53) or from the life-style and folklore
(Loorits 2000b: 97) that the epic, future-oriented forms are extraneous
to the Estonian mentality. Thus they concentrate on the present
moment, on descriptions of static situations and feelings.

Estonians lack the Faustian urge for infinity, the feeling of constant travel and
change, they do not fight with time in time like an Indo-German. — Instead,
he lays the time over himself, the future exists only so far as far it can be done
in the past. Of course, this also is a certain urge for infinity but in another
form, instead of fighting development, a simple step over the limits/borders of
time, outside of motion. (Masing 1993: 53)

At last the marriage act is performed in the production but the date
onscreen refers to the future, the year 1998 (the performance analysed
here was recorded on Oct. 31,1997), or perhaps to the positive and
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ever-existing potential for success, not situated in the mythical past or
in the dreamed future.

I would like to mention a detail which in a manner questions the
topic presented in “The Werewolf’. In “Estonian Games. Wedding”
the bride represented as a stereotypic figure of an Estonian woman —
blonde, charming, smiling, silent, a doll-like being, performed by
Kristina PaSkevicius (a Lithuanian surname!). The reception of the
production in the festival Theater Der Welt in Berlin, an Estonian
living in Germany for the 9th year mentions that that the word Estland
(Estonia in German) denotes something very blonde and Nordic yet at
the same time also something from the East (Kasterpalu 1999). Thus
the conventional sign of the bride was probably also supposed to
stress to the representational/performative nature of the character in
context of the slightly ironic production, yet at the same time it
reinforced the stereotype.

In contrast to the bride and the other fictional characters on and in
front of the screen, the Setu signers have an untheatrical, perhaps even
a natural, but at the same time quite an inward-turned effect on the
stage, which is an artificial environment for the singers and not their
regular performance space. Therefore constant conflicts appeared on
the stage between the artificial (technology, 2-dimensional ‘space’ on
the screen, theatre discourse in general, acting as such) and natural
(non-actors, performing rituals, folk songs in an original rendition),
new and old, borrowed (technology, theatre as an institution and an art
form) and own (songs, dances and rituals, even their originality is
questionable). Many people reacted as follows: “They [the Setu
singers — A. 5]] symbolise consistency of the national identity, a self-
confident mental strength that still lasts and continues to do so from
century to century” (Liivrand 1999). Thus a marginal exotic ethnic
group and its peculiar culture became a source for national pride,
admiration and partly even identification, although they represented a
difference in language, place of residence, lifestyle, worldview, as
well as age, compared to most of the spectators. All this happened in a
time when Setus themselves had been striving for cultural inde-
pendence and recognition by Estonians. And this is only one aspect of
the complicated notions ‘national identity’ or ‘us versus others’ in a
globalizing and individualising world.
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“Estonian Ballads” — merger of cultures

“Estonian Ballads” (2004), the latest production of the Von Krahl
Theatre, uses the techniques of Japanese modem dance, Butoh, for
visualising a world-view inherited with ancient folk songs. This
became a significant and non-debatable event in the Estonian cultural
field, but Peeter Jalakas has confirmed the stability of his intentions
and working methods from the end the 1980s, although the means of
expression as well as the context of reception have changed (Jalakas
2004: 10). Jalakas reached a level of artistic maturity and perfection
already in 2003 when he brought out a post-modern dance production
“The Swan Lake” in the Von Krahl Theatre together with Sasha
Pepeljajev, famous Russian choreographer.

“Estonian Ballads” unites several different discourses: music for
the folkloric ballads was written by the famous ‘nationalist’ composer
Veljo Tormis already in 1980, the production is staged by an avant-
garde director Peeter Jalakas, Butoh dancer Aki Suzuki and the well-
known conductor Tonu Kaljuste, the troupe consisted of actors,
dancers and singers. “Estonian Ballads” was performed in a huge bam
built during the Soviet regime located some 60 kilometres from
Tallinn. Whereas the aural side (ballads and music) of the production
stressed the archetypical and national topics, the visual level relied
almost entirely on Butoh aesthetics: faces and costumes of performers
covered with clay, slow minimalist movements, naked bodies, dancing
AKki Suzuki etc. Other dancers were carrying the bodily techniques
inscribed on them by European/Estonian cultural tradition and training
methods but at the same time exposed new, learned technique of
Butoh that seemed artificial and strange at the first glance but
managed to display some hidden phenomenological qualities of the
local pre-Enlightenment society and national/tribal values. Since the
ballads chosen for the production mostly represented a female point of
view and the main characters were all women, the performances might
lead also to feminist interpretations, though this possibility was not
realized in the reception process. (Which is in fact characteristic of all
three productions analysed here.)

Thus the task and result of the collage of cultures was not some
sort of a postcultural production (of course, | can not totally deny the
possibility of this reception strategy) where the origin and original
meaning of different elements is reduced or forgotten. *“Estonian
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ballads” might be classified mainly as an intracultural project,
proceeding from Pavis’ definition, according to which intracultural
“refers to the search for national traditions, often forgotten, corrupted
or repressed, in order to reassess the sources of a style of performance,
to situate it better in relation to external influences and to understand
more deeply the origins and the transformation of its own culture”
(Pavis 1996: 5-6). Both “The Werewolf’ (the version staged in 1998)
as well as “Estonian Games. Wedding” can be gathered under this
notion because deconstructive strategies were used not for demolition
but for revisiting the national cultural heritage.

The conclusion of the analysis of the aesthetics of the Von Krahl
Theatre and of staging the Estonian national identity might be asserted
in a manner similar to William Butler Yeats almost a century ago —
our world is caught between the two eternities of blood and soul,
blood: reflecting the tribal past, and soul: anticipating the cosmo-
politan future (Segers 2004: 80). But some complicated questions
remain in the air: will Estonians manage to remember and value their
tribal past (as well as other sources for creating cultural differences),
and will they succeed in the preservation of their national body
geographically and genetically or will they become a mere display in
an ethnographic ghetto/museum.
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TeaTp hoH Kpans nepenrpbiBaeT 3CTOHCKOE Ky/bTypHOE Hacneaue

B 1990-e rr., B CBA3M C U3MEHEHMEM COLMaNIbHO-MOMNTUYECKON CUTYa-
LMW B SCTOHWM, NPOU3OLLAN CABUTM U B MECTHOM HaLUMOHa/IbHOM WfeH-
TuTeTe. Ecnn B CoBeTcKOM COH03e 3CTOHCKMIA KyMbTYPHbIV WAEHTUTET
CTPOMNCA B OCHOBHOM Ha MPOTMBOMOCTaBNEHUM COBETCKOrO W Ha-
LIMOHANILHOTO, TO B HOBbLIX YCMOBMAX 3CTOHLbI OLLyLlanM CBOe MpoMe-
XKYTOYHOE COCTOsiHME MeXay BoCTOKOM u 3anafom, UM BHOBb HYXXHO
ObIN0 ONpefennMTbCa  Kak B CMbICME HALMOHANBLHOrO, Tak W rocygapc-
TBEHHOIO WAEHTWTETA B MOCTMOAEPHWUCTCKOM W rnobanusmpytoLemcs
Mupe. B 3TOT mepuofg ymMeHbLUMAACh Po/ib HaLMOHANbHOIO MAEHTUTETA B
CamoomnpeseNeHnn  3CTOHLEB, BaXKHEe CTalM HOBble BO3HUKatOLLe
cy6rpynnbl. B XyfOXXeCTBEHHOW NpaKTWKe HACTYNuIo BPems Haumo-
HafbHbIX MW(OB U OEKOHCTPYMpOBaHUA Knaccuku. TeaTp oH Kpans
(NepBbI YacTHbIi 3CTOHCKWMIA TeaTp, OCHOBaHHbIA B 1992 r.) n ero
XY[O0XECTBEHHbIA pykoBoaMTeNb [leaTep fAnakac B HECKONbKMX CBOMX
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MOCTaHOBKAaX paccnefoBany KynbTypHble MUbl 3CTOHLEB, NPOTWBO-
MOCTaBNAA CBOE-YY>K0e W CTapoe-HOBOe. B cTaTbe aHanm3vpytoTcs Tpu
nocTaHoBKM Anakaca: “O6opoTeHb” (1998), “3cToHCKMe urpbl. CBagsba”
(1996) » “3cToHCKMe 6annagbl” (2004), B KOTOpbIX (BO BCEX Tpex)
MHTEPNPETUPYIOTCA OCHOBbLI HALMOHANLHOW KyNbTypbl.

Von Krahli teater eesti kultuuriparandit imber méangimas

1990. aastatel seoses Eesti sotsiaalpoliitilise situatsiooni muutumisega
leidsid aset nihked ka siinses kultuurilises identiteedis. Kui Ndukogude
Liidus oli eestlaste kultuuriline identiteet lles ehitatud peamiselt sovjet-
liku ja rahvusliku vastandusele, siis uutes tingimustes tajuti oma vahe-
pealsust Ida ja Laane vahel ning tuli taas kusida oma rahvusliku, aga ka
riikliku identiteedi jarele (post)modemiseeruvas ning globaliseeruvas
maailmas. Sel perioodil véhenes rahvusliku identiteedi osatdhtsus eest-
laste enesemadratlemisel ning olulisemaks muutusid uued tekkivad sub-
grupid. Kunstipraktikas saabus rahvuslike mudtide ja klassika de-
konstrueerimise aeg. VVon Krahli Teater (esimene Eesti erateater, asutatud
1992) ja selle kunstiline juht Peeter Jalakas on mitmetes oma lavastustes
uurinud eestlaste kultuurilisi mite, vastandades oma ja vddrast ning
vana ja uut. Artiklis analliisitakse semiootiliselt kolme Jalaka lavastust:
“Libahunt” (1998), “Eesti méngud. Pulm” (1996) ning “Eesti ballaadid”
(2004), mis koik tegelevad rahvusliku kultuuri aluste interpreteerimisega.
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Abstract. This paper focuses on the ways in which national identities are
staged in recent film and theatre productions in Estonia. We want to
complement the prevalent approaches to nationality (Anderson 1983; Gellner
1983; Bhabha 1990), where the role of theatre and film as modellers of
national identity are undervalued. National identity is a complex term that
presupposes some clarification, which we gave by describing its dynamics
today; its relation to ethnic identity, a thread between the lived and declared
national identities, and the relevance of culture-based national identity. Herein
we consider the concept of staging to have two implications: (1) as an
aesthetic term it incorporates an artistic process, comprising several devices
and levels; (2) as a concept in cultural theory it describes cultural processes in
which something is set on stage for public reflection. Accordingly, in our
analysis we considered national identities in theatre and film stagings in both
senses. The results of our analyses demonstrated that our hypothesis about
emerging new national identities in Estonia was valid, though deconstructed
and hybrid national identities are not exactly and absolutely new types of
identities but rather strategies of creating space for new identities to develop.
A deconstructed national identity refers to the state of high self-reflexivity in
which the existing elements of national identity are re-examined, re-
contextualised and re-evaluated. Further, a hybrid national identity
demonstrates the diversity and coexistence of the components of national
identity. Both strategies of staging are characteristic of the transformation of
national identities, confirming that a single homogenous staging of national
identity seems to be replaced by bringing multiple new self-models on stage.
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Artists help to create and reproduce the very
fabric of national communities

to which they belong, and thereby disseminate
and perpetuate

the idea of the nation itself its history,
development and destiny.

Anthony D. Smith (2000: 57)

Scripts and roles, stage management, directing, improvisation
and reflexivity— allfrinction as parameters ofnational identity
Tim Edensor (2002: 69)

In social sciences and humanities today, ‘identity’ is a complex term,
evoking numerous definitions and interpretations. Literally signifying
sameness in qualities or conditions between different entities, its
diverse contemporary uses make it impossible to find a single satis-
fying formulation for the concept. In this sort of a situation ‘identity’
is described through various characteristics, such as constructedness,
dynamics, processuality, multiplicity, fragmentation, etc. This con-
temporary comprehension of the fluidity of identity, however, does
not mean that all coherence is lost, instead it underlines the fact that
the latter is continually reproduced.

By focusing on the concept of 'national identity', we support the
idea that national cultures and identities are not disappearing from the
globalizing postmodern world, but instead resist the process of self-
destructive fragmentation. In post-soviet countries, including Estonia,
the rise of nationality and the need to redefine national identity seems
to be a sign of the cultural logic of post-socialism (Annus 2000a: 769—
780; Binder et al. 2001: 7-9). National identity apparently does not
vanish in the European Union nor in other international political and
economic associations. Instead, the subject of the national undergoes
changes and needs to be redefined in complex systems of contempo-
rary socio-cultural relationships, where identities are processes that
“weave together” multiple elements such as “fragments of discourses
and images, spaces and times, things and people” (Edensor 2002: 29-
30). Finally, it is inadequate to talk about a single national identity
today, but of plural national identities; and, of course, national identity
in its own turn should be considered within the pattern of other
cultural and personal identities of the (postymodem human being.
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1. National identities in change

Although recent discussions about the changing nature and approaches
to national identity have concerned themselves with aspects of popular
culture, such as tourism or sports, as well as with less visible forms of
“banal” or “popular” nationalism (Edensor 2002; Pretes 2003; Porter,
Smith 2004; Billig 1995), we prefer to stay within the more traditional
genres of “high” culture, such as theatre and film. First, because we
think that distinguished works on cultural nationalism (Anderson
1983; Gellner 1983; Bhabha 1990) have underestimated the role of
theatre and film in the processes by which the various forms of
cultural expression have been instrumental in helping to construct
notions of national identity. In addition, theatre and film as
(re)creators of national identity in Estonia have not heretofore been
sufficiently studied. Second, theatre and film do not function only as
high-culture institutions subsidised and thereby controlled by the state,
but because of their communal creation and reception they also serve
as public and popular forums for reflecting, discussing and inter-
preting national identities. One could say that theatre as well as film
facilitate the revelation and exhibition of latent practices and lived
identities.

Several criteria can be advanced that distinguish one nation from
another (e.g. membership of an ethnic group, shared language, shared
culture, shared values, etc.). National identity refers both to these
defining criteria as well as to the sense of belonging to a particular
group. When distinguishing national from ethnic identities , one of
their most conspicuous discrepancies is the heterogeneous nature of
ethnic culture, whereas national cultures attempt to bring different
ethnic traditions under the denominator of one nation2. Indeed, it is
vitally important for every nation to develop a sense of integrity and to
recognize and acknowledge the boundaries that differentiate it from
other national cultures. Ethnic and/or national symbols provide good
evidence in the process of dissociating “us” from “them” (Edensor
2002: 8) and here both film and theatre have “offered a particularly
effective means of conveying notions what is national and what is

1 For the attributes that distinguish ethnic and national identity, see Smith 1991:
14,21,

On the other hand, national cultures today are themselves part of a multi-
farious world that contrasts with the global tendencies of homogenization.
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alien” by considering their “rhetorical and semiotic features” (Wilmer
2002: 1). In the spatial dimension, identity manifests itself in the
tension between the poles of the opposition in-out and its variants
(me-the other, we-the others), revealing the inherently dialogic nature
of identity. In the temporal dimension, identity is about a subject
being able to change and remain the same simultaneously (cf. Lotman
1992: 7-8), making the existence of conflicting representations of
national identity possible. Thus one can say that in addition to
retaining its sameness (traditional core), the capacity to change makes
national identity dynamic and thereby viable in the contemporary
cultural environment.

Due to its homogenous nature the formation of national culture is
mostly based on normative self-models that fit the mental image of
national culture in which various phenomena that unfold in the actual
cultural process of a community are excluded. Such a unified declared
collective identity explicit in self-models of the nation often conflicts
with the implicit, lived identities experienced and perceived in the
actuality of the cultural everyday life (Edensor 2002; Friedman 1994;
Lotman 1990: 128-129; Kotov 2005: 185-188). Therefore a certain
tension between the declared and lived identity inevitably remains, “as
lived identity is always project, not settled accomplishment” (Calhoun
1998: 27), but in order to sustain and communicate national identity
some stable and typical elements in it are inevitable. In Estonia, the
conflict between declared and lived identities arises mainly from a
tradition that rejects ethnically foreign (primarily German and
Russian) and socially unaccepted “others” (e.g. numerous socially
challenged rural inhabitants) from the image of national identity and
only recently has began to include them. At the same time, lived
identities in Estonia have developed within a manifold of alien
influences and at this point both the recent disposition towards the
deconstruction of traditional self-models and the acceptance of
hybridity as an inherent constituent of Estonian national identity are
examples of renewed self-models.

It is important to stress here that similarly to many other small
nations, Estonian national identity has been primarily culture-based,
mostly concerned with engaging in our ethnic heritage (language;
values, symbols, myths, narratives; music, folklore, literature;
clothing; festivities, etc.) and the creation of new efforts in various
cultural practices. Cultural nationalism differs from political
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nationalism — whereas the latter has its roots in the modem legal-
rational society, the former is first and foremost

amovement of moral regeneration which seeks to reunite the different aspects
of the nation — traditional and modem, agricultural and industry, science and
religion — by returning to the creative life-principle of the nation. Its propo-
nents are not politicians or legislators, but are above all historical scholars and
artists who form cultural and academic societies, designed to recover this
creative force in all its dimensions with versimilitude and project it to the
members of the nation. (Hutchinson 1987: 14 — cited in Mékinen et al. 2001:

57-58)

For this reason the key role played by intellectuals (writers, historians,
artists, scholars) is often stressed in building national cultures.
Creators of national theatre and film productions are part of the group
of nation-designers, being members of the very same national com-
munity, embodying the same identities, and offering manifestations of
these identities in their works, although often unintentionally. Direc-
tors may stage particular versions of national identities, suggesting
opportunities for identification, but it is the audience who decides
whether these models will function as accepted self-models or not.
Although the conceptual language of self-models of a nation is usually
formed by the elite, national cultural hegemony is not simply an
asymmetric process, enforced by cultural leaders to whom the masses
are subjected, instead “it must be achieved, must offer plausible points
of identification” (Edensor 2002: 8).

We have chosen the insider’s viewpoint for analysing some of the
new self-models and self-representations of Estonians in contempo-
rary theatre and film productions. Our paper focuses on the ways in
which national identities are staged in contemporary film and theatre
productions, by observing the effects that appear when the established
canon encounters artistic interpretation; furthermore, we examine how
the emergence of new national identities might be associated with the
changing self-models among present-day Estonians.
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2. Staging national identity

The term staging is a relatively uncommon noun in English, and in
theatrical discourse the term production is usually used instead.
However, the latter has connotations that hinder its use as an analytic
metaphor, therefore we find staging to be more appropriate for
discussing the development of national identities. For instance, the
German and French equivalents, Inszenierung and mise-en-scene, both
originating form theatre practice, are today used as critical analogies
for describing and analyzing various cultural phenomena (Willems,
Jurga 1998; Muller-Doohm, Neumann-Braun 1995; Pavis 1992). In
fact, differences between the three terms are unsubstantial, as they all
refer to (a) putting a play on a stage (by a director) as well as (b)
producing or organizing something for a public viewing. Below, we
will concentrate both on aesthetic as well as culture-theoretic
meanings of the concept.

2.1. Staging as a cultural concept

If we consider culture as staging, two implications of the concept for
contemporary theoretical discourses may be distinguished. One domi-
nant viewpoint associates staging of culture with everything that is
unauthentic, insincere, simulated and false. The other approach, in
similar manner, sees staging mainly as the activity of certain
ideologically-motivated figures in politics, media etc., with the pur-
pose of manipulating people to think and act in certain ways3. A third
alternative, suggested by Erika Fischer-Lichte (2004: 17-18) con-
ceives staging primarily as a general “descriptive concept” in cultural
theory that does not necessarily contain value judgments. This latter
sense, in conjunction with a semiotic perspective, sees staging as
incorporating three actions — setting something/somebody on a stage,
performing something/somebody on a stage, and perceiving some-
thing set on stage as a signifying model (see Eco 1990: 104-105).

3 From this aspect, the idea of staging the nation involves staging it for
outsiders (e.g. tourists) or observing it from an external point of view (i.e. staging
“the other” for “us”); presenting the nation in international events or in the media,
and the manipulation of the people by local authorities or elites.
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Therefore, the study of stagings and performances4 of a culture refers
to a “a critical way of grasping how persons choose to present
themselves, how they construct their identity, and ultimately how they
embody, reflect, and construct their culture”. (Fine, Speer 1992: 10 -
cited in Ruby 2000: 245)

Thus, we cannot consider staging as a simple and purely asym-
metrical and unidirectional ideological form of communication, where
actors as well as spectators are manipulated by an omnipotent director.
Culture is a collective staging, formed by the cooperation of various
intentions; to a certain extent, everyone participates in the staging of a
culture, in the processes of rehearsal, performance or in the reception.

2.2. Staging as an aesthetic concept

Although theatre is a live and film a technologically mediated art
form, and their modes of representation differ in many respects, we
consider staging to be the uniting concept that refers to the strategies
and aspects that are similar in both arts. Film and theatre actually
share various common sign systems, such as acting, costumes, props,
design, make-up, music, dialogue, etc. Martin Esslin (1987: 23-38)
defines fictionality, acting, spectatorship, and synthesis of various arts
as characteristics that are inherent in all dramatic media. Both theatre
and film derive from “the mimesis of human interaction through its
embodiment by human beings assuming the identities of (fictional or
real) human beings and presenting this interaction to an audience as

The concepts performance and staging often intermingle in critical discourse,
although the former is usually preferred. However, a distinction between them is
necessary in the present context, as they stress different aspects of a cultural
process: staging indicates the imaginary and performance points to the material,
manifested dimension. Staging is not a direct perceivable empirical object, but
above all “an object of knowledge, a network of associations or relationships
uniting the different stage materials into signifying systems, created both by
production (the actors, the director, the stage in general) and reception (the
spectators). [...] Mise-en-scene as structural system exists only when received and
reconstructed by a spectator from the production. [...] The aim is not one of
reconstructing the intentions of the director, but of understanding, as a spectator,
the system elaborated by those responsible for the production” (Pavis 1992: 25).
The study of cultural performances is inevitably related with the analysis of
staging - the principles that frame and model the former both in the processes of
rehearsal, enactment and reception.
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though it was happening at that very moment before their own eyes
(Esslin 1987: 23-38). Although the devices may differ, the creation
and exchange, representation, and evaluation of identities are always
present in theatre and film. In the following pages we will discuss six
primary meaning-generating choices of staging that we will proceed
from later on, in the analysis of four specific stagings in theatrical and
film productions.

Staging evolves from two parallel sources: the individual author’s/
authors’ creation and from a particular cultural context. Often a
written play or some other literary text is the starting point from which
every director proceeds to make his or her concretisations. The very
choice of text itself is the first step in the staging process — whether it
is an international or national classic, a contemporary unfamiliar
foreign author, a local infamous celebrity, etc. Choosing the text, or in
a broader sense, material for the scenario, is therefore not a neutral but
an evaluative decision. Reception today is not viewed as an isolated
act. The intertextual world of other cultural texts and previous
interpretations of the same text form an intermedial textual network
which begins to influence the processes of ongoing and upcoming
stagings. Furthermore,

the same texts appear, more or less lightly adapted, in all the dramatic media:
many leading actors tend to be prominent in all of them; many of the best
directors and designers work in theatre, film and television and can switch
from one to the other without undue difficulty. (Esslin 1987: 34-35)5

Other important aspects that determine the choice of signs and codes
and refer to the intentions of the creators with respect to future
reception are the choice of a viewpoint (from “outside” or “inside”,
for “us” or for “the others”) and the genre (comedy, drama, etc.) ofa
production. Dominant sign systems and the relations between them are
in the heart of a staging as a fictional world; the staging space and the
actors being of utmost importance here.

The actor forms the core of performing arts and is a major element
for the spectator to identify with in the theatrical/film production.
Casting as the process of choosing the actors to perform the roles
therefore involves fundamental questions such as — who will play the

5 This is especially true of the conditions of cultural production in Estonia,
where human resources are rather limited.
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main roles and why, how will they play these roles (acting style,
appearance, bodily movements, etc.), what is the relationship between
the actor’s identity and the character he or she embodies?

In the contemporary sense, stage is not just mere setting and
decorations, but instead all spatial circumstances and characteristics
that influence and shape the movements of the actors, as well as the
relationships between the fictional characters and events. Performance
places are rarely as neutral as an empty stage or a black-box would be;
they are always already saturated with meanings and memories. The
objects displayed in stage space often acquire a symbolic and an
indexical meaning besides the iconic one.

Finally, from each staging a general conception, style, idea(s) and
theme(s) hatch that in turn make it possible to return the aesthetic
staging back to a wider cultural context and thereby the understanding
of certain aspects of culture (e.g. national identity) may be cast in a
new light.6

2.3. Staging national identity

The concept of staging is equally useful for focusing on a particular
aspect of culture, such as national culture. To a certain extent, national
identity is always a staging, although its concepts and representations
might differ inside and outside national culture. National identity as a
staging evolves from different choices of cultural signs (from
national/ethnic heritage as well as from contemporary culture; what
symbols, values, ideas become significant; who are the main
characters/heroes; what is the setting for a particular staging, etc.) and
their combinations, as well as from their “ostension” (Eco 1990: 103),
the way they are put on public display and meant to stand for an entire
class of objects. Staging of a nation is first and foremost

[...] the analysis of symbolic communication that plays a central role in the
apprehension of the collective concept of national identity. [...] Hence the
central question is: how the semantics of the national becomes translated and
reset in concrete cultural representation and mobilization strategies. Nations

This process of interaction between an artistic model and the world — reality
as reinterpreted in light of artwork — is described in more detail by Juri Lotman

(1967).
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are “set on stage” and thereby into the space of experiencing the community
as “us” [...]. (Binder et al. 2001: 10)7

Although in the above quote the staging of national identity is under-
lined as an important strategy for a community to achieve public
agreement about who they are, we accordingly want to emphasize the
dialogic nature of the process of self-staging (Selbstinszenierung).
Whereas the processes and strategies of self-staging are better
explicated in theories of social identity of individuals and minority
groups (e.g., subcultures) associated with the public presentation of
self, social roles and lifestyles (see Friichtl, Zimmermann 2001: 10-
18), we consider it appropriate to pay attention to self-staging in the
context of national identity. As indicated above, national identity
concerns both certain characteristics and a sense of belonging to a
certain group. Proceeding from the Canadian sociologist Erving
Goffman (1959) and Russian sociologist Leonid lonin (1996), the
phases of staging in culture are described as particularly characteristic
of societies in transformation (such as Estonia and other post-Soviet
countries), where the need to stage new identities is urgent. The
process of self-staging can accordingly be divided into two phases: (1)
rehearsing the new identity (Goffman’s “backstage”), and (2)
acquiring and fixing the new identity by performing it (Goffman’s
“frontstage™). In the second phase the reception of the new identity is
equally important — the conceptual base and the ways by which a
group will be “known by certain others” (cf. Cohen 1993: 195) is
formed here. In conclusion, both staging the self in the auto-
communication of a national culture as well as the process of dialogic
communication with other cultures are needed to establish a developed
model of national identity.

Since national identities are always created collectively, it is
difficult to pinpoint their precise “director”. Cultural stagings are em-
bodied practices where the borders between the collectively es-
tablished “scripts” and individual realizations are not always evident.

7  “Bewust sprechen wir von der “Inszenierung” des Nationalen und weisen
damit der Analyse symbolisher Vermittlungsformen eine zentrale Rolle fur das
Verstéandnis nationaler kollektiver Identitatskonzepte zu. [...] Eine zentrale Frage
war daher, wie die Semantiken des Nationalen in konkrete kulturelle Representa-
tions- und Mobilisierungsstrategien Ubersetzt bzw. umgesetzt warden. Nationales
wird “in Szene Gesetzt” und dadurch zum Raum fir die Erfahrung von Wir-
Gemeinschaften [...]” (Binder et al. 2001: 10).
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We want to lend our support to the approach that takes agency into
active consideration and sees staging of a nation not as something
external to the people, but as something that unfolds between the
interaction of the people (Edensor 2002; Thompson 2001). Unlike in
theatre, where explicit individual authorship is valued, the strength of
staging a national identity lies in its collectivity and heterogeneity —
the more coherent the staging of a national identity and the more
recognizable the position of the director(s), the more ideologically
manipulated and asymmetric is the communication of identity.

At this point we would like to remind the importance of diffe-
rentiating between the political, state-based national identity and
cultural identity; we would also like to add the consumable national
identity to the list. In the contemporary world, staging a nation is more
and more often associated with the aim of branding a nation in the
global market (especially for touristic purposes), where often an ideal
national identity is staged, involving elements such as “generic land-
scapes and attractions, and promoting particular sites and events”
(Edensor 2002: 85). Consumable national identities are often staged in
theatre as well as in film productions that are targeted at international
audiences. Frequently, the official identity of a nation staged by
governmental or business authorities conflicts with the usually much
more heterogeneous8popular stagings and representations of a nation.
Some of the significant features of national identity may nevertheless
coincide (e.g. in Estonia, the national flag, the national anthem, sym-
bolic landscapes). Accordingly, staging self for the others inevitably
needs an auto-communicative phase, where various self-models are
considered, analyzed and rehearsed.

8 Although the project Brand Estonia, realized between 2001-2002 and co-
ordinated by Enterprise Estonia, wished to distance itself from presenting a new
national identity, it still provoked a controversy in Estonia, since it was managed
in an asymmetrical way and still touched several aspects of pre-existing national
identities. The essential conflict of the project consisted of an ambition to create
visual and textual representations that would simultaneously describe what
Estonians are for themselves as well as how they are seen by the others. (See
http://www.eas.ee/?id=12 .) See also footnote 25.
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2.4. Staging national identity in Estonian theatre and film

The problem of representing national identity in theatre and film
brings together both the aesthetic and cultural aspect of the concept of
staging.

National identities are not just mental constructs, their formations
and reproductions are still grounded in spatially and temporally rooted
“material, performative and representational dimensions of everyday
life” (Edensor 2002: 20). In other words, stagings operate through
concrete and perceptible manifestations that should create precon-
ditions for a common understanding of valid representations of
national identity. (Although they may be differently accepted and
interpreted among different groups in the same national community.)

Theatre and film productions can be considered as concrete self-
representations of national culture. Theatre and film reflect the reality
of the culture in which it originates in a sense that it “depicts that
reality and presents it in such a depiction” (Fischer-Lichte 1992: 10).
Traditionally, theatre and film directors have actively participated in
this “project of popular national representation and renewal”. They
have staged the “ideal of the nation and its historical myths, memories
and symbols” mostly in a realistic mode of expression, executing it in
“palpable, dynamic forms which are easily accessible to the mass of
the ‘national” membership” (Smith 2000: 48). The innovative poten-
tial of theatre and film in staging a nation must be especially stressed
in the contemporary cultural situation. Today, national identities as
cultural identities are not predominantly determined by the past,
although their historical dimension is undeniable; they are undergoing
a constant transformation. Present identities are “the different names
we give to the different ways we are positioned by and position
ourselves within, the narratives of the past” (Hall 1994: 394). The
coexistence of different aesthetics and theatrical/film styles initiates
and brings out new alternative strategies of positioning national
identities, some of which may be ironic, grotesque, and parodic. The
fondness by which such critical positions are adopted stands witness
to the strong conventional core of national identity — the persistence
of its mythical and archetypical elements that form the basis from
which new identities and representations emerge.

Estonians have traditionally employed art culture for the purposes
of creating coherence within an imagined community as well as for
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claiming political independence and for creating a feeling of resistance
against alien occupying cultures. Drama was a powerful tool for
awakening the people of the post-romantic period to a common
heritage, and to oppose external political and cultural influences
(Carlson 1994: 152). By first modelling themselves after Germans and
later creating their own original plays and theatre societies, the
Estonian cultural elite “awakened the nation” in the second half of the
19th century.9 During the Soviet occupation, a period of national
crisis, theatre in particular functioned as *“a political and ideological
tool to help reconfigure the nation” (Wilmer 2002: 3); theatre could
often fulfil the function of resistance better than film, because its
“liveness” made it more difficult to be controlled by Soviet censorship
and made it a substitute for the missing free broadcast media. Using a
different medium, national film likewise functions as the creator of
stagings of national identity through choosing

identifiable national narratives and myths, tradition of particular genres;
conventions of acting and characterization (bodily and paralinguistic codes),
signs and values carried by national stars, and finally, the audience for whom
the film is meant (home, international). (Gledhill 2001 — cited in Edensor
2002: 143-144)

During the Soviet period, several admired comedies in Estonian film
turned a number of local star-actors into “national heroes” (who were
later identified with the roles they played) and excerpts from their
dialogues became popular catch-phrases that still function to create a
feel of community among Estonians. From the end of 1980s and
1990s, Estonian film has served as an important enlivener and
reappraiser of national history, staging themes that could not be dealt
with during the Soviet period. Today, art culture has lost its earlier
function of resistance, although theatre and film still offer “symbolic
stages where national identity can be dramatized, broadcasted, shared
and reproduced” (Edensor 2002: 69).

Staging national culture in Estonian theatre and film is connected
with the question about the relationship between political and cultural
national identities. First, theatre in particular, but film as well,

v The popularity of amateur theatre and theatre going today still testifies to the
importance of this medium among Estonians.
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function as national cultural institutions that present certain views of a
nation, influencing

the emergence of certain types of texts by legitimizing them and giving them a
point of insertion in society. These institutions constitute the main part of the
dominant system and ideology, and as such play a central role in the
distribution and consumption of cultural texts, (de Toro 1988: 44)

In this sense, theatre as well as film have played an important role in
Estonia as institutions of national culture. Second, as an effect of
governmental subsidies, a tension between the official and hegemonic,
and the alternative artistic interpretations of national identities seems
to emerge. In practice, neither theatres nor films that get financial
support are expected to make considerable profit themselves; national
cultural institutions cannot be strictly market oriented. It should be
clarified, however, that in contemporary Estonia, the state of film is
markedly different from the theatre system, and this definitely
influences the position of film as a medium for representing national
identities. Theatres in Estonia have been subsidised by the state from
the 1920s onward (although they were turned into national institutions
only after World War IlI) and as an institution theatre is still con-
sidered a crucial component of national culture. A poll analysing the
consumption of culture by Estonians conducted in 2003 indicated that
53% of the inhabitants visit theatre at least once a year; the number is
rather noteworthy, considering that the Estonian population is a mere
15 million.10 Although Estonian film also received state support
during the first decade of independence, it soon lost it and remained in
an unstable situation until becoming part of the heavily censored
Soviet system of film production and distribution. This state-
controlled and financed system of studios and network of cinemas
crumbled after the collapse of this political system. During the 1990s,
Estonia as a developing state lacked resources to finance the local film
industry, and consequently domestic film-making went to a decline.
The Estonian Film Foundation, established by the government in
1997, is intended to create favourable conditions for the development
of national film by financing the creation, production and distribution
of professional national film. Nevertheless, the funds available are too
limited for the creation of a sufficient number of films and thereby

10 See http://www.kul.ee/index.php?path=0x917&sona=kultuuritarbimise.
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ensuring artistic development and diversity (e.g. between 2002 and
2003, the budget was 34,34 million EEK per yearll). The fact that
films from 1960s and 1970s still form a significant component of
national identity and that Estonians prefer comedy12 both on stage and
on screen indicates that staging of national themes should take this
genre earnestly into consideration.

In conclusion, it is not so much the Estonian state that controls
what is staged and how; rather, the genres, themes, styles, con-
ceptions, devices, etc. are influenced by the rules of a liberal market
economy and consumer preferences of contemporary theatre and
filmgoers in Estonia. All in all, the directors still have possibilities to
stage alternative, ironic, critical, parodic, etc. interpretations of natio-
nal themes and characters. For the object of our analysis, we chose
new stagings of national identity that deviate from the traditional —
four theatre productions and films from 2002-2003 whose identity
strategies can be considered as deconstructed and hybrid. Only the
first one of them “Estonian funeral” deals explicitly with Estonian
national identity. In the other 3 stagings the question of national
identity is implicit and its crucial role in the formation of the con-
ceptual system of the staging has to be explicated through analysis.

3. Deconstructed national identity

To be able to deconstruct, one first has to realize that something is
constructed. To specify which of the multiple meanings of the concept
"deconstruction” is employed here, some references to classic
definitions are necessary. Deconstruction started out as a label for a
specific way of “reading” and criticizing philosophical texts, first
initiated by Jacques Derrida, but the uses of the concept have proli-
ferated during the past few decades (see Norris 2003: 134-135). For
the purpose of our analysis we take as a starting point the widest
categorisation of deconstruction as an “intellectual strategy” (Culler
1983: 85) that has significantly influenced the creation of the sub-
sequently analysed theatre and film texts.

Identity as a mental construct relies extensively on hierarchical
oppositions of differently valued categories (in-out, self-other, us-

1 See www.efsa.ee.
D See http://www.kul.ee/index.php?path=0x917&sona=kultuuritarbimise.
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them, now-before, normal-abnormal, city-countryside, etc.). In the
present context, deconstruction does not directly refer to the reversal
of the hierarchies in a Derridaean sense; instead, it opens up develop-
mental perspectives for national identity, forcing one to acknowledge
the constructedness of the prevailing identity, making it questionable
and thereby creating space for the emergence of new identities. The
dichotomous categories can be criticized and their repressive power
can be decreased by inserting them into new contexts (for instance,
artistic texts), where their inner contradictions and unjustified,
arbitrary values become explicit. An important part of tracing this
questioning is the critical examination of theatrical and filmic repre-
sentations (more specifically, the key signifiers of Estonianness) that
embody the conceptual oppositions.

Other strategies also exist that use different techniques for similar
purposes, such as “demythologisation” or “demystification”, as
Roland Barthes (1957) has employed them to criticize the “natural-
ness” of secondary meanings of cultural signifiers. We prefer the term
“deconstructed identity”, since it refers to the whole complex domain
of questioning national identity, which is not based solely on myths.

A parodic mode of textual production is one such deconstructive
strategy, applied to stagings analysed later in this paper. Parody
includes any cultural practices that provide a relatively polemical,
allusive imitation of another cultural production or practice (Dentith
2000: 9). Humorous effect arises from the displacement of recognized
textual elements into a new context, making them conflict with the
expectations of the spectator. (A single film or theatre performance
can simultaneously parody, that is imitate allusively and polemically,
several other cultural texts or practices). Usually, this polemical
moment urges the recipient to reconsider his/her reading of and
attitude towards the parodied texts or practices, including the values
and identities conveyed by them.

Deconstruction of national identity accordingly consists of a
specific interpretation of canonical texts (e.g. presenting stereotypical
self-models) of national culture that entails the dismantling of
conceptual and hierarchical oppositions in those texts, bringing out the
repressed and silenced aspects which, when explicit, render the text
paradoxical, self-contradictory and thereby decrease its authority. This
deconstruction does not necessarily have to be done “in a spirit of
game-playing nihilist abandon and without the least concern for
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constructing a better alternative” (Norris 2003: 135). An ethically
responsible deconstruction is possible.

It has been noted that in Estonia, a former socialist country, the
essentialist concept of national identity is still preferred to
constructivist approaches (Sevéanen 2004: 50-51). This preference is
prevalent mainly among the older generation of Estonian intellectuals,
who have felt a crucial need to preserve the national past. However,
during the 1990s, a younger generation of Estonian researchers has
welcomed postmodern theories concerning the constructedness and
mutability of identity, social reality and national community (Annus
2000b: 115-130; Viires 2004: 130-139). The postmodern perspective
has influenced not only the critics but also the creators of artistic texts,
encouraging them to deconstruct the commonly held perceptions of
Estonianness that emphasize historical narratives, ethnic heritage, etc.
in national identity.

3.1. “Estonian Funeral” 13

“Estonian Funeral” (“Eesti matus”) is based on a recent play by
Andrus Kivirdhk (2002), a writer of the younger generation, who has
already achieved a cult status in Estonia today. He is prolific in a
variety of genres, from newspaper columns and pamphlets to dramas
and novels, as well as co-hosting a hilarious, socially critical radio talk
show. For him, national history serves as fictional material for
creating new fiction — tales and myths that (re)construct our popular
national consciousness. The primary devices employed by Kivirdhk
are parody, irony and the grotesque, which he applies to national
stereotypes and common cliches well known to most Estonians.
“Estonian Funeral” is probably one of his most successful dramatic
texts, with its excellent comic characters and, as with all good
comedies, a bitterly serious dimension as well.

Although the dramatic situation — a funeral where various
relatives meet again after a long separation — is one of the most
viable archaic rituals in all cultures, the topics and problems that
emerge in the present text are for the most part specifically related
with Estonianness. This claim is grounded on the fact that “Estonian

1" Premiere: June 8th, 2002, Estonian Drama Theatre. Text: Andrus Kivirdhk.
Director: Priit Pedajas. Scenographer and costume designer: Pille Jénes.
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Funeral” is a parody of the epopee "Truth and Justice ( Tdde ja
digus”) by the most distinguished national writer Anton Hansen
Tammsaare, who through his writings offered a model of national
values for many generations of Estonians.

The staging in the Estonian Drama Theatre sets the play into a
stylized backyard of the deceased grandfather’s old farmhouse. The
central element of the scanty stage design is a huge stack of firewood
that functions on several levels, referring both to the practical and the
symbolic. Firewood, especially in the countryside, but also for many
urban dwellers, is still the main source for heating. Buying, chopping
and piling firewood are familiar activities for most Estonians. These
practices are also displayed on stage — the axe is a significant prop.
The end of the stack disappears into distance, symbolising the never-
ending need to work in a farmhouse. In the scenography, the stack
restricts the fictional world the audience can see — most of the action
takes place in front of the stack and one can only guess as to what lies
beyond. On the other hand, this is a place in a periphery, hidden form
the neighbours’ gazes, suitable for solving family problems or even a
nice place for a garden party. Similarly, the location of Estonia in the
European Union is comparable with the fictional place in the staging
of “Estonian Funeral” — somewhere behind a stack of firewood.

The main theme both in the play and in the staging is a parodic
representation of the Estonians’ work ethic, powerfully described in
the aforementioned novels by Tammsaare, something that is accepted
at face value by most Estonians — “work hard and love will come”.
The most commonly accepted self-description states that Estonians are
a laborious people and because of this they survived all difficulties in
the past and are going to survive them in the future. “Estonian
Funeral” shows us several different types of workaholics, who are
created by using well-known cultural and theatrical stereotypes.
Grotesque or freakish types are created by the costumes and make-up
of the actors. The bodily shapes of some female characters are
exaggerated, stressing the stereotypical figure of an Estonian mother
who can support three children and a husband, who is either a duffer
or a drunkard. In general, the characters and aesthetics of the staging
embody the very essence of a popular comedy (e.g. situation comedy),
resulting in tours to various different locations in Estonia and is a
guarantee for full houses even today. However, in spite of the
plenitude of comic situations and characters, the general message of
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Estonian Funeral is far from funny; quite the contrary, it is very

tragic, but it replies to painful national memories with a liberating
laughter. Critical reception has called it a refreshing “national
therapy” that offers a possibility for comic distancing from the painful
memories and taken-for-granted national values (Vellerand 2003:
137).

We can observe the older generation (mother and father) in
“Estonian Funeral” who for most of the time live and work in town,
but nevertheless do several farm jobs in their parents’ household —
potato planting and harvesting, berry-picking and cooking jam, etc. At
a first glance, the middle-aged businessman (uncle) with his career-
making wife are the exact opposites of mother and father, but in fact
their labour-mania is just directed into other channels — office work
till late hours. Even their holidays pass as hard work — from training
to sailing and riding etc, etc. The majority of the characters form a
group subjected to the protestant work ethic.

The protagonist and supposedly the alter ego of the playwright —
young Andres (Jan Uusp8ld) — is an ambivalent character, who also
performs the role of the antagonistic narrator. He argues against this
deeply rooted workaholism and has a “geopathologic” (Chauduri
1995) relationship with his grandfather’s farmstead. For his parents,
this household is a locus of various obligations, for his uncle and his
wife it is a pastoral area, a good place for a brief vacation. For young
Andres, his topophobia stems from unpleasant childhood memories,
when he was forced to work in this farm during summertime. The
grandfather’s old farmhouse becomes a symbol of national labour-
worship and repression. This place has lost its value for Andres and
the only reasonable solution for him is to sell the house (cf. Chekhov’s
“Cherry Orchard”). For the characters of the older generation in
“Estonian Funeral”, the father’s “home is the foundation of [their]
identity as individuals and as members of a community”(Relph 1976:
39). Andres wants to escape his grandfather’s farm, because he
defines it as a “house” and not a “home” and believes that selling it
helps to erase his memories and prevent him from becoming like his
parents and relatives. Selling homesteads as a result of lifestyle
changes is a painful problem for rural inhabitants in contemporary
Estonia, especially in the western part of the country and the islands,
where many households are inhabited by new owners from Finland or
Sweden. Homogenous rural communities are decaying, most new-
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comers stay only for seasonal vacations. Declared national identities
(e.g. Estonians — the hardworking farm people) are more stable and
in this case they conflict with the real new lived identities.

3.2. “The Old and the Bold Get on Their Feet” 4

The Estonian feature film with an international distribution title Made
in Estonia (2003) is a parodic comedy (with elements of travesty, drag
and slapstick humour) that aims to be funny and serious at the same
time, having a tragicomic and also some bittersweet tonality in it. The
original Estonian title — Vanadja kobedad saavadjalad alla (a literal
English translation could be “The OIld and the Bold Get on Their
Feet”) — summarises the characters and the storyline in a nutshell.

“The Old and the Bold” is a well-known and rather popular
trademark in the Estonian cultural scene. The project started as a radio
show of comic sketches (by two male radio DJ-s who are not profes-
sional actors), followed by a series of TV sketches and eventually
summer tours of open-air performances around the country. The film
was a logical next step in the production chain, but it entailed a new
challenge for the script writer, director and the two actors (the same
former radio DJ-s) behind the TV serial. A much longer, more
nuanced and multilayered story (compared to the TV or radio series
format) had to be created for a viable feature film. And the storyline
had to be comprehensible for a foreign audience as well.

The fictional world of the film models present day Estonia, the
locations and landscapes are easily recognizable. So for an Estonian
audience a close connection with the real space is established from the
outset. There are two opposite surroundings where the action is set:
the capital city of Tallinn vs. the peripheral, “in-the-middle-of-
nowhere” countryside of southern Estonia. In the fictional world there
are two levels (i.e. a fiction within fiction device): the level of the two
radio DJ-s (that serves as the “real” in comparison with the second
level) and a world created by their imagination in the live comic
sketches they create through voice-acting. On the first level the
characters are realistic in their appearance and behaviour. On the

XU Premiered in 2003. Script: Peep Pedmanson. Director: Rando Pettai.
Cinematographer: Mait Maekivi.
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second level the characters are qualitatively more exaggerated and
stereotypical — their costumes, make up, the props (especially
vehicles as lifestyle markers) mock certain genuinely existing
Estonian stereotypes by developing their distinct characteristics to
their extremes.

The main character of the story is Vdino (Henrik Normann), who
belongs to the second level of fiction and is a dedicated bachelor in his
fifties, living in the capital. His misfortunes — loneliness, being
evicted from his home, given a substitute house in the countryside far
away from the capital — and his adaptation in the new environment
form the pivot of the storyline. His feckless, reserved, misogynist
behaviour mocks and enacts one of the ironic Estonian self-descrip-
tions: “hot (i.e. passionate) Estonian men”. A common conception of
an Estonian male is that they are careless, lack passion, are uncompli-
mentary, etc. Vaino’s fate mirrors in an inverse way that of the radio
DJ Norm (Henrik Normann), who creates Vaino. Norm is a young
man from the countryside who does not have a home in the city — he
stays overnight in the radio studio where he works. Both men are
lonely, searching for a home and secretly yearning for love. In the end,
Véaino gets both — he sells his unwanted rundown homestead to
NATO who plans to build an airport on those lands. Afterwards Véino
moves to a fancy villa (the surrounding landscape of which is
unknown) with the girl he fell in love with. This resolution implies a
subtle parody of an Estonian cliche: as a rule a man with a house must
have a wife. Having accidentally acquired enough money, Vaino
literally buys the villa and in a less direct sense also buys a wife,
thereby conforming to the commonplace dream cultivated by today’s
consumer culture. “’Home’ has indeed become a marketable,
exchangeable, and sentimentalised good.” (Relph 1976: 83). But he
does not acquire a new identity through this purchase because “home
is not just the house you happen to live in” (Relph 1976: 39).
Contemporary identity construction foregrounds the personality (with
his/her biography, appearance, world view, etc.) that determines the
home rather than the other way around. However, Vaino’s external
signs of success work as a psychological compensation mechanism for
Norm, who more or less remains a loser. “Norm” is not normal at all
as the name seems to suggest, which creates a comic ambiguity.

Casting is especially significant in this film, since the two male
actors play a total of six main characters. They play “themselves” on
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the first level of fiction as radio DJ-s Norm (Henrik Normann) and
Mill (Madis Milling). On the second level of fiction they both
impersonate one male and one female character. For the Estonian
spectators both actors are generally known only through these two
characters they impersonate in the TV series and in the film. Therefore
there is a very strong disposition to identify the actor with this
particular character, thereby creating an easily recognizable, fixed and
stable role. All the devices for role creation an actor can employ to
“transform” oneself into the character — use of voice, body (gestures,
plastics, movement in space), mimics, make-up, costume —
contribute to the creation of colourful, grotesque and exaggerated
types — i.e. amplified stereotypes, which in their more moderate form
have a clear position in the popular self-models of the community.

The conceptual strategy of world-making that can probably first
and foremost be attributed to the director, script writer and cinemato-
grapher is derived from parody. It imitates and comments on several
other cultural texts and practices. The most evident targets of the
parody are soap operas and sitcoms. Even the Estonian title pattern
“The Old and the Bold...” is a subversive allusion to the titles of soap
operas such as “The Bold and the Beautiful”. Two US criticsb also
easily recognize the soap opera mode, although they naturally miss the
allusion in the original title, lost in the English translation. The
constant presence of humour-evoking travesty or drag element (men
playing women, comparable to the classical movie “Some Like It
Hot”) disrupts the common sitcom-type fictional world which this
film would otherwise plainly imitate. It “lowers” these two popular
genres even more through parody and invites the Estonian audience
prone to watching sitcoms and soap operas to reconsider its attitude
towards these genres and to develop a more critical spectator-relation
to their daily media content.

The general theme of the film is the sensitive issue of home and
more specifically the relation to the land and countryside landscape

15 Barnes, Harper 2004. ‘Made in Estonia’ isn’t quite an export quality film. Post-
Dispatch 01/02/2004. http://newhomes.stltoday.com/stltoday/entertainment/
reviews.nsf/0/D8FBOE597F91CD6C86256E0E0018FD4F?0OpenDocument&Head
line='Made+in+Estonia'+isn't+quite+an+export+quality+film (access date:
15.10.2005); Felperin, Leslie 2003. Made In Estonia. Variety.com. December 3.
http://lwww.variety.com/review/VEI 117922555?categoryid=31&cs=I (access
date: 15.10.2005).
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which in the stereotypical and canonical Estonian self-description is
the true site of an Estonian home (i.e. a farmhouse surrounded by
fields and forests) which is one of the core elements of traditional
national identity. The usual direction of population movement in
present-day Estonia is away from the countryside and increased
suburbanization. Véaino’s route is exactly the opposite. This alone
suffices to make him an “inverted” hero, since he, albeit unwillingly,
acts against the common mentality. Still, according to the declared
(but no longer lived) national identity, his return to the countryside
would be a positive example. This turns him into an ambiguous hero,
since most urbanized Estonians seem to long in their hearts for a true
home in the countryside. Owning a house signifies a high social status
in Estonia. But Vaino’s house is on the brink of breaking down and
more a source of problems than pride.

3.3. Lonely Hero and the Problematic Question of Home

We now present a brief comparison of the stagings of national
identities performed in “The OIld and the Bold...” and “Estonian
Funeral”. In the former, the main character Norm/Vdino is a loser,
who normally evokes a distanced and ironic attitude, but due to the
severity and tragedy of his problems (solitude, homelessness), a
sympathetic identification with him emerges for Estonians (see Jauss
1977: 271-277). The response of the foreign audience perhaps stayed
more on the ironic side. The US critics, for example, did not notice the
specific issue of solitude associated with the problems of land and
home.16 The fictional hero, Vaino, is a survivor-type, and follows the
comic life strategy; with his adaptability and ability to turn chance
occasions in his own favour, he seeks to resolve his problems with a
minimum of suffering (Meeker 1997: 14-15). The real character,
Norm, employs a strategy of escapism, finding consolation in the
fictional characters he creates for the radio-show. The protagonist of
“Estonian Funeral”, Andres, tends to be a rather tragic anti-hero, and
in this sense he is similar to Norm. Andres is haunted by uncanny
memories, surfacing from the depths of the national subconscious. As
a protagonist he remains dramaturgically weak — his moralistic
commentaries distance and perplex the spectators. The only perspec-

6 Seefn. 15.
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tive he offers is an improbable wish to escape to a “far-away land
where the orange trees grow”, a place where there is no need to do any
work. The familiar workaholics from the national stereotype remain
more alive and genuine, and provoke laughter through parodic
exaggerations.

In the two considered and analysed stagings, the element of
traditional peasant culture is still intrinsic to the national self-
descriptions, foregrounding the deep love-and-hate relationship with
the land. Relations with the homestead are central to both of these
texts. The image of home presented in them is a combination of ideal
and real places. “Estonian Funeral” and “The Old and the Bold...” are
both informed by “geopathology”, i.e. the “problem of place — and
place as problem” (Chaudhuri 1995: 55), through the ruptures that
occur in the character — homestead relations. In the former Andres
and in the latter Norm/Vaino share a similarly dislocated connection
with the traditional home in the countryside. The texts loosen the
sacred bonds with the homestead by applying parody as a
deconstructing technique that reveals the suppressed contradictions
and anxieties. Similarly, as a deconstructive critique in general, it
attacks essentialist philosophical concepts (see Hall 1996a: 3-4).
These stagings disclose the relativity of the taken-for-granted national
values. Nevertheless this strategy does not amount to the destruction
of traditional national values. It only shows their inadequacy in the
contexts of rapidly changing Estonian lifestyles and the corresponding
everyday lived identities.

Finally, both “Estonian Funeral” and “The OIld and the Bold...”
function as forms of national therapy, saturated by self-irony. They
reflect the multiplicity and contradictions of Estonian identities today.
It is remarkable that the creators of both artistic texts have an ethical
concern — they care about the issues they stage. Therefore, the
laughter that arises in the audience does not serve just an entertaining
but also a cathartic function.

4. Hybrid national identity

In 20th century cultural theory, concepts of hybrid cultures, hybrid
identity and hybridization are often associated with ethnically mixed
identities, issues of linguistic mingling, etc. Hybridity has assumed a
central position in postcolonial and globalization discourses, referring
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to the contact between two or more cultures (between the self and the
Other) and the formation of new transcultural forms (Hall 1996b;
Bhabha 1994; Young 1995). Cultural hybridization may be generally
defined as a situation “when an individual or a group is exposed to
and influenced by more than one cultural context” (Oyserman et al.
1998: 1607); it is linked with the adaptations people undergo while
moving from one cultural context to the other.

In addition, the concept of hybridity has received theoretical
treatment in cultural semiotics through an engagement of hybridity
with the descriptions of interference between cultural languages.
Mikhail Bakhtin, an influential figure for postcolonial theory, uses the
term ‘hybridization’ to describe the textual encounter of two or more
“consciousnesses, separated from one another by epoch, by social
differentiation or by some other factor” (Bakhtin 2001: 358). Juri
Lotman furthermore stresses that in order to stimulate the develop-
ment and generation of new meanings in a culture, the intervention of
a foreign element becomes crucial (Lotman 1991: 290-291). Hybridi-
zation (or creolization) of cultural languages consists in the process
whereby the principles of one cultural language begin to model the
principles of the other in spite of extensive differences between their
grammars. ‘Hybridization” is characteristic of periods of cultural
change. Culture evolves through the stages of hybridization (creoliza-
tion) and homogenization (Lotman 2002: 2652). Sooner or later
hybridization ends with the formulation of a new homogeneous self-
model of a culture.

The concept of ‘hybridization” is far from being unproblematic,
because once one states that “all culture is a hybrid, and hybridization
is universal” (Papastergiadis 1995: 9), the concept may lose its
explanatory potential. Although the postcolonial treatment of ‘hybri-
dization’ focuses its attention on the colonial antagonism and inequity,
the aspect of new hybrid identity, stressed by Homi Bhabha, questions
the essentialist approach to culture and identity. The relationship
between the colonizer and the colonized is always reciprocal and
ambivalent (Bhabha 1994). In everyday life people are usually not
consciously aware of the hybrid nature of the culture they live in,
because internalized cultural self-descriptions stress the homogeneity
of national culture, which in the case of Estonia seems to be built on a
seemingly “uncorrupted core” that has remained the same in spite of
multifarious foreign influences and colonisations. It should be evident
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that no national culture can identify itself without certain “others” and
in an evolving dialogue partners change and influence each other
mutually. We would like to stress that hybridity exists in ethnically
“pure”, “homogeneous” groups (e.g. Estonians) as well, and to show
how different levels of hybridity relate to national identity.

Ever since its conscious cultivation, Estonian national culture has
been shaped by strong influences of German and Russian culture (19th
century), later also by other European and Soviet cultural models and
languages. Estonian culture has undergone multiple phases of
intensive hybridization and can therefore be justifiably labelled as
hybrid and creole (Hennoste 2003: 92-93), although many of the
borrowed and adapted elements are now considered to be genuinely
Estonian.

Forming a hyphenated,17 hybrid identity allows the person to adopt
an integrative acculturation strategy (cf. Berry et al. 1977: 132) that
fosters active participation in the public life of the society. The official
Estonian historiography has silenced the ethnic diversity for the sake
of projecting a homogeneous national identity, based to a great extent
on the Estonian language, which is in fact fiill of loans and adapted
speech patterns. This protective strategy of national self-description is
constantly challenged in the contemporary media environment where
“interpretive communities use the media to create new, interstitial
identities that are linked to “official” cultural identity, but also linked
to the images culled from international film and television, and to
international and regional cultural movements.”(01son 2002) In
contrast to the official discourse of historians and politicians, the
artists have to a greater extent dealt with the actual diverse legacy of
inter-cultural influences and mixtures that underlie the lived identities
of the Estonian national community today. Through this disruption of
homogeneity, the dynamics of and ability to adapt flexibly with a
culture are celebrated and stimulated.

17 “Hyphenated identity” refers to a specific type of ethnic identity which relies
on connecting two different ethnic origins (languages or cultures or regions) and
claiming to hold more or less equal allegiance to both (e.g., Latin-American,
Japanese-Canadian, African-American).



Staging national identities in theatre andfilm 451
4.1. “Goodbye, Vienna”18

Because of certain historical developments, it is the Germans who
have traditionally been the “hostile foreigners” for Estonians.19 The
colonizing relation of German culture with Estonian culture consists
of the aggressive Christian mission by the Teutonic Order {Deutscher
Orden) into the present-day territories of Estonia during the 13th
century, the establishment of a new administrative division here, and
turning local peasants into subalterns of recently settled German
landlords. The mutual but asymmetrical influence of the two cultures
lasted for seven centuries. Since both Estonian and Baltic German
culture evolved on a shared territory, they are both hybrid cultures.
Nevertheless, national narratives created in Estonian literature and
especially in national-ideologically inclined historiography have
strongly supported the commonplace myth of Estonian (ethnic) culture
that has preserved its ,authentic core” in spite of all the foreign
influences. When the Estonian nationality was formed in the last
decades of the 19th and in the beginning of the 20th century, Baltic
Germans were the Other opposed two whom Estonian identity was
constructed; Estonians used the colonizer’s culture to create their own
(Annus 2000b: 123). The Estonian national movement was initiated
by Baltic German Estophiles and many national cultural forms (e.g.,
the foundation of numerous song, drama and literary societies,
creation of national poetry, etc.) were directly created on the basis of
German models. Those hybrids are nowadays unconditionally
accepted as part of national culture. At the turn of the 21st century,
many Estonian intellectuals have stressed the importance of German
influence in the formation of Estonian culture as part of the European
cultural space, and have begun research that focuses on these bilateral
cultural connections, especially in literary texts (see Lukas 2004).
Whereas in Estonian literature the narrative representations of Baltic
Germans are quite varied, visual representations of them in theatre and
film seem to be rare and relatively stereotypical.

B Premiere: August 20, 2002, Tartu Theatre Lab. Text: Jaan Undusk. Director:
Tonu Lensment. Scenographer and costume designer: Silver Vahtre.

D In this particular context, ,,German” and ,,Estonian” are used as conventional
labels for those communities that dwelt on the territories of present day Germany
and Estonia and shared a common way of life, language and belief system.
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Jaan Undusk, the author of the drama “Goodbye, Vienna.
(Gertrud)” (published in 1999), has a twofold position with respect to
the aforementioned context. He is both a creator of fictional texts and
an outstanding literary researcher who at present leads a research
project that focuses on the creation of the narrative of Estonian
identity. Undusk has actively studied Baltic German literary and
historical heritage and wants to bring this cultural Other into the focus
of attention by showing how contemporary Estonian culture has
developed from this interrelationship, as well as how the waning
Baltic German culture today shares a common environment with the
Estonian culture. Examples of this long-established co-evolution that
has formed the foundation for hybrid identities are the common Baltic
solidarity and a shared land history (Undusk 2002, Undusk 2000,
Undusk 1993). All these research interests are reflected in “Goodbye,
Vienna”. Undusk is also the translator and commentator of Friedrich
Nietzsche’s “Ecce homo” into Estonian, so the thematic richness of
the drama can already be foreseen. “Goodbye, Vienna” was staged in
august 2002 as a production of Tartu Theatre Lab (Tartu Teatrilabor),
directed by Tdnu Lensment.

The fictional time-space of the drama is set in Vienna in the 1990s,
more precisely in August of 1991; the premiere on the 20th of August
coincided with the day the Estonian national statehood was restored.
The staging took place in a multi-layered symbolic space in Tartu —
in the ruins of old Dome Church (built in the 13th to 16th century),
originally one of the biggest gothic cathedrals in the Baltic states. The
performance took place in the reconstructed chorus-part of the
building, where the History Museum of the University of Tartu resides
today. This building has another important role in the Baltic German
and Estonian intellectual history — for more than a century it
functioned as the Tartu University Library. Therefore the audience can
find various strata of cultural past in this architectural space as the
“condenser” of public memory (cf. Kotov 2002). In accordance with
the fictional space in acts two and three (inside St. Stephens Cathedral
in Vienna) the performance moves vertically from the hall to the attic
of the Dome Church. At the same time the spectators feel the
heightened sacredness of being surrounded by the soundscape of the
church bells and organ music and the smellscape of frankincense
candles. The result of the meeting of “foreign” (St. Stephens Cathedral
in Vienna) and “own” (Tartu University History Museum) creates an
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estranged hybrid effect the fictional space conjures up the latent
dimension of the real space, its very primal sacral dimension.

The casting of the main roles was of utmost importance in the
staging of “Goodbye, Vienna”. Nietzsche was played by Tdnu Oja, an
actor in his late thirties with a bohemian image, with something
naturally hesitant in his behaviour. An outgrown haircut and coarse
moustache emphasize his peasant-like look. Gertrud, on the other
hand, is performed by Merle Palmiste, a charming actress who is
dissimilar from a stereotypical Estonian woman. She is a tall brunette,
with a beautiful figure, in her early thirties. Both actors are well-
known, Palmiste especially is a beloved celebrity who performs in
various media.

The Estonian connection in “Goodbye, Vienna” becomes evident
from the very first act, where the characters discuss their origins. At
first glance, the protagonist Adolf Nietzsche seems to have nothing
Estonian about him. His name is a combination of two infamous
names in German history — Adolf Hitler and Friedrich Nietzsche.
The trick lies in a clever anagrammatic word-play where the
transformation of letters changes “Nietzsche” to “Estnische” {adj.
Estonian) (Kraavi 2002). Therefore we may define Nietzsche as a
“crypto-ethnic” (Hutcheon 1998: 28-33) Estonian whose name does
not tell us anything about his ethnic origin. Although he is an
Estonian, Nietzsche’s national identity is somewhat uncertain. He is a
contemporary young intellectual, a *“postmodern pilgrim” — to
paraphrase Zygmunt Bauman (cf. 1996: 19-23) — whose “desert” is
the academic sphere and who, thanks to various scholarships, spends a
considerable amount of his formation years in different (European)
universities.2 But unlike for a vagabond (see Bauman 1996: 28-29),
the idea of a home(land) is still important for him. We can therefore
ask: is Nietzsche really even an Estonian academician, an Estonian
philosopher? We can speak about asymmetric power relations
between different philosophical traditions and also about a certain
hybridity that emerges when foreign ideas are translated into a
particular national language (culture). In today’s international

D This is an allusion to Young Estonia (1905-1915), a movement of Estonian
intellectuals, the members of which declared that they are Estonians but want to
become Europeans. Many of its members educated themselves in European
cultural centres such as Paris, Vienna, etc. The few Estonian intellectuals before
the end of the 19th century were assimilated into the Baltic German culture.
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philosophical space, important national traditions function as empires
that possess international prestige, and their peripheral colonies lack
wider acknowledgement (Schusterman 1997: 297).

During the German influence, many of their ideas were adopted in
Estonia, but did they move in the opposite direction as well? Do
national traditions exist in philosophy at all? Two different concep-
tions of nationality in philosophy can be proposed — one considers
national to be the particular regional institutions or organisations (e.g.
universities), whereas the other seeks the more metaphysical content
of a nation’s way of thinking. In “Goodbye, Vienna” the question is
not so much about schools of philosophy (even though there are
numerous allusions to Nietzsche, Wittgenstein, etc.), but rather about
philosophizing in the sense of playing with thoughts. The latter is
specifically national or ethnic, because it originates from native
language, it is possible only in this particular language and is
untranslatable.2L

Foremost in “Goodbye, Vienna” is the linguistic space, which
seems to support the belief/argument that the Estonian language forms
the very basis of national identity. Most of the characters are Baltic
Germans but they speak Estonian for the audience. The dramatic text
is full of untranslatable wordplays. For example, the central game
repeatedly reformulated by Gertrud is supported by an acoustic
similarity of two words: vabadus (freedom) can at any moment turn
into labasus (banality). The Sapir-Whorf hypothesis of linguistic
determination is paraphrased by Gertrud when she says: “l don’t
understand it [Estonian], but | know that it is my mother’s tongue that
sits in my flesh and bones. [..] If | don’t speak Estonian, then perhaps
I look in Estonian, perhaps | hear and smell in Estonian?” (Undusk
1999). “Goodbye, Vienna” as a unilingual play that contains various
cultural languages. Here one can find the complex philosophical
discussions inspired by Nietzsche and Wittgenstein side by side with
the vulgarities of everyday discourse. Both the ancient Baltic German
culture and culture of young Estonian intellectuals are represented
here, etc.

In 1991 it was still rather unusual for a young Estonian scholar to
have a chance to study abroad. Nietzsche has only three days to spend
in Vienna and he is so caught by the city that the news brought by an
acquaintance, the young Baltic German countess Gertrud — “Estonia

2L We wish to thank Peeter Torop for this comment.
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is in a revolution, yesterday they declared independence” — hits his
national nerve as an embarrassing surprise. He is disappointed that
this historical event happened while he was away. Both Nietzsche and
Gertrud are actually alien in Vienna and paradoxically they share a
common homeland — Estonia {Estland). Though Gertrud has never
visited Estonia, she and her relatives constantly stress that they are
representatives of the “Baltic spirit”. When Gertrud wants to tease
Nietzsche, she calls him “a German” or “the son of a reverend”.22 In
this play/staging, Nietzsche is in a complicated position; he is invited
to the “parlour of the Teutonic Order” where he would be forced to
share both the common history and the common present with strangers
(Baltic Germans) in a strange country (Austria). His host, baron von
Middendorf calls the independence of Estonia “the last great event in
the Baltic German history” and stresses that there would have been no
national sovereignty if there had been no Baltic German barons who
“embodied freedom in the Russian state”.23

2 There is a double connotation here. First, of course, Friedrich Nietzsche was
the son of a minister. “Protestant reverend” in the most common sense refers to
conservatism. Second, German reverends as representatives of colonizers were
ambivalent persons in the history of Estonia, “culturalizing” Estonian peasants
and later became interested in Estonian language and culture through translations
of clerical texts. However, there is a possibility that already before the protestant
reformation reached the Estonian territory, some Estonians may have become
members of the clergy themselves, because theological education was the most
readily available for vernacular people and served as an universal humanitarian
education during those times. It is difficult to tell whether Estonian reverends
were hybrid persons for other Estonians because they were now part of the culture
of colonizers, or because of their position in the social hierarchy they no longer
shared the grassroots position of Estonian peasants.

Middendorfs words once again refer to many historical aspects. It was the
Baltic German community that brought the ideas of German national romanticism
into Estonia in the 19th century. The Estonian national awakening movement
adopted many forms of German culture, giving them a national-Estonian content.
“Russian state” here signifies both the Russian Empire in the turn of the 19/20th
centuries and the Soviet occupation from 1940-1991. This delicate hint is
explicable only for Estonians who stayed in their homeland after World War I,
satirizing those Estonians who emigrated and after the events in August 1991
overemphasized their role in restoring the independence.



456 Ester Vosu, Alo Joosepson
4.2. “Agent Wild Duck”2

Although the international title of the Estonian film “Agent Wild
Duck” (“Agent Sinikael”, 2002) invites an association with the paro-
dic and comic instances of the spy thriller genre, this first impression
is misleading. “Agent Wild Duck” plays with generic and narrative
expectations of the spectators on several levels. Traditionally, a spy
story focuses on suspense, glamour, displaying the extraordinary
circumstances and assignments of undercover work, culminating in
the triumph of the protagonist super-hero. In contrast to this, “Agent
Wild Duck” (based on an original screenplay by Marko Raat and
Andres Maimik) is an unglamorized spy movie (cf. “Spy Game”, “The
Bourne Identity”) with practically no episodes of gun slinging or
explosive action. It displays only the grim and unpleasant characte-
ristics of living in the world of constant paranoia, lack of emotional
satisfaction and mental loneliness.

Within this movie, hybridization processes operate especially
vividly on the levels of world-making and character portrayal. A clear
hybridization of genre-specific visual styles is discernible, since it is a
feature film (fictional content, wide screen format, meticulously com-
posed shots, the usage of markedly artificial-looking rear-projection in
car driving episodes, etc.) with many sequences composed in the
visual style of documentaries. However, the aesthetic of the movie is
not psychologically realistic or naturalistic. It rather relies on hyper-
bole, subtle satire or irony, painting a mocking and sad caricature of
the new economic situation and its influence on values and ethics.
Western audiences may find it comfortable to categorize this film as
yet another statement against globalization.

For most of the time, the world created in this film is generalized
and not explicitly stated as depicting any geographically specified
place in the world. There are no conspicuous visual cliches of national
self-representation (e.g. landmark buildings, ethnic costumes, etc.)
that would indicate a connection with a specific nation state. But in
the passport check episode, the customs officer replies to the arriving
antagonist Florian Flug: “Welcome to Estonia”. This is a direct

24 Premiere: 2002. Script: Andres Maimik, Marko Raat. Director: Marko Raat.
Cinematographer: Arko OKk.
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citation of the Brand Estonia project slogan, the process of
creation of which was heavily criticized in the Estonian media as a
token of government ignorance and folly in spending tax payer
money. The reply sounds ridiculous, since the antagonist has just told
the customs officer the purpose of his visit: “I intend to fire a bunch of
workers, organize a revolt and perform a human sacrifice”. However,
it is strikingly well in accordance with the popular Estonian perception
of bureaucratic ignorance and corruption in the state apparatus. The
languages spoken, certain allusions to work ethics, social problems
connected with miners, specific industrial and natural landscapes etc.,
signal to the Estonian audience that the setting is Estonia.

Most of the time the interiors used in the movie are stylized
(espionage firm office, restaurant, protagonist's apartment), rather
empty, and no ethnically marked decor is used. However, some props
(e.g. second hand cars imported from the west), some of the set design
(e.g. the factory director’s office, furnished with standardized Soviet
furniture; the Soviet style cafe interior in the mining region),
characters and specific social problems (the reorganization of big and
inefficient large-scale enterprises, illegal business deals) indicate that
it is a post-soviet country, a society in transition in the second half of
the 1990s. For a West-European audience it may as well be set
anywhere in eastern Europe.

Intercultural influences are the main phenomenon modelled by this
film — more precisely the imbalance, *“explosions”, unexpected
developments that a sudden and strong influx of alien principles can
cause in the receiving culture. The main conflict in the film unfolds
between different worldviews and ethical positions which, among
other dissimilarities, happen to originate from different cultures. The
two main characters of the film embody two sharply contrasted
ideologies of living and working. Their ideologies are already hybrids
of diverse cultural sources and their clash in the fictional world creates
yet another new potential for hybridization.

5 In 2001 and 2002, the Estonian governmental institution for supporting
entrepreneurship — Enterprise Estonia — carried out the Brand Estonia project: a
communications strategy and a visual identity was developed to promote the
Republic of Estonia abroad. The strategy describes Estonia as a positively
transforming country. The verbal and visual identity presented in the Estonia Style
brand book is composed of a slogan, a logo, a predefined set of colours, patterns,
photographs and a typeface to be used in all international media related to the
country (http://www.eas.ee/). See also footnote 8.
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The protagonist Hans GensZ (a crypto-ethnic Estonian with a
rather German-sounding name) clearly incorporates features of Soviet
culture and markedly “authentic” Estonian traits as well. Hans, with
his ethics that is inadequate in the new economic system, is a hybrid
person, as he combines: (1) the Estonian national (self-ascribed) zeal
for doing one’s work with painstaking precision and fervour, devoting
every aspect of one’s life to work; (2) the soviet high ideal of being
totally faithful and loyal to the state or organisation you are part of.
Because spies did valuable service to the state during the Cold War,
they could retain a very high self-esteem and consider themselves
noble warriors in the vanguard of the great battle against the ex-
ploiting and greedy capitalism. Hans admires the technical perfection
of Stirlitz (from the film “The Seventeen Moments of Spring”), the
most celebrated spy in Soviet popular culture. Since the end of the
Cold War, the former spies were forced to retrain themselves and they
lost their high social prestige.

Hans was lucky: he found work in a private enterprise called Kon-
fident Kapital, specialized in industrial espionage (publicly “adver-
tised” under the euphemism of “PR-services”). He could continue
practising his formerly highly praised professional skills, but his
attempts to preserve a high self-esteem and a solid identity start to
crumble away. He no longer receives positive feedback from the
system and his natural inclination towards paranoia (i.e. “delusions of
persecution, grandeur, and hypochondria” (Dowbiggin 2001) which
are to a certain degree essential for survival in the totalitarian Soviet
culture as well as for spying) gradually exacerbates to the extreme.

The psychosomatic result is narcolepsy — brief but sudden and
irresistible attacks of deep sleep — caused by his work that eventually
ruins his ability to do this very same work that caused it in the first
place. Narcolepsy is the clinical outcome of constant suppression of
emotions during leisure time, and work that is technical and stressful
in its nature. Emotional reservedness is a rather stereotypical feature in
the self-model of Estonians and the glorification of loyalty, as well as
technical workmanship are a clear residue of the Soviet period. The
protagonist is faced with the influences of this hybrid legacy on his

% Played by a well-known and good-looking Estonian theatre actor Mait
Malmsten, who has substantial experience in acting in TV series and feature films.
His roles have mostly been positive ones and his appearance evokes sympathy
rather than disgust in the minds of the Estonian audience.
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personal identity, as he embodies these ideals in an extreme form,
while the government has to deal with them on the collective level,
such as for example the problem of the miners (or any other people
doing physical work), who are relatively superfluous for the new
economy.

A bold and brave herald of the new economy is the “top specialist”
from Germany — a “human resources consultant” Florian Flug.27
Hans is irritated by the news that the new owners are sending their
own “top specialist” and asks his manager angrily: “What do the
Germans want from here?” This outburst of hostility sounds slightly
xenophobic and resonates fairly well with the Estonian spectator,
since Germans were the colonizers and the local oppressing rulers on
the Estonian territory from the 13th to the 20th century. Although
there are no direct reasons that should bring about this hatred today,
the painful aspects of history stay firmly in the Estonian national
consciousness. The former colonizer creeps back in a new disguise to
take over the higher positions of power. Hans senses a threat to his
position in the company and is reluctant to changes.

Florian is also distinctly hybrid. Although his nationality is
German, he does not utter a single German word. His fluent command
of the international language of business — English — evinces his
identity as a cosmopolitan person, a postmodern “player” (cf. Bauman
1996). His ethnic origin is not his most important feature — repre-
senting West-European superiority of economic power and know-how
is. Yet this superiority is not unambiguous since in his practice of
managing human resources Florian combines rationality and effi-
ciency with magic rituals and sacrifices that he has probably adapted
from some African tribes (the exact source is insignificant, what is
essential is the exotic impression). This peculiar hybridization of
working methods seems rather ridiculous and nonsensical for the
Estonian spectator. However, none of the characters dares to protest,
as Florian is labelled a “top expert” from Germany, a country famous
for its highly disciplined, orderly and rational working culture. This

Played by the German performance artist Florian Feigl, who is unfamiliar to
the film’s core audience and whose appearance and face look distinctly alien
compared to the other characters. Therefore F. Flug is a rather well-chosen person
to play the strange foreigner. Although in the film’s storyline he as the antagonist
is successful, he is not endowed with the sympathy of the audience, mostly
because of his alien features.
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depiction of quiet submission to crazy ideas from a figure of authority
is a perspicuous critique of the Estonian serf-mentality.

The clash and contrast between the protagonist and the antagonist
mainly takes place between being liberal, innovative versus being old-
fashioned, conservative. Florian values the “beauty of the game”, that
is aesthetics, not ethics. Hans, on the other hand, values loyalty above
all, a deeply ethical criterion. Florian enjoys the process and con-
sequences of his work. For Hans, completing the mission is the only
thing that matters. Emotional reactions are to be avoided and con-
sequences are not to be considered. Florian’s working methods imply
interaction with and manipulation of people. Hans’s methods pre-
suppose strict avoidance of interaction, and manipulation of docu-
ments, the material carriers of information. Florian is charismatic,
bold, self-confident, unpredictable — a radical. Hans is reserved,
paranoiac, distrustful, ascetic, predictable and systematic — a conser-
vative. In the age of globalisation and ensuing hybridization and dyna-
mism, the position of Florian is superior to that of Hans, since the
former is more flexible and adaptive to the ever-changing cir-
cumstances. As they are sharply contrasted opposites in the fictional
world, no hybridization occurs between their character traits.
However, an intermediate and developing character is placed between
them: Monika Sumberg28 (again a crypto-ethnic Estonian with a rather
German sounding name). In the beginning of the story she is the
“assistant” and girlfriend of Hans. In the end she inclines more
towards Florian’s worldview and way of life.

Since the cast of the film does not contain a single positive
character there is no direct and obvious point of identification for the
audience. The audience understands that Hans is noble in his ideals
(and the Estonians probably recognize their own national work ethics
in his professional credo), but his introverted, unemotional, reserved
character (once again the exaggerated features of the Estonian male
stereotype) and failure to adapt are unlikely to elicit a sympathetic
identification. The antagonist, Florian, certainly does not provide a
comfortable role-model either. He is too bizarre, foreign, alien for the
common sense of the majority of the spectators.

The woman in the triangle, Monika, provides little possibilities for
sympathetic identification as well, since she becomes obsessed with

28 Monika Sumberg is played by a young and attractive Estonian theatre actor
Kersti Heinloo.
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ruthlessly climbing the career ladder. However, she is a person in
transition, in change, searching for a new identity. Therefore she can
function as an embodiment of the flexible, adaptive type, who can
point the way out of the antagonism of ascetic ethics (Hans) and no-
ethics (Florian). She is an ethical hybrid. She abandons the old
conservative work-ethics but does not totally dispose of her huma-
nistic concern: she still shows warmth, compassion and care for those
who are not able to adapt (Hans, the miners).

The reception of “Agent Wild Duck” by the Estonian film critics
was rather positive. It received the film critics award of Best Estonian
Film in 2002 for its original film language, its skilful blend of
sincerity and irony within its penetrating social criticism of the
Estonian society today. However, the cinema audience in Estonia did
not share the sentiment of the critics and the total number spectators in
cinemas was around 4 000 (the estimated number of spectators during
the September 12, 2004 screening on Estonian Television — 54 000).
From this one can infer that the treatment of identities in “Agent Wild
Duck” has not had a significant actual influence on the lived identities
of most Estonians. However, its potential was clearly recognized on
the metalevel of culture (i.e. critical appreciation).

4.3. Different Pasts Integrate with Various Presents

Neither of these two texts explicitly foregrounds being Estonian or
Estonianness, yet our analysis points to a way national identity can be
interpreted in these texts in the context of intercultural influences and
globalization. The possibility of finding and describing hybrid identi-
ties created by the stage production “Goodbye, Vienna” and the film
“Agent Wild Duck” shows that hybridity is an emergent topic in the
present-day Estonian cultural self-models. The protagonists of both
texts find themselves in a transformational situation where their
hitherto well-functioning identities no longer provide them with
security and balance. Both protagonists are unsuccessful in adapting to
new circumstances that should actually coerce them to change their
self-models. Unconsciously they apprehend the need to change, since
they are no longer certain where they belong. They therefore start to
contemplate their identification possibilities, but in practice fail to
change. Instead, adherence to fixed values and in-grown behavioural
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patterns makes them modemist heroes cast into the vortex of the
progressing postmodern turn.

Both protagonists are aware of their hybrid nature, where many
foreign influences have fused together with the national ones, but they
keep their status quo, unwilling to change in spite of the changing
situation surrounding them. Therefore, they both can be called local
hybrids, whose personal identity is structured around the specific
combination of historically conditioned values stemming from
(currently or historically) adjacent, overlapping cultural spheres that
have spread only in this particular border area. The changing socio-
cultural environment nevertheless forces them to deal with their
identity. Hans is rooted in Estonian work ethics on the one hand, and
Soviet loyalty to the organization on the other; this makes him a local
hybrid who cannot easily be relocated someplace else. Nietzsche is an
Estonian who does not realize how pervasive the influence of Baltic
German culture has been on the development of contemporary
Estonia. Despite being a knowledgeable intellectual, aware of the
global influences on local culture, he subconsciously seems to believe
in the mythological concept of a nation. Adolf Nietzsche’s situa-
tion — an urgent need to (re)define his national identity while being
abroad — is quite typical.

“Agent Wild Duck” seems to tackle problems of a more universal
scope, capturing some essential insights into the process of globali-
sation, but it does so through a staging of the local cultural context of
Estonia. The colonial history of Estonia, the extreme protestant work
ethic (that has a well known intimate connection with the spirit of
capitalism that still functions as the driving force behind global trends)
and smallness of the nation, inducing a strong fear of extinction, are
mobilised for this purpose. These three elements foster the domination
of a rather reactionary and conservative conception of national identity
among Estonians.

This inability for substantial changes exists side-by-side with the
new, dynamic, daringly hybrid identities. Gertrud in “Goodbye,
Vienna” and Florian in “Agent Wild Duck” represent the identities of
postmodern players (Bauman 1996) for whom the connection with
their home environment is less significant than for local hybrids. It
should be noted that global hybrids in the analysed stagings are not
ethnic Estonians. Florian’s personal identity is structured around
values that originate from many spatially non-adjacent cultures and
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therefore as a combination seems much more random, contingent and
also liable to change more easily. Two highly dissimilar cultural
contexts meet and intermingle in Gertrud — the Baltic German
nobility and the proletarian Vienna mixed with Catholicism; and even
though she is unable to articulate it properly, she senses that her roots
are in Estonia. Nevertheless, she is a contemporary urbanised woman
who enjoys playing with her identities, never adopting a single one for
long.

Between the local and the global hybrid a third type — transitional
hybrid — can be distinguished. S/he almost never reaches the global
end of the spectrum since breaking the local ties is not so easily
accomplished. Monika Sumberg is an example of such type, being
somewhere in-between the two aforementioned hybrids. This transi-
tional hybridity seems to be an emerging reality of new personal and
national identities in Estonia.

To sum up, both stagings present the hybrid nature of Estonian
national identity by focusing on basic interferences between German
and Estonian as well as Soviet Russian and Estonian culture. In
addition, both deal with the changes in national identity in the context
of globalization, indicating various forms of cultural hybridity that
may exist. Problems such as the protestant work ethic versus the post-
modern playful attitude towards work, the theme of nationality in
philosophy, the dubious nature of Estonian language and ethnicity as
the main components of national identity, are acutely raised in these
stagings.

Conclusions

The essentialist conception, stressing the stable core of a homogenous
national identity, is today replaced by constructivist approaches that
emphasize the plurality of national identities. Nevertheless, the
transforming national identities are not entirely novel and do not
irretrievably replace historical components of national identity. Some
elements of national past (history, myths, artistic narratives) are
always mobilized for the creation of future visions of national
identity.. The former core elements can be renegotiated from a
contemporary viewpoint and emerging national identities, likewise,
cannot entirely replace the pre-existing ones, some common con-
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nectors of national memory are needed for the new national identities
to be vigorous.

Estonian national identity has traditionally relied on cultural
heritage (language, folk tradition, etc.) and the self-model of Estonians
has been relatively fixed from the 1940s due to its functioning as a
tool of resistance against the assimilation strategies of foreign
occupations. Theatre as live and therefore not completely censorable
art functioned as a substitute for free media in Estonia, and many
films, that on first sight do not include any rebellious content for the
foreign spectator, likewise carried coded messages, displaying
national values and national heroes for Estonians themselves. In such
oppressive circumstances, mainly homogenous self-models appeared
on stage and on screen. During the past fifteen years of Estonian
political independence, democratic society, and integration into Euro-
pean Union, the possibilities for self-models have multiplied tremen-
dously. Today, fixed, simplified and outdated national identities are in
a process of transformation, intensively carried out in the arts, where
both the presentation and reflection of self-models can be performed.
The analyses of stagings of national identities in Estonian theatre and
film in this paper were written from an internal viewpoint and can be
seen as a study of auto-communication within the national commu-
nity, which is an essential precondition of the communication between
different nations. Such a study of national identities can help us
elucidate both of these forms of communication more appropriately.

Ever since the national awakening, literature has been the leading
field of Estonian national culture, therefore it is characteristic that new
national identities of the postmodern kind (such as the playful, the
ironic, the parodied) first emerged there. However, theatre, and later
film as well, have in parallel been significant loci where national
identities find concrete audiovisual and embodied manifestations, set
to the stage for public reflection and evaluation. The creation, main-
tenance and development of national identities in all cultural spheres
always involves a process of staging, comprising of three sub-pro-
cesses, namely setting on stage, performing and perceiving/inter-
preting. Although theatre and film primarily create aesthetic stagings,
they can also be considered cultural stagings due to their collective
nature, as they provide a nation with the opportunity for public esti-
mation of their declared and lived collective identities. In comparison
with literature, where the creation process is first of all individual,
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theatre and film stagings are produced cooperatively, relying on
collective memory. This may help explain the reasons why traditional
historical components of national identity are still intrinsic in the
stagings of the past few years. Hence, theatre and film can be con-
sidered as transitional forms, where individual and collective stagings
of national identities coalesce. Live and favourable reception of
certain identities presented in theatre and film stagings prove that they
have found a response in the audience’s collective memory, where the
same aspects of national identity may be well-established.

Stagings of national identity can be realised in various genres, the
most solemn of them being historical drama. Contemporary Estonian
audience, however, seems to find the comic representations of national
identity more enjoyable, though this does not mean that only
simplified amusement is offered by those theatre performances and
films. The majority of the stagings examined in the present paper were
hilarious and bewildering reinterpretations of national themes, that at
the same time had a rather anxious and even a tragic tonality. The
analysis supported our hypotheses about two possible strategies of
changing national identities in contemporary Estonia — deconstruc-
tion and hybridization.

Deconstruction was conceived of primarily as an intellectual
strategy for interpreting canonical texts and self-models of a nation.
The theatre production “Estonian funeral” (2002) and the film “The
Old and the Bold Get on Their Feet” (2003) were comedies that
applied deconstructive methods, such as parody, irony, travesty and
slapstick humour to re-interpret traditional, conservative self-models
of Estonians that exist within the imagined community and in classical
texts of Estonian literature. However, the deconstruction presented
here was not a strategy of annihilation, but rather the questioning of
traditional values and convictions by provoking the audience’s refle-
xive laughter. Some key elements of the traditional national self-
model (for instance, devotion to physical work, having a home in the
countryside, being a resisting/suffering hero) are playfully re-con-
textualized, highlighting their constructedness and fictionality. In the
traditional self-model, Estonians are defined by modesty, emotional
reservedness, solitude, conservativeness. These qualities are not
highly praised in any of the analysed texts; instead, a critical attitude
is expressed through parodying or treating them with irony. Con-
currently, new aspects of national identity — the enjoyment of life, a
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modem home in the city, a successfully transforming hero — are
presented. It is probably not incidental that actors from the younger
generation, local celebrities known from television and other media,
were primarily cast into the main roles, proposing new role-models for
identification for the audience. Nevertheless, the protagonists in the
deconstructive, as well as in hybrid stagings remain ambivalent, they
are rather antiheroes, evoking sympathy but not admiration.

In addition to the diversity and contradictions brought out by the
deconstructive strategy, the homogeneous self-model is called into
question in a similar way by acknowledging and exhibiting hybridity
as part of the Estonians’ lived national identities. “Goodbye, Vienna”
(2002) in theatre and “Agent Wild Duck” (2002) in film staged
various types of hybridizations, namely an intermingling of the
colonizing German culture and the colonized Estonian culture; an
amalgam of opposite mentalities (the inner exile of a Soviet citizen
and the openness of a representative of an independent nation); a com-
bination of aesthetic and ethical values. In the process of hybridi-
zation, elements from the periphery of national identity move to the
centre and vice versa. Borderline places and outsiders are presented,
that do not qualify for the perfect image of a nation. The stagings
showed us deserted and decaying rural homesteads, under-inhabited
small towns and desolate industrial landscapes together with their
marginalised inhabitants, such as Russian-speaking miners, un-
employed alcoholics, criminals, etc. The hybridization of national
identity brings new characters to the stage who embody postmodern
identities: a local hybrid identity (Adolf, Hans), a global hybrid
identity (Gertrud, Florian), a transitional hybrid identity (Monika).
The frequent occurrence of foreign-sounding names hints at the
latently hybrid nature of Estonians and the Estonian language, the
most central element in the declared self-model of Estonians. In the
two films (and in Estonian cinematography in general) several foreign
and colonizing languages (mostly Russian, German, English) are used
in addition to Estonian. This vividly represents the reality of lived
identities in contemporary Estonia: fluency in one or several foreign
languages is a prerequisite for being successful in Estonia, although
on the declared identity level, the mastery the Estonian language
defines “authentic” Estonianness.

In conclusion, deconstructed and hybrid national identities intro-
duced in the present paper are not as much new identity types but
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rather strategies of creating possibilities for new identities to emerge;
they indicate that existing self-models should change. Lived national
identities are always in the process of transformation and in certain
periods of their development a critical self-reflection is needed. The
latter can be realised through the deconstruction of existing values,
myths, symbols, etc. Hybridization, alike, is an inherent quality of
national identity, primarily existing latently, and is brought into the
collective consciousness only during periods of active reflexivity and,
thereby, identity transformation. Deconstruction and hybridization as
identity strategies help us understand that national identities are not
disappearing in the contemporary world, but are rather being refor-
med, and show us how these strategies, inherent to the postmodern
attitude, do not completely eliminate the traditional aspects of national
identity but re-contextualise, re-examine and re-evaluate them. Ques-
tions about home, and what and where it is, and how much of our past
influences our future, are still acute and painful. Playing with national
identities in Estonia has just begun, and all the possibilities are
open...
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PenpeseHTauus TeMbl HalLMOHANLHOW caMmouaeHTUGUKaLum
B COBPEMEHHOM 3CTOHCKOM KWHO U TeaTpe

CTaTbsl COCpPefoTOUMBAETCS Ha cnocobax penpeseHTauumn (MOCTaHOBKM/
3KpaHM3aLummn) HaLWOHaNbHOrO WAEHTUTETa B 3CTOHCKOM TeaTpe U KUHO
nocnefHux net. Llenbio siBnsetca [ONOAHWTL 06LLenpu3HaHHble Tpak-
TOBKM HaumoHanbHocTu (Anderson 1983; Gellner 1983; Bhabha 1990),
KOTOpble 3a4acTyl0 HefOoOLIeHMBAOT poNb TeaTpa W KMHO B 06pa3oBaHum
HaLMOHANbHOr0 CaMOCO3HAHMS.

MoHATWE HALMOHANBLHOTO MAeHTMTeTa TpebyeT B Halle BpeMsi KOM-
MAEKCHOTO MOAXOAA WM TOYHOW (HOPMYNMPOBKM B 3aBUCUMMOCTU OT KOH-
TeKCTa, B KOTOPOM ero ynotpebnstoT. Mbl onpeaenseM COBPEMEHHbIN
HaLUMOHaNbHLIA MAEHTUTET KakK AWHAMUYECKOe MOHATWE, BbieNsas ero
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CBA3b C 3THUYECKUM WAEHTUTETOM, yKa3blBas Ha pasnnuua “peanbHoro”
N LEKNapypyemMoro WAeHTUTeTa, a TakkKe Ha OCOOEHHOCTU HauMOHab-
HOro MAeHTUTETa, 060CHOBAHHOIO KY/bTYPOil. OBOPA O HALMOHaNbHOM
NOEHTUTETE KaK O MOCTAHOBKE, Mbl MWCXOAMM MpW  WCMOb30BaHNM
MOHATUA “NOCTaHOBKA” (staging) KaK M3 €ro 3CTeTMYECKOro 3HayeHus,
KOTOpPOe OXBaTbIBAET pa3/iMyHble YPOBHU U CPeAcTBA TBOPYECKOro Mpo-
Lecca, TaKk U U3 ero Ky/nbTYpOsiorMYeckoro 3HayeHus, B KOTOPOM Mpu
MOMOLLM MOHATUA MOCTAHOBKM OMMCLIBAOTCS MPOLECChl KYNbTypbl, B
KOTOPbIX HEYTO CTaBUTCA OnpefefieHHbIM 06pa3oM Ha “coumanbHyto
cueHy” ans ny6aMYHO pediekcmu.

O6bekTamMn aHanmM3a Hamy 6binn BblOpaHbl 4YeTbipe MOCTaBHOKU —
[Ba unbma (“Made in SctoHua”, “AreHT Kpsakea”) u gBe TeaTpasibHble
MocTaHOBKM (“DCTOHCKME MNOXO0POHbI”, “Goodbye, Vienna”), KoTopble
BbILLMM Ha 3KpaHbl/Ha cueHy B 2002-2003 rr. Pe3ynbTaTbl aHanu3a
MOATBEPAUAM HaLly TUNOTE3Y O BO3HWKHOBEHWUWM HOBbIX HaLMOHa/bHbIX
WAEHTUTETOB B MPOCTPAHCTBE 3CTOHCKOMN KyNbTypbl, YKa3biBas B TO e
BPeMA M Ha TO 06CTOATENbCTBO, 4TO ad hoc co3faHHble MOHATUA [de-
KOHCTPYMPOBaHHbIA 1 TMOPUAHBLIA HaUMOHaNbHbIA MAEHTUTET SIBAAKTCS
He CTONbKO HOBbIMW TWMaMy WAEHTUTETA, CKOMbKO CTpaTervsmMy WAeH-
TUPMKALMOHHOIO npoLecca, KOTOpble MO3BOMAIOT 06pa3oBbIBATLCA HO-
BbIM MAeHTUTETaM. [leKOHCTPYWMPOBAHHbIA HALNOHANbHBIA WOEHTUTET
YKa3blBaeT Ha BbICOKYIO CTeMeHb camopeieKcun, Korga LOMUHUPYHo-
e B JaHHbIi MOMEHT 3/1leMEHTbl HALMOHANbHOrO MAeHTUTETa nepe-
CMaTpMBAIOTCA, 3aHOBO KOHTEKCTYaNM3MPYHOTCA W NepeoLeHmBaroTca. A
MOHATWE TMOPUAHOIO HALMOHaNBHOrO UAEHTUTETA MO3BONSET OOBACHUTL
OVBEPCUTET HaUMOHANbHOTO WAEHTMTETA W COCYLLEeCTBOBaHWE B HeM
pa3MYHbIX KOMMOHEeHTOB. O6e cTpaTerny MOCTaHOBKM HaLMOHA/bHOIO
MOEHTUTETA XapakTepHbl Mpexxae BCero nepuojaMm TpaHchopmauum
HaLMOHa/IbHOTO MAEHTMTETA, NMOATBEPXKAAsS TeM CaMblM, YTO FOMOreHHas
MOCTaHOBKAa HaLMOHa/IbHOr0 MAEHTUTETA 3aMeHsIeTCA penpeseHTauuei
HECKO/IbKUX HOBbIX aBTO-MOZENEN.

Rahvuslike identiteetide lavastamine kaasaegses
eesti teatris ja filmis

Artikkel keskendub rahvusliku identiteedi lavastamise viisidele eesti filmis
ja teatris viimastel aastatel. Meie eesmérgiks on tdiendada tldaktsepteeritud
rahvusluse-kasitlusi (Anderson 1983; Gellner 1983; Bhabha 1990), milles
sageli alahinnatakse teatri ja filmi rolli rahvusluse kujundajatena.
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Rahvusliku identiteedi mdiste vajab tdnapaeval kompleksset l&henemist ja
tapset defineerimist sdltuvalt kontekstist, milles seda kasutatakse. Méaaratleme
kaasaegset rahvuslikku identiteeti diinaamilisena, tuues valja selle seosed
etnilise identiteediga ja juhtides t&helepanu elatud ja deklareeritud identi-
teetide erinevustele, samuti kultuuripdhise rahvusliku identiteedi eriparale.

Raadkides rahvuslikust identiteedist kui lavastusest, l&htume lavas-
tamise (staging) mdiste puhul nii selle esteetilisest tdhendusest, mis hél-
mab endas loomeprotsessi erinevaid tasandeid ja vahendeid, kui ka
kultuuriteoreetilisest tahendusest, milles lavastamise mdiste abil kirjel-
datakse kultuuriprotsesse, milles miski seatakse teatud viisil “sotsiaalsele
lavale” avalikuks reflektsiooniks.

Artikli analliisi osas uurime me rahvusliku identiteedi lavastamist
mdlemas eelmainitud tdhenduses. Analiiisi objektiks valisime neli
lavastust — kaks filmi (“Vanad ja kobedad saavad jalad alla”, “Agent
Sinikael”) ja kaks teatrilavastust (“Eesti matus”, “Goodbye, Vienna”), mis
esietendusid/linastusid aastatel 2002-2003. Analilisi tulemused kinnitasid
meie hlpoteesi uute rahvuslike identiteetide esilekerkimise osas Eesti
kultuuriruumis, osutades samas ka sellele, et ad hoc méisted dekonstruee-
ritud ja hdbriidne rahvuslik identiteet ei ole mitte niivérd uued identi-
teeditlilibid, kuivérd idenditeediprotsessi strateegiad, mis vo@imaldavad
uutel identiteetidel valja kujuneda. Dekonstrueeritud rahvuslik identiteet
viitab kdrgele eneserefleksiivuse astmele, milles parajasti domineerivad
rahvusliku identiteedi elemendid lle vaadatakse, uuesti kontekstualiseeri-
takse ja Umber hinnatakse. Hubriidne rahvuslik identiteet aga v8imaldab
selgitada rahvusliku identiteedi diversiteeti ja erinevate komponentide
kooseksisteerimist selles. M6lemad identiteedi lavastamise strateegiad on
iseloomulikud eeskatt rahvusliku identiteedi transformatsiooniperioo-
didele, kinnitades, et rahvusliku identiteedi homogeenne lavastus asen-
datakse mitmete uute enesemudelite lavaletoomisega.
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A translation with (apparently) no originals

Review: Umberto Eco, Experiences in Translation.
(Translated by Alastair McEwen.)
Toronto, University of Toronto Press, 2001, x+135 pages.

Bruno Osimo1l

The genesis of this book about translation itself involves many translation
processes. The present volume is based on the Goggio Public Lectures given
by Eco at the University of Toronto in 1998. So, one could argue, the proto-
text of this book was an oral text published (performed) three years before the
actual printing. However, the prototext of this book must be also an Italian
text, since the book claims to be an English translation. Yet, looking for this
book on the Italian publishing market, one sees none — or, better, didn’t see
any until April 2003.

In April 2003 Eco published a book in Italian, whose title (Dire quasi la
stessa cosa. Esperienze di traduzione) is echoed, in part, by the supposed
translation’s one. Looking into more detail, one discovers that the supposed
Italian “original” is 250 pages longer: in fact, in the preface one realizes that
the “prototext” of the Italian book consists, in its turn, also of the eight
Weidenfeld Lectures given at Oxford in 2002 and two annual seminars for
Ph. D. students in semiotics at the Universitd di Bologna, which explains the
greater pagination. 1 am no longer able to tell if it is an original or not, having
been published three years later, with many additions and examples in Italian.

The book is divided in two parts: the first part (Translating and being
translated) is devoted to Eco’s experiences in translation and supervision of
his own texts’ translations. In this part | noticed that Eco doesn’t have a
descriptive approach to translation — prevailing in the modem science —
preferring rather a normative one. However, this may be not too difficult to
explain. | therefore try by abduction to infer that the reason why Eco is often

1 Author’s address: Bruno Osimo, via Tolentino 19, 20155 Milano, lItaly; e-
mail: osimo@trad.it; homepage: www.trad.it.
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so sure of the validity or censurability of the various translators’ choices is
that he is the Empirical Author in person. Therefore the intentio operis,
usually left to the sometimes perverse, aberrant relation between Model
Author and Empirical Reader, here has an indubitable authority — the
intentio auctoris — able to tell what is Right and what is Wrong beyond any
doubt. Who could tentatively argue in opposition to the will of the Empirical
Author, who is both living and writing (novels and semiotics) and translating
and writing about translation — who therefore is both metalinguistically and
metaculturally self-conscious?

Eco’s general approach is along the functionalist school and the skopos
theory: he is a promoter of the functional equivalence in interlingual transla-
tion, in which he lucidly realizes that the translator must make decisions
about the metatext’s dominant — although he never uses Jakobson’s term:
“Obviously this means that translators have to make an interpretative hypo-
thesis about the effect programmed by the original text. Many hypotheses can
be made about the same text, so that the decision about the focus of the
translation becomes negotiable” (p. 45). In another passage, Eco refers to the
dominant as spirit of the text: “[...] rewriting is certainly a case of inter-
pretation, and is translation proper only in part, if not in the sense in which
(on the basis of a critical interpretation of the original text) it has pretensions
to conveying, not the letter of the original, but its ‘guiding spirit’ (whatever
that means)” (p. 117).

Eco many a time goes round the notion of “dominant” but hardly ever
mentions it. In the Italian version an author’s footnote explains that the notion
of “dominant” is too vague, representing a huge spectrum of features,
techniques, arts, functions. However, having rejected this notion as a solution,
he proposes to use it as an advice: “search what can be the dominant for you
in this text, and on it stake your choices and exclusions”.

The Italian semiotician only apparently refuses the possibility that a
translator should interpret the text in place of the metatext’s reader: “Let us
also assume that in an adaptation some levels — deemed fundamental — are
isolated, and it is on these levels that we try to ‘translate’. But the fact of
having isolated some levels means imposing one $ own interpretation of the
source text” (p. 125; author’s italic). That interpretation (and, sometimes,
disambiguation) in the translation process is nonetheless implied and, in the
Italian version, subject of a whole chapter.

Eco’s functional position induces him to discard the translator’s footnote
hypothesis, as a moment of surrender, of impotence. Speaking of his own
Italian translation of Gerard de Nerval’s Sylvie, he tells about a potential
translation loss solved by the adding of an adverb: “By adding a single
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adverb, | avoided the footnote, which is always a sign of weakness on the part
of a translator” (p. 50). This conception implies that the text being translated
has as a dominant its fluent readability, which indeed is the case of most
Eco’s books, both in fiction and in non-fiction. These statements are
undoubtedly true for Eco’s work, since the author tells us so. And for many
works whose dominant lies in the reader’s entertainment — both in a
narrative and in an intellectual sense. The search for pleasure (almost in a
sexual way) in a text is a fortunate topos of Eco’s work, as far as both his
essays and his novels are concerned.

It would be boring to argue that from a scientific point of view it is not of
much use stating norms meant as general rules to be followed, and that from a
semiotic point of view there is no kind of message (textual or metatextual, or
intertextual for that matter) that is apriori weak; the result must be found out
in the empirical readers’ reception of the text. Boring and, in the given case,
inappropriate, since we are not talking about theory: these are experiences,
empirical facts.

In many cases Eco implicitly uses the intersemiotic metaphor, like when
he recurs to the simile of the translator as a film director; here he explicitly
states his position as far as metatextual or periphrastic rendering is concerned:
“But the translator cannot use either images or detailed specifications, and
must respect the rhythm of the story, because descriptive longueurs would be
fatal” (p. 52). In general, | think that this volume focuses on theoretical boun-
daries.

This is above all evident in the second essay, “Translation and inter-
pretation”. Here Eco starts from where most modem semiotic-oriented
translation theories start, i.e. from the celebrated Jakobson’s 1959 essay On
linguistic aspects of translation. In it Eco tries to set boundaries to the
“totalizing” theory of translation (although Torop is never explicitly quoted).
My impression is that, as in 1992 with Interpretation and overinterpretation
Eco had the sane intention to impose boundaries to the apparently boundari-
e s Deconstructionist approach to literature, allowing any interpretation,
included the ones not altogether justified by the text (“aberrant decoding”), so
in this 2003 essay his aim is to set boundaries to the apparently boundariless
“total translation” approach in which any kind of communication act is
assimilable to translation.

However, there might be a misunderstanding on this point. Eco says, for
example, that “it would be pure (and not very perspicuous) rhetorical licence
to call [the short English description of the Divine Comedy] a translation” (p.
77) of the original. What “totalist” semioticians say, however, is not that all
kinds of translations (textual, extratextual, metatextual, intertextual, intra-
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textual) produce a metatext that is the complete rendering of the prototext:
what these theorists say is that there is never a complete rendering of a
prototext, that any rendering is incomplete. Therefore, it can be useful to
study the translation process just because it makes explicit what in inter-
lingual translation is sometimes implicit: the translation choice, as Eco
himself states: “In passing into a semiotic system that is totally ‘other’ with
regard to those of the natural languages, the interpreter would have to decide
if the ‘savants austeres’ sit in a large and chilly library, in a cramped little
room like one of Rembrandt’s philosophers, or in front of a lectern like Saint
Jerome [...]” (p. 99).

Eco, as always, is very pleasant to read, and this is even more evident in
the Italian 2003 version of the essays, containing many more examples. One
could say that the Italian version is so rich in examples, that theoretical posi-
tions are simply interspersed among them. Through examples he clarifies
questions like cultural translatability, archaization/modemization, domestica-
tion/estrangement, addition/omission. He is capable of justifying approaches
that are hard to be argued, as in cases when the referential content of a text is
radically changed in translation, leaving untouched the work intentions. It is a
book that, in its Italian version, is a big success, especially among translators,
which is a great achievement, since seldom translators are so eager to read
about what is sometimes dismissed as “translation theory”.

The greatest interest of this book is that it provides a rare chance to see
translation simultaneously from the points of view usually associated to three
different persons: a translator, a writer, a semiotician. Eco can elegantly
manage the three of them.
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Floyd Merrell named sixth Thomas A. Sebeok
Fellow of the Semiotic Society of America

John Deelyl

The combined 29th & 30th Annual Meeting of the Semiotic Society of
America was held on the campus of the University of West Florida in
Pensacola on October 20-22. At this meeting, Professor Floyd Merrell of
Indiana University/Purdue University (IUPUI) was inscribed as the sixth
Thomas A. Sebeok Fellow. Professor Merrell’s Fellow Address, forthcoming
in The American Journal of Semiotics, entitled “The Magical Number Three”,
addressed the nature of the Peircean sign in light of a nonlinear, comple-
mented, context-dependent lattice, with particular focus on how the lattice:
(1) reveals the function of distinctions between signs; (2) supports Peirce’s
triadic notion of semiosis; (3) models the notion of signs incessantly be-
coming other signs; (4) takes its leave of classical logical principles; and (5)
accounts for the emergence of novelty — spontaneous, fresh, unique signs.
There are few names better known in the semiotic circles of North
America than that of Floyd Merrell. While all of Floyd’s writings involve
semiotics, he considers the following from among his books to be “central to
semiotics”: Semiotic Foundations: Steps Toward an Epistemology of Written
Texts (1982; selected by Choice as an outstanding academic book of the
year); A Semiotic Theory of Texts (1985); On Semiotic Modeling, edited with
Myrdene Anderson (1991); Signs Becoming Signs: Our Perfusive, Pervasive
Universe (1991); Sign, Textuality, World (1992); Semiosis in the Postmodern
Age (1995a); Peirces Semiotics Now: A Primer (1995b); Signs Grow:
Semiosis and Life Processes (1996); Peirce, Signs, and Meaning (1997);
Sensing Semiosis: Toward the Possibility of Complementary Cultural
“Logics™ (1998a); Introduccion a la semiotica de C. S. Peirce (1998b);
Tasking Textuality (2000a); Change, Through Signs of Body, Mind, and
Language (2000b); Signs, Science, Self-Subsuming (Arti)Facts (2000c); Signs
for Everybody: Or, Communication, Quandaries, and Chaos (2000d); Living

1 Author’s address: John Deely, University of St. Thomas, 3800 Montrose
Blvd., Houston, TX 77006, USA; e-mail: deelyj@stthom.edu.
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Learning, Learning Living: Signs, East and West (2002); Sensing Corpo-
really: Toward a Posthuman Understanding (2003).

Background to the Sebeok Fellow Award

The Sebeok Fellow Award is the highest honor given by the Semiotic Society
of America. The idea for this award was introduced in 1991 by the then-
Executive Director, Dean MacCannell, and approved by the Executive Board.
An Awards and Recognition committee was established to choose a first
recipient. As the Society’s official newsletter, the Semiotic Scene 4.1 (1993),
put it: “The Sebeok Fellowship is awarded to honor substantial career or
lifetime contributions to semiotics and service to the semiotic community.
The committee is not required to select a Fellow each year.” The practice has
been to nominate a Sebeok Fellow only on such occasions as a strong
consensus plainly emerges around a proposed name.

The title for the award was chosen in honor of Dr. Thomas Albert Sebeok
(9 November 1920-2001 December 21), founder of the SSA, and himself a
pioneer both nationally and globally in the establishment of semiotics as a
doctrine of signs respecting which the development of “semiology”, as a kind
of ‘social science’ in the modem sense of language and culture, could be seen
as no more than a part of the larger process of anthroposemiosis which itself,
in turn, is no more than a part of the still larger semiosis of the world of
nature itself and as a whole.

The list of Sebeok Fellows

The choice of Sebeok Fellows had a lugubrious beginning. A dramatic turn of
events within the Society, namely, the unexpected death of its Vice-Presi-
dent/President-elect, Dr. David Savan (1916-1992), in the late Spring of
1992, led the committee to make the first award a post-mortem honor. Thus
the first Thomas A. Sebeok Fellow was chosen to be the late Dr. David
Savan, a senior scholar of considerable distinction2and one of the pioneers of
semiotics in North America. Among his contributions, particular mention can
be made of his An Introduction to C. S. Peirce's Full System of Semeiotic
(1988).

2 Cf. http://www.pragmatism.org/genealogy/savan.htm.
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The complete list of Sebeok Fellows is as follows:

1. David Savan (1916-1992; posthumously awarded 1992);

2. John Deely (1993; St Louis Meeting);
Sebeok Fellow Address, 22 October 1993: “How Does Semiosis Effect
Renvoi?” (Deely 1994),

3. Paul Bouissac (1996; Santa Barbara Meeting);
Sebeok Fellow Address, 19 October 1996: “Can Semiotics Progress?”
(Bouissac 2000);

4. Jesper Hoffmeyer (2000; Purdue Meeting);
Sebeok Fellow Address, 29 September 2000: “The Central Dogma: A
Joke that Became Real” (Hoffmeyer 2002);

5. Kalevi Kull (2003; Ottawa Meeting);
Sebeok Fellow Address, 10 October 2003: “Semiotics Is a Theory of
Life” (Kull 2005);

6. Floyd Merrell (2005; Pensacola Meeting);
Sebeok Fellow Address, 22 October 2005: “Chewing Gum, Ambulating,
and Signing, all at the Same Time: Or, The Magical Number Three”,
forthcoming in The American Journal o fSemiotics.

7. To be named.
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Founding a world biosemiotics institution:
The International Society for Biosemiotic Studies

Donald Favareau

While, as | continue to insist, all human beings —
indeed, all living entities on our planet —
modulate their environment by means ofsigns,
only a handful grow up to be professional
semioticians (and a good thing too).

Thomas A. Sebeok (1920-2001)2

In the late-life summation of his work in which the above quote appears,
semiotician extraordinaire Thomas Sebeok — one of whose dreams was to
found an International Biosemiotics Society — explicitly invokes philosopher

of science Thomas Kuhn’s The Structure of Scientific Revolutions to argue
that:

Both normal science and [scientific] revolutions are community-based activi-
ties. To discover and analyze them, one must first unravel the changing
community structure of the sciences over time. [...Because] a paradigm
governs [...] not a subject matter but rather a group of practitioners [and
therefore] any such study of paradigm-directed or paradigm-shattering
research must begin by locating the responsible group or groups. (Kuhn 1962:
179-180)

As has been recounted elsewhere (see particularly Sebeok 2001a; Kull 2003;
2005; Favareau 2006), the coming together of enough individual researchers
scattered across the sciences and the humanities so as to finally constitute a
recognizable domain of “biosemiotic inquiry” has been a gradual and often
serendipitous project, and one that has really only begun to take on solid form
over the course of the last ten years.

1 Author’s address: Donald F. Favareau, National University of Singapore, Uni-
versity Scholars Programme, Blk Adm 06-37, 10 Kent Ridge Crescent, Singapore
119260, Singapore; e-mail: favareau@gmail.com.

2 Sebeok 2001b: ix.
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Indeed, one of the earliest attempts to solidify the efforts of the various
individual researchers independently studying the roles of sign processes in
life processes was the decision made by Thomas Sebeok and Thure von
Uexkill (1908-2004) to found an International Biosemiotics Society in 1990.
Proposed towards the end of the series of groundbreaking international
conferences on biosemiotics arranged by the two men at the Glotterbad Clinic
in Glottertal, Baden-Wiirttemberg during the late 1980°’s and early 1990’s,
Sebeok announced proudly in 1991 that: “the foundation of the IBS took
place in May 1990 [...] with the new society beginning to function fully in
May 1991 (Sebeok 1991: 7).

Biosemiotician Jesper Hoffmeyer — having just initiated his own Danish-
language biosemiotic publication, OMverden (“a literal translation of the
German term Umwelt-) — met Sebeok for the first time at this 1990 meeting,
and recalls that conference organizers Sebeok and Uexkiill had high hopes for
the continued growth and success of the Society (Hoffmeyer 2002: 384 and
personal correspondence). Unfortunately, however, reports semiotician Jeff
Bernard, “the whole thing never became formalized and fell apart [...] most
probably [because] there were mainly elderly doctors of medicine involved
[and at that time] nearly no biologists [...] except our own Anton Fuerlinger,
because he happens to be both” (J. Bernard to J. Hoffmeyer, personal
correspondence).

Thus, with modern-day biosemiotics still in its infancy, Sebeok’s vision of
an International Biosemiotics Society proved to be premature by several
years, and remained a dream that never came to full fruition in his time.

The Glotterbad conferences had far-reaching effects, however, eventually
bringing together the Copenhagen and the Tartu-Moscow researchers in
biosemiotics, and — again, with the direct encouragement and sponsorship of
Thomas Sebeok — launching the series of conferences and journal issues in
biosemiotics that raised the visibility of biosemiotic inquiry substantially
throughout the decade of the 1990s (for an overview see Sebeok 1998 and

Kull 1999).
That visibility — and the growing number of researchers it has since
attracted — led directly to the founding of the annual Gatherings in Bio-

semiotics series of international conferences in 2001, as well to as the peer-
reviewed Journal o fBiosemiotics in 2005 — and the ongoing success of both
these endeavors promises to turn the previously loosely coordinated domain
of biosemiotic inquiry into a cohesive and legitimatefield.

The distinction between a “domain” and “field” of course, derives from
Mihaly Csikszentmihalyi’s work and has a long tradition in biosemiotics, as it
acknowledges the triadic interaction between individuals, domains (symbolic
structures) and their intermediaries, in the creation of novel understandings,
methodology and norms. Thus, in scientific, academic, artistic and
professional circles (and probably elsewhere), a field is that intermediary
“which includes all the individuals who act as gatekeepers to the domain. It is
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Nec”™ e whether a new idea or product should be included in the

As eommiﬁ%‘d ‘rgdﬂ%lr)é'ntlsgggf- 2sé#-organization through sign exchange,
owever, losemioticians intend their gates to be open ones and the “field”

provi e to be a community locale where all possible semiotic approaches to
biology can be explored. Only in this way can biosemiotic inquiry have a
field proper to the underlying principles of its domain. And it is in that
understanding that the International Society for Biosemiotic Studies has been
founded and is hereby being officially announced.

Arising out of discussions that have been taking place intermittently —
yet consistently— since Sebeok’s original proposal in 1990, the revitalized
effort to found an International Society wherein researchers from all areas of
living sign study can co-inform each other by sharing research data and
analysis was resurrected at the Eighth International Congress of the
International Association for Semiotic Studies that was held in Lyon, France
from July 7-12, 2004.

Representing the biosemiotic perspective with a Special Session on
Neurosemiotics, the author and co-panelists Jesper Hoffmeyer and Kalevi
Kull were approached by LASS organizers with the proposal to found an
International Society for Biosemiotics under the auspices of LASS. The
suggestion was made again at a seminar organized by semiotician Paul
Cobley in London the next spring,3 after which Jesper Hoffmeyer initiated a
series of e-mails with current Administrative Vice-President of LASS Jeff
Bernard, who enthusiastically supported the idea.

Several months of back and forth e-mailing later,4 the following proposal
was filed with the Executive Committee of the International Association for
Semiotic Studies:

3 The symposium “Biosemiotics: The New Challenge” that was held in the
London Metropolitan University on March 23, 2005, featuring papers by Kalevi

Kull Soren Brier, and Jesper Hoffmeyer.
4 7 . di anonline “Skype-conference” linking biosemioticians from Copen-
nc Tartu and Singapore that took place on June 12, 2005 and that could be
age"jered to be the founding “cyber-meeting” of the ISBS.
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Proposal for the formation of
International Societyfor Biosemiotic Studies

The undersigned group ofscholars, who are all engaged in studies
of biosemiotics, hereby propose theformation ofthe “International
Societyfor Biosemiotic Studies ” (ISBS).

The purpose ofthe ISBS is to constitute an organizationalframe-
workfor the collaboration among scholars dedicated to biosemiotic
studies, and to propagate knowledge of this field of study to
researchers in related areas, as well as to the public in general.
Specifically, the ISBS should assure the organization of regular
meetings on research into the semiotics of nature as well as to
promote all kinds ofpublication ofscholarly work on the semiotics
oflife processes.

ISBS sees it as one o fits important objectives to engage in cross-
disciplinary exchange ofideas and welcomes the eventual member-
ship ofscholarsfrom neighboring disciplines (e.g. biology, physics,
chemistry, computer science, cognitive science, philosophy, anthro-
pology, semiotics, etc).

With this mail | request the acceptancefrom IASS ofthe ISBS as
an associated society.

The proposal has now been agreed upon by the undersigned 12
scholars engaged in biosemiotic studies:

Myrdene Anderson, Purdue University, USA

Marcello Barbieri, University of Ferrara, ltaly

Soren Brier, Copenhagen Business School, Denmark

Luis Emilio Bruni, University of Copenhagen, Denmark
Charbel El-Hani, Federal University of Bahia, Brazil

Claus Emmeche, University of Copenhagen, Denmark

Don Favareau, National University of Singapore, Singapore
Jesper Hoffmeyer, University of Copenhagen, Denmark
Kaie Kotov, University of Tartu, Estonia

Kalevi Kull, University of Tartu, Estonia

Anton Markos, Charles University, Prague, Czech Republic
Frederik Stjemfelt, University of Copenhagen, Denmark



Founding a world biosemiotics institution 485

htemational Association for Semiotic Studies (IASS) was founded in
1969 by (among others) Algirdas Julien Greimas, Roman Jakobson Julia
Knsteva, Emile Benveniste, Thomas A. Sebeok, and Juri Lotman. It remains
the premiere organization for the study of semiotics worldwide, and their
eager acceptance to include the International Society for Biosemiotic Studies
under their auspices an acceptance formalized on June 26, 2005s__ speaks
well of “biosemiotics’ roots, proliferation and prospects” (to borrow a phrase
of Sebeok’s).

“Both Tom and Thure would have embraced this initiative” writes
Hoffmeyer (personal correspondence) — but, of course, it is up to we living
practitioners of biosemiotics to ensure that this time our International Society
not only survives, but thrives.

Further information about, as well as an onlineform for membership in,
the International Society for Biosemiotic Studies is available at the website
www.biosemiotics.org.
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Thure von Uexkiill

1908-2004

Kalevi Kull,1Jesper Hoffmeyer2

Looking back in 2001, Thomas Sebeok (1920—
2001) emphasized how important for the forma-
tion of contemporary biosemiotics had been the
discussions that he, Giorgio Prodi (1929-1988)
and Thure von Uexkiill conducted in Freiburg in
the 1970s (Sebeok 2001: 63-65). As one of these
three main figures, Thure von Uexkiill signifi-
cantly contributed to the realignment of the se-
miotic threshold (i.e., the threshold below which
genuine sign action cannot properly be said to
take place) from the borderline between nature
and culture to the borderline separating life from
non-life — thus effectively making the study of
living systems a study of semiosis (Anderson et
al. 1984; 1990). His writings on the development
of the main concepts of biosemiotics and on the
interpretation of Jakob von Uexkiill’s work in
relation to thereof certainly qualify as biosemiotic
classics. As a physician and philosopher, he
developed a semiotic approach to medicine in
general and to psychosomatic medicine in parti-
cular. As a semiotician, he renewed ties with the
old roots of semiotics deriving (since Antiquity)

fig j £r honoris causa,
University of Tartu,
Dec. 1, 1994.
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from medical science. He died on September 29, 2004.3

Thure von Uexkiill was bom in Heidelberg on March 15, 1908, as the elder
son of Jakob von Uexkill. After his study of medicine (1928-1936) in Ham-
burg, Miinchen, Innsbruck and Rostock, and residency and internship Charite in
Berlin (1936-1943), he became an assistant professor at the medical hospital at
the University of Munich (1945-1952). Awarded a Rockefeller Grant, he
worked in the USA from 1952-1953. From 1955 to 1965, he was Director of
the Medical Outpatient Department at the University of Giessen, and from 1966
to 1977 served as the Director of the Department of Internal Medicine and
Psychosomatics at the University of UIm.

After his retirement in 1977 he lived in Freiburg as a Professor emeritus of
internal medicine and psychosomatics at the University of UIm. However, he
stayed active in research, producing several books, lecturing in conferences in
Germany and elsewhere, and remaining enthusiastically interested in new ideas
and, until the last year of his life, was a member of the editorial board of Sign
Systems Studies.

Fig. 2. In a summer seminar on biosemiotics, in Puhtu, Aug. 8, 1995.

In 1994, Thure von Uexkill was awarded an Honorary Doctorship from the
University of Tartu in the field of semiotics and psychosomatic medicine
(Fig. 1). Since his family comes from Estonia, he has had strong contacts there.

3 See obituaries by Krampen (2004), Hoffmeyer (2004), Geigges (2004), Tuffs
(2004), Loringhoven (2005), Wesiack (2005). For a list of obituaries see
http://lwww.int-med.de/uexkuell/uexkuell.html.
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e spent many summers in Puhtu in the 1920s and 1930s at his family’s villa
on t e coast of the Baltic Sea, and was named Karl Kuno Thure after a former
owner and designer of Puhtu, Karl Thure Helwig (father of grandmother of
grandfather of Thure v. Uexkill).

During his lifetime, he had a clear influence upon both the Copenhagen
and the Tartu schools groups of biosemiotics. In 1991, he attended the
meeting “Biosemiotics and Biotechnology” in Denmark, and in September
1989, he visited Tartu to contribute to in a conference commemorating the
125th anniversary of Jakob von Uexkdll. In the following years, he visited
Estonia several times for biosemiotic seminars (Fig. 2), and both the Jakob
von Uexkiill Centre in Tartu (Magnus et al. 2004), and the Jakob von Uexkill-
Archivfir Umweltforschung und Biosemiotik in Hamburg University (Riting
2004) have been the recipients of Thure von Uexkill’s support.

Thure von Uexkull’s principal interests included internal medicine, psycho-
somatic medicine, philosophy, and semiotics. Besides his role as the leading
thinker in the field of psychosomatic medicine, his impact on semiotics include
major achievements in at least the following important areas (see also Sebeok
2001; Tiivel, Kull 1999):

(1) The analysis offundamental questions ofsemiotics, including the semiotic
interpretation of ‘self (e.g., Uexkill 1984; 1986b; 1992a; 1995); in which
he constructed a theory of natural semiotic levels ranging from the cell
which constitutes the lowest level (a “semiotic atom™) and progressing
through the ascending semiotic levels of vegetative semiosis (phyto-
semiotics) and animal semiosis (zoosemiotics) to human sign systems
such as language which allow for the capacity to represent absent objects
and possible worlds (see Hoffmeyer 1998);

(2) The interpretation and development of Jakob von Uexkill 3 approach’, by

publishing a compendium of his father’s works (J. v. Uexkill 1980) and

writing extensive commentaries on them (Uexkiull 1982a; 1987; 1992b;

1993b; 2004);

The analysis of the relationships between semiotics and medicine; es-

tablishing a semiotic approach to psychosomatic medicine (Uexkill 1982b;

1986a); developing a theory of human integrated medicine (Uexkill 1994;

Uexkill, Wesiack 1998) and of subjective anatomy (Uexkill, Fuchs

1997) — for, as Uexkill pointed out, medical practices tend to focus myopi-

cally on the indexical aspects of disease, not seeing the importance of sym-

bolic or iconic layers of reference (Uexkilll 1999; see also Hoffmeyer

2001);

(4) The development of biosemiotics (including the work on endosemiotics); in
Thure von Uexkill’s pioneering work on endosemiosis (1993, together
with Geigges and Herrmann), the knowledge on sign transmission inside
the organism was systematized, and microsemiosis defined as the sign
processes occurring within the cell, and between its organelles (Uexkill

1988; 1993a; 1997a).

3

~
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On the occasion of Thomas Sebeok’s 65th birthday in 1985 a Festschrift was
produced to which Thure von Uexkiill contributed an article in which he gave
a semiotic interpretation of Jean Piaget’s theoretical work, connecting it at the
same time to the work of his own father, Jakob von Uexkiill. In this article,
Uexkiill first explains Piaget’s idea of circularity — i.e., that a stimulus
presupposes a need, or “a readiness to react”, and that “the reflex can only be
described as a circular event, in which a neutral phenomenon receives a
property which it does not have independently from the reacting organ, and
which it loses again after the completion of the reflex, i. e. with the cessation
of the readiness to react” (Uexkiill 1986b: 122).

Uexkiill then makes the following remarkable observation: “The mere fact
of the insoluble concatenation of stimulus and reaction has been, and still is
today, to some extent overlooked through the prevailing dogma of the
constant causal connection of reality — a graphic illustration of Einstein’s
statement that theory determines what can be observed” (Uexkiill 1986b: 122;
our italics). What Uexkiill wants us to see, we presume, is the direct parallel
between epistemology and life, i.e. needs co-determine stimuli in much the
same way that theories co-determine observations.

Clearly, the deeper goal running throughout all of Uexkiill’s work was to
uncover “the pattern which connects”, to quote another great thinker of his
own generation, Gregory Bateson: “What pattern connects the crab to the
lobster and the orchid to the primrose and all the four of them to me? And me
to you? And all the six of us to the amoeba in one direction and to the back-
ward schizophrenic in another?” (Bateson 1979: 8).

Already by 1947, Thure von Uexkiill had published a chapter entitled
“Von dem Bedirfnis der Physiologie nach einer philosophischen Natur-
betrachtung” in a book whose other half written by his father (J. v. Uexkiill,
T. v. Uexkiill 1947) — for Thure had begun to co-author with his father
already during Jakob von Uexkill’s lifetime. In 1943, they published “Die
ewige Frage” (translated into English recently — see J. v. Uexkiill, T. v.
Uexkiill 2004). In addition, Jakob von Uexkill’s unfinished book Das all-
méachtige Leben was completed by Thure and his mother Gudrun von
Uexkiill, who together wrote the nine last chapters of the book on the basis of
Jakob’s notes (G. v. Uexkiill, T. v. Uexkiill 1950; see the details in Kull 2001:
33).

Specializing in medicine, and developing his father’s paths of thinking,
Thure von Uexkiill gave a theoretical basis to psychosomatic medicine. As
Thomas A. Sebeok observed “no pillar of the medical establishment would
more crisply and trenchantly discern and signal a crucial paradigm shift in, or
a consistently comprehensive semiotic overview of, the intellectual landscape
than Thure von Uexkiill” (Sebeok 2001: 62).

Lehrbuch der psychosomatischen Medizin, the largest volume in its field,
was edited by him, has been published in six editions (1979, 1981, 1986,
1990, 1996, 2003), and has appeared in English translation (1997c). His
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ililugtratgd/\b)mher‘foIIowindppata’?é een medicinc “ d biosemiotics may be

Medicine must replace its mechanical model for the body with a model of the
living system. Living systems do not react in a mechanical way to mechanical
inputs; rather, they transform inputs of the environment on their receptors into
signs which inform the systems about the meaning of the environment for its
needs. These signs enable the system to recognize and to assimilate the
resources of the environment in order to maintain their autopoiesis as basis for
their health. (Uexkull 1992: 455)

Similarly, the following quote comes from his “Medicine and semiotics”:

The ability to form symbols means that the direct connection between
perceiving and operating is interrupted. The sensory signs lose their absolute
unambiguity. They become as it were, un-homely (‘un-heimlich’). An inner
world separates perception and operation, in which test operations are needed
to find out whether one’s senses can be trusted or whether it is dangerous to
follow their demands. (Uexkull 1986a: 213)

And, approaching medicine as a culturally related system, “If every culture
produces its medicine, may it not be possible that every culture also produces
its illnesses?” (Uexkill, Wesiack 1997: 36).

Thure von Uexkull was actively working until the last year of his life4 In
1998, at the Seventh World Congress of Endocytobiology, a session was
dedicated to his 90th birthday (Tiivel, Kull 1999). The opening talk was given by
himself.

For the Uexkill-conference in Hamburg in January 2004, he sent a
contribution noting that “Living beings do not discover their Umwelten. They
have to construct it out of the signs found” (Uexkill 2004: 374). And
throughout Thure von UexkiiH’s life’s work as a physician and a semiotician, this
is exactly what he did.
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