	
  
The	
  Classical	
  Performing	
  Arts	
  in	
  Relation	
  to	
  the	
  Creative	
  Industries	
  –	
  A	
  Critical	
  Review	
  	
  
	
  
Carla	
  Walter,	
  PhD	
  
Arts	
  Management	
  Professional,	
  Independent	
  Scholar,	
  and	
  Author	
  
	
  
650	
  Castro	
  Street,	
  Suite	
  120-‐476	
  
Mountain	
  View,	
  CA	
  94041	
  USA	
  
+1	
  417	
  388	
  3474	
  mobile	
  
Dr.CarlaWalter@gmail.com	
  
	
  
Arts	
  Management	
  and	
  Performing	
  Arts	
  
Paper	
  Session	
  
	
  
Abstract	
  
	
  
It	
  is	
  well	
  known	
  that	
  the	
  classical	
  performing	
  arts	
  have	
  historically	
  facilitated	
  
economic	
  and	
  political	
  change	
  in	
  many	
  locations	
  around	
  the	
  globe.	
  Similarly,	
  between	
  the	
  
economic	
  downturn	
  of	
  2007	
  and	
  the	
  present,	
  there	
  has	
  been	
  a	
  cultural	
  and	
  creative	
  arts	
  
industry	
  expansion	
  occurring	
  globally	
  and	
  within	
  the	
  United	
  States.	
  Inside	
  of	
  this	
  frame,	
  
“the	
  cultural	
  and	
  creative	
  arts	
  industries”	
  are	
  considered	
  to	
  be	
  a	
  major	
  force	
  that	
  will	
  solve	
  
many	
  financial	
  issues	
  in	
  disparate	
  locales	
  on	
  micro	
  and	
  macro	
  scales.	
  The	
  boundary	
  that	
  
circumvents	
  these	
  industries	
  includes	
  the	
  classical	
  performing	
  arts.	
  Yet,	
  in	
  contrast	
  to	
  the	
  
current	
  view,	
  in	
  the	
  1960s	
  it	
  was	
  assumed	
  that	
  the	
  classical	
  performing	
  arts	
  (for	
  examples,	
  
live	
  concert	
  dance,	
  opera,	
  classical	
  theater,	
  and	
  symphony)	
  were	
  only	
  able	
  to	
  generate	
  
financial	
  deficits	
  and	
  were	
  positioned	
  as	
  public	
  goods—those	
  that	
  would	
  not	
  attract	
  
competitive	
  businesses.	
  Some	
  argued	
  against	
  such	
  a	
  strong	
  stance	
  of	
  characterization	
  of	
  the	
  
classical	
  performing	
  arts	
  but	
  were	
  not	
  widely	
  acknowledged.	
  Economists	
  are	
  now	
  
reconsidering	
  this	
  cast	
  of	
  the	
  classical	
  performing	
  arts	
  in	
  light	
  of	
  the	
  billion-‐dollar	
  growth	
  
of	
  the	
  global	
  cultural	
  arts	
  industry.	
  Does	
  the	
  global	
  enthusiasm	
  for	
  the	
  cultural	
  and	
  creative	
  
arts	
  industries	
  apply	
  to	
  the	
  classical	
  performing	
  arts?	
  This	
  paper	
  explores	
  that	
  question	
  
relative	
  to	
  the	
  United	
  States	
  vis	
  a	
  vis	
  this	
  cultural	
  and	
  creative	
  economic	
  engine.	
  	
  
Drawing	
  on	
  literature	
  highlighting	
  the	
  cultural	
  and	
  creative	
  arts	
  industries,	
  I	
  
examine	
  the	
  political	
  economy	
  of	
  the	
  classical	
  performing	
  arts	
  from	
  1945	
  to	
  the	
  present	
  in	
  
the	
  US.	
  I	
  document	
  that,	
  in	
  today’s	
  discussion	
  of	
  what	
  has	
  grown	
  into	
  the	
  broad	
  descriptor	
  
of	
  the	
  “cultural	
  and	
  creative	
  industries,”	
  supra-‐classical	
  organizations,	
  non-‐classical	
  
cultural,	
  and	
  creative	
  industrial	
  superstructures	
  receive	
  the	
  lion’s	
  share	
  of	
  resources	
  and	
  
enjoy	
  sustainable	
  profits	
  arising	
  in	
  this	
  sector.	
  Moreover,	
  these	
  organizations	
  rely	
  on	
  a	
  
buzz-‐phrase	
  of	
  “the	
  cultural	
  and	
  creative	
  arts,”	
  to	
  attract	
  investment	
  and	
  innovation,	
  and	
  to	
  
rejuvenate	
  local,	
  national,	
  and	
  global	
  economies.	
  Importantly,	
  results	
  of	
  the	
  research	
  
indicate	
  that	
  though	
  the	
  creative	
  arts	
  industry	
  is	
  defined	
  as	
  a	
  growing	
  field,	
  the	
  classical	
  
performing	
  arts	
  remain	
  marginalized,	
  by	
  the	
  characterization	
  of	
  their	
  1960s	
  framing.	
  To	
  
address	
  these	
  limitations,	
  areas	
  for	
  future	
  research,	
  actions,	
  and	
  policy	
  considerations	
  are	
  
presented	
  with	
  an	
  eye	
  toward	
  advocating	
  for	
  the	
  classical	
  performing	
  arts	
  in	
  the	
  cultural	
  
and	
  creative	
  arts	
  industry.	
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What Happens When Women Speak?
By: Salwa Nugali
King Saud University
Riyadh, Saudi Arabia
Email: Salwasn@ksu.edu.sa

Abstract
This paper will explore the problem of communication in two of Frost’s poems, namely, “Home
Burial” and “Death of the Hired Man”. On the face of it, it can be easily examined as a study of
communication or the lack of it. Despite these evidences, communication issues in these poems
do not seem to be the only factor leading to breakings and tensions or its success; rather it is
gender related. A closer examination at the focus and physical manifestations as stimuli through
the speeches as suggested by Relevance Theory (Sperber and Wilson, 2002) in the poems should
cast light into real reasons behind the problematic relations between what is presented to readers
as a crisis at home.

Theory
In Relevance Theory verbal communication involves both coding and inference. The
relation between them is seen as follows: a verbal utterance is a stimulus which the addressee can
use as evidence in inferring the speaker’s meaning. The information encoded in the stimulus is
treated as part of the evidence which, together with appropriate contextual information, warrants
the inference of what the speaker wanted to convey.

Inferential communication, as RT proposes, involves an ostensive inferential
communication with an extra layer of intention: the informative intention which is the intention
to inform an audience of something; and the communicative intention which is the intention to
inform the audience of one’s informative intention.

RT suggests that because of the universal cognitive tendency to maximize relevance and
achieve communicate successfully, it offers a possibility to predict and/or manipulate the mental
states of others. Knowing of one’s tendency to pick out the most relevant stimuli, the speaker
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may be able to produce a stimulus which is likely to attract the attention. This will prompt the
retrieval of certain contextual assumptions and to point you towards an intended conclusion.

This paper will use ‘Relevance Theory” by Sperber and Wilson (1998, 2002). RT draws a
strategy for figuring out why communication takes place or fails. However, the theory does not
question gender. By extracting the logic of the argument—literal and metaphorical- through the
degree of manifestations, another, yet, more pertinent factor can merge to be considered for
using RT that is to take into consideration “gender” as a factor.

Analysis

The two poems which will be analyzed are similar in settings and context. Both poems are
between husband and wife; the wives take on the conversations in dealing with a crisis at home,
and finally, these wives determine the final result based on their representations and their ability
to infer from what is made manifest to them to their husbands.

In “Home Burial” there is a situation at home. The parents have just lost a child that was
buried in the home yard. The grieving wife communicates her understanding of the situation
through her behavior and expressions. The husband tries to ease the situation and resolve the
tension but fails. In “The Death of the Hired Man”, the wife manages to successfully maneuver
the situation to her favor and convinces her husband to see Silas’ situation.

“Home Burial”
Both poems show how ostensive stimuli are the medium through which the physical
manifestations are used by two female speakers. In “Home Burial”, the mother’s physical
manifestations are the grave of their dead child, the father’s axe and his soiled shoes. These are
the elements she uses in her conversation with her husband as soon as he comes back home after
finishing the burial of the child. She looks through the window to the grave yard. Her reaction is
alarming and the husband senses her state and her physical features. The conversation starts as
follows: “What is it you see dear/ From up there always—for I want to know,” (L10) is the initial
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question the husband asks his wife. Knowing that what she is “seeing” is causing her fear and
anxiety of something made manifest to him. It is not possible that the he does not know where
the little window in his house shows to any viewer from the inside. Her response is sinking in her
skirts and her “face turning from terrified to dull” L8-9. It is clearly a question of the fact that
what the wife sees is triggered by something very different from what the husband is seeing. He,
at the same time, sees her features and realizes that something is disturbing her and that
something fearful is on its way. The window overlooking the grave yard allowed the wife to
follow closely the procedures of burying the child. An act of the husband was involved in while
outdoors and she is indoors. He, being very practical man, realizes this is the normal course in
life. When he raises the question, it is because his intention is to give her the chance to talk about
and explain her emotional turmoil. It became clear to him that there is something they need to
talk about. His question is not answered. Instead, she leads them into the past- other incidents in
their lives. The conversation continuously diverts. As the poem continues, things go
unexpectedly wrong and the wife decides to leave the house. This is the least expected in a
family going through a grave incident such as this. It is not plausible either that the death of a
child will lead to the breaking up of a marriage. However, if the child’s death is recontextualized, the heart of the matter changes direction. This takes place through employments
of the physical manifestation as a stimuli.

The physical manifestations are the first stimulus to initiate the conversation. The burial
process made manifest to the woman something about the husband. She does not see the death of
a child as a separate incident from the context of their life in general. She sees the child as a
metaphor for the fruit of the marriage. When she was watching the burial process, she calls him
“that man”(L 82). Her watching triggered some cognitive process in her mind and reminded her
of her husband’s behavior in the past as well as the state of their marriage and their relationship.
She makes inferences from her life with him, plus other aggressive incidents. The burial in itself
is seen as an aggressive act as his usual previous acts. It also triggers an image of violence as
well as departure. It implicates other more serious conclusions. The aggressive act in itself makes
her associate it with previous aggressive acts in their marriage. He is described as:
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He sat and fixed his chin between his fists. L43
You make me angry. I’ll come down to you. L72
Then later
“You can’t because you don’t know how.
If you had any feelings, you that dug
With your own hand—how could you?—his little grave;
I saw you from that very window there,
Making the gravel leap and leap in air,
Leap up, like that, like that, and land so lightly
And roll back down the mound beside the hole.
I thought, who is that man? I did not know you.” L75-82
The fist, the axe in the burial process, and the mound are the three objects which she sees
in him. Anger is yet another more serious trait in him. She integrates all these with his life with
him in the past. In a sense, she is projecting the incident into her marriage and the many times
she tried to leave him before contextualizing the whole situation in a new context and a new
understanding that is hers. This compression of images in her mind escapes her husband for he
has a linguistic disability to express himself. In the lines (75-82), she makes manifest to him her
communicative intentions that the scene she watched when he buried the child- as she described
it—is the starting point of communicating to him of her decision and what the scene had made
her realize about their relationship. The husband fails to read this and turns the conversation into
other graves in the backyard, unable to realize that what she is trying to tell him is that she saw
the burial process and the way he handled it so “lightly”. She did not recognize him as the
husband who is burying his own child that is dead. He concludes that it is the child’s mound and
the incident of the child’s death and could not see her communicative intentions.

Communication does not seem to be fruitful. It flouts and diverges onto other issues.
After seeing through the window she was looking through, he thinks about talking about the
death of the child. His understanding of what the grave yards and the child’s mound are a
manifestation of this difference. Conceptually, for him death is a reality and a fact of life; for her
it is a departure--and from home. Why do they have these differences? Why would she want to
leave him?
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What the poem gives are a few lines later is about a troubled marriage. For example, he
warns her as she intends to leave moving the “latch a little” that someone is coming down the
road and asks her “not to take it to someone else”. There is also a shadowed incident in the barn.
Mostly manifested is her behavior of avoiding being with him on the same place. Initially, she is
upstairs and he is downstairs; when he climbs up, she “sank upon her skirt” and “until she
cowered under him’ and goes downstairs. She makes manifest to him of her communicative
intentions many times until she finally leaves.

She avoids him fearing his “fists” and anger. Her facial expressions are “terrified’ and
‘dull’. They, in reality, have a different perception of death and the consequences this incident
means for each on them. Despite the fact that the situation is the same and the physical
manifestations are the same, they fail to converse into a unified vision and understanding. Their
long-buried feelings surface to the conversation. The poem takes a violent turn from L 61
onwards till the end. He fails to read her intentions many times throughout the poem. The
husband tries to salvage the situation by asking her for help. She refused him any. Her refusal is
again part of her signaling to him her communicative intentions. They become totally alienated
from each other and unable to develop any sort of understanding. She is leaving and in return, he
becomes threatening. His last words: “I will bring you back by force, I will” (L120). Amy and
her husband do not realize that earnest conversation is all that was needed to make adjustments
to the situation at home.

The speech acts used between the two is very dry and devoid of tenderness and emotional
understanding. Both of them give commands and threats and accusations to each other. She
accuses him of not understanding the whole situation and tells him: “You think the talk is all”.
They are unable to address the physical manifestations in the context given—the death of their
child. Instead the verbal exchange takes them into a violent and painful level. It cannot be
strongly supported that the death of their child is causing all of this. It is the wife who takes this
incident as a metaphor into other contexts resulting in the unresolved conflict again. A closer
look at the verbal exchange imbued with negativity shows this, for example:
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“Don’t, don’t, don’t, don’t,” she cried

L32

“Not you! Oh, where is my hat? I don’t need it!

L38

“Amy! Don’t go to someone else this time.

L 41

“You don’t know how to ask it.”

6

L45

“You can’t because you don’t know how.” L 75

She refers to him as “you” rather than his name. He is a stranger and she does not
recognize him. An exchange of accusation takes place between them. She finally says it. She is
leaving and his traits which she fears of physical threat surfaces.

“The Death of the Hired Man”
On the contrary, “The Death of the Hired Man” is about a hired worker who comes back
to the farm where he used to work in. The wife realizes that this is will upset her husband
because the hired man left when he was mostly needed. Seeing the hired man’s condition, she
develops some sort of sympathy towards him. The wife breaks the news gently to her husband
when he returns home and asks him to “Be kind”. She tries to convince her husband to let Silas
stay and says: “He has come home to die.” She succeeds by minimalizing the contradictions in
the situation –if not eliminating it totally by the end. She uses a different strategy with what is a
clear manifestation of objects about them. Logically, for the husband, Silas is not a family
member and, consequently, he should go home to die. She knows this and plans a strategy to
convince her husband to let Silas stay.

The strategy the wife is by the use of physical objects surrounding them. She uses these
elements as stimuli to make the husband see the situation differently and to revise his logic. The
poem opens with the candle light. Another light is given throughout the poem which is the
moonlight. The play on light is evident in the poem (Nugali: 383). Mary did not only use light
but also sound to convince her husband that Silas has come home to die. By these two elements
light and sound, she manages to manipulate her husband and convince him to comply with her
views. Nugali states that “Mary miscolors and recreates the world: Silas is improved in
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portraiture so that compassion may be felt for him. Is Mary’s ability with the non-existing harp
strings and her focus on the subtle light an extension of her ability to pretend, to internally color
rather than a reflection of a finer sense?” (386).

Relevance Theory (2002) explains how one can manipulate the mental states of others by
bringing into the line of vision certain relevant objects. This is what Mary did to manipulate the
situation to reverse the initials view into her views. She weaves physical manifestations available
to her together to produce an attractive plateau to present to her husband. The husband argues
that Silas should go home to die, but she redefines home for him: “Home is the place when you
go there/ they have to take you in” (L12-13). This defeats his logic and this is not enough. She
also resides to the cosmos. By making many false assumptions using light of the moon—setting
in the west, she gets to manipulate him to see the situation of Silas differently- her way.

In “The Death of the Hired Man”, Mary’s communicative intentions is to manipulate her
husband in seeing the situation of Silas through her feelings. In order to achieve this, she appeals
to his heart. She uses all the physical elements around her to make him see. He finally started
listing the merits of Silas:

“Be Kind” She said L7
He answers:
“When was I ever anything but kind to him” he said. L11
Later
“I know, that’s Silas one accomplishment.
He bundles every forkful in its place,
And tags and numbers it for future reference,
So he can find and easily dislodge it
In the unloading. Silas does that well.
He takes it out in bunches like big bird’s nests.
You never see him standing on the hey
He’s trying to lift, straining to lift himself.” L90-98
Silas is seen on the light of his skill here. Silas is a good man who by circumstances
leaves Warren to earn some many which Warren cannot give him for his work. Warren, at the
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end, accepts her views and her humanity towards Silas. He makes adjustment to his views of the
world based on his wife’s logic of representations of the world by revising his own.

The speech acts performances in the poem predict the results of the situation. The
couple’s speech act exchange is never violent. It is slow, tender, and colored with respect. They
listen to each other. At times, they accept each other’s views. There is never a command but
always a gentle request for understanding—not each other—but the condition of Silas. For
example:

What did he say? Did he say anything?”
“But little.”
“Anything? Mary confess
“He said he’d come to ditch the meadow for me.”
“Warren!”
“But did he? I just want to know.” L 45-50
“Home,” he mocked gently. L 115

Warren is interested in knowing more about Silas’ return now rather than a total
rejection of him. As things progress, Warren is softening a little towards Silas. By exploring the
options available to Silas, Warren revises his logic of the reality of Silas and understands his
needs to come “home” to them rather than his brother. Their “home” is his as well.

Her views are confirmed when the husband checks of Silas and finds him dead. Mary’s
logic of human understanding that defies universal logic defeats the husband’s. He finally saw
Silas in a more human way as family. The poem end is the harsh reality of life ending-- in death
of Silas.
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The Two Poems in Contrast:
“Home Burial”
Physical manifestations are the same

“The Death of the Hired Man”
Physical manifestations are manipulates by using sound
and light and logic

Crisis within the family

Crisis involves a worker who used to work for the
family

There is a friction between the husband and wife

The husband and wife and discussing an issue outside
their relationship

Violence embedded

Human tenderness in clearly manifested

Breaking up of a marriage

Reconciliation of the husband and wife regarding the
worker

Even though there are some differences in the two poems, the crux of the matter that
remains is what happens when women speak? In “Home Burial”, the woman is not willing to
resolve a problematic issue. She refused to make her husband understand her troubles or let him
into her pain. She brings to his line of vision irreconcilable elements such as the incident in the
darkened parlor. She makes manifest her communicative intentions which are not to resolve
issues for they have become too complex for his comprehension. She knows him well and knows
he will not understand or see or maybe even change. By bringing all these together, it is clear
that her speech is an announcement of giving up and intending to leave. This is what she has
been trying to communicate to her husband from the onset of the poem. Her departure brings the
poem to a close.
By the same token, Mary, in “The Death of the Hired Man” approaches the situation with
the intention to resolve the issue. She even takes a miscoloring and reverses the natural logic of
the universe such as the moon. She shows that to be human, one has to reverse existing universal
logic as deemed necessary—and to an extreme measure as she did.

It is interesting to note Frost’s own projection in the two poems in the title he gives to
each. In “Home Burial”, he used no articles at all. This gives it an indefinite scope of what
situations like this might end up with. However, in the “The Death of the Hired Man” two
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definite articles are used in the title. By doing this, the poem has a definite ending. Was Frost
himself aware of the distortions in the poem? Did he approve of it?

Conclusion
Communication has intentions and this can be traced in direction of the communication
and the use of the inferential process of manifestations presented. Women, in “Home Burial” and
“The Death of the Hired Man”, show their strengths and weaknesses and that at home they
control and can manipulate the man beyond his rational logic and make him see situations as
they wish. Women are also capable of seeing the hard facts and deal with pain even if it leads to
yet another pain and more serious destructive acts such as “Home Burial”. Or the opposite
results, such as “The Death of the Hired Man” where the wife makes her husband revise his logic
by her representations of what is manifest around her. The two poems presented can open a new
horizon in communication to examine if gender is relevant to the studies of the discourse of
communication; and if it can render another level of analyses in communication and cognition.
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“THAR’ SHE BLOWS!” WHALES, WATER, AND WORK: LIFE ABOARD CHARLES
AND PHILLIS SEAL’S WHALESHIP, EAMONT, AND OTHER INSIGHTS
By

Robert B. Kebric
History Department
University of Louisville
Third Street
Louisville, Ky. 40292
rbkebr01@exchange.louisville.edu

“Thar’ She Blows!” (Photo by author)
“I saw the whale spouting. When I had got as close to where the whale was…all at

once it rose close to the boat’ bows. My boatswain…sent two harpoons into the

whale, and in an instant that whale was flying through the water, about as fast I
1

think I ever travelled…about five or more miles…when the whale suddenly stopped
and commenced rolling and splashing. We…pulled up to the whale [and] I had a

splendid chance to heave my six foot lance…before the poor whale, in her death
struggle, caught us on its side fin, and sent the boat with all its crew for a long
bath.” 1

So remembered the first mate of Charles and Phillis Seal’s whaler, Eamont, while

serving on a voyage of the vessel in November, 1844. The dramatic, heart-stopping
episode almost cost him his life-- one of the risks that all who made their living by

the pursuit and killing of whales routinely faced whenever they lowered their boats
into the sea.

It is certainly remarkable to have such an eyewitness account, especially since it

comes from one of the Seal’s own officers, James Robinson. 2 Whaling was the

central feature of Phillis Goggs Seal’s adult life, and was, especially after Charles’

untimely death in 1852, what established her reputation as the “Whaling Woman of
Hobart Town.” At the last few meetings of this Conference, I have presented papers

on the Seals, especially Phillis, indicating their importance to the growing new world
of Australia in the mid-nineteenth century. This particular inquiry is an insight into
the whaling profession, of which they were among the highest profile members. At
one time or another, the Seal’s whaling fleet at Hobart Town in Van Diemen’s Land
(Tasmania) was the largest in Australia. Their risk, of course, was not to life and

limb, but to the ledger book, and Phillis, at least, would never have experienced the
dangerously physical side of the business.

Women of Phillis’ status did not mingle with common crewmen or live with
2

them for months at sea, although there are many examples of captain’s wives sailing
with their husbands. 3 Growing up as the daughter of a prosperous Norfolk farmer
in England with extensive business interests on Rosemary Lane in London, she

could never have foreseen the life awaiting her half a globe away in Van Diemen’s
Land when she married Charles Seal— a life entirely different from what she had

known. Norfolk was home to many a sailor, and the Goggs were distantly related to
Lord Nelson, the greatest of the local men who found both fame and fortune on the
high seas. George Vancouver, the famous explorer, was also from Norfolk. For

Phillis, however, it was to be whales that would fashion much of her married and

widowed life and fully involve her in running the family business in Hobart Town in
the 1850s and 1860s. Recreating, in some measure, the world of whaling in her day
is illuminating.

Phillis and Charles were involved in the business side of the whaling profession—

purchasing and fitting out vessels, maintaining them, directing their captains, selling
the product, and keeping records. The Seals did not take up whaling until after they
married and had settled in Hobart Town in 1831. Earlier, as a bachelor in Van

Diemen’s Land, Charles had been a ship owner, but he was not a whaler. It was not
until early in 1836 that Hobart began to be regularly visited by American whale

ships, whose presence gradually drew locals into the industry. 4 It also appears that
even when Charles did own his fleet of whalers, the most he may have done was to
take short inspection cruises not far off shore from Hobart. Available information

suggests that he was less involved than that, and his only recorded shipboard

experiences consisted of boarding vessels to send them off or to receive them home
3

after a voyage. Certainly, that, too, would have been the extent of Phillis’ “on board”
activities when she took charge of the fleet after Charles’ death in 1852-- aside

perhaps from some occasional need to check personally the condition of a vessel or
a problem that needed management’s attention. Normally, even that kind of

inspection would have been delegated to her captains. In that respect, the one

business letter that survives in her own hand demonstrates that she knew exactly
what was going on and was a very attentive mistress of her whalers. 5

Unfortunately, records of the Seal’s whaling business were lost or destroyed

when their offices were sold and the new owners carted off everything to awaiting
incinerators or trash dumps. 6 By that time the whaling industry had all but

disappeared, and new owners of the buildings had little interests in cabinets full of
records that meant nothing to them. The Seal’s offices and store at 11-12

Salamanca Place, close to the New Wharf area at Hobart, were also demolished in
September, 1961, to make room ultimately for the new Supreme Court building.
Years of such records, while a major loss for the current inquiry, would

nonetheless always constitute a less dramatic aspect of whaling than the “guts” of

the trade, which took place on the Seal’s ships at sea. Owners rarely got involved to
the extent that they were interested in seeing the product hunted, dissected, and
finished— which is the part of the business that evokes the most fascination for
modern readers. Today, one cannot help but feel the deepest sympathy for the

hunted behemoths off of which they made their living; but in the disinterested view

of most in the nineteenth century, the only function the distant creatures served was

4

The Seal's Business Offices (left) and Store (right) at 11-12 Salamanca Place as they
appeared in September, 1961, shortly before their demolition. (Image: Courtesy of
the Mercury Newspaper, Hobart, Tasmania)

to provide for the betterment of life both for the whalers who hunted them and

those who lived off their products.

5

James Robinson’s account of the whaling adventure described in the introductory

passage to this chapter is about as full of the most exciting kind of eyewitness, spine-

tingling, and abhorrent detail that anyone looking for a description of such a hunt

could hope for from the “Golden Age” of whaling. The subsequent processing at sea
of the giant carcasses is also fully described, as are grueling insights into the worst
kind of routine sailors aboard a whaler might expect to endure because of the life

they had chosen-- or been forced into. In Robinson’s case, it also includes a captain,
who may not have been driven by the pursuit of a great white whale like Captain

Ahab in Moby Dick, but who certainly had his “dark side” in the way he treated his
men at sea-- bordering on their mutiny on this particular cruise of the Eamont.

One might have cause to wonder why the Seals, who were much respected and

well liked in the whaling circles at Hobart (including crew members on the Eamont),
would choose to associate themselves at all with a man such as Captain John (Jacky)
Lovitt, either as shipmaster or co-owner. It is clear that they knew of his behavior,
and Charles was even approached by Robinson, the chief mate of the Eamont who
left the personal recollections being recounted here, to complain about the

injustices he had personally suffered at Lovitt’s hands on the voyage. Robinson

received a sympathetic ear, and it is clear from Lovitt’s subsequent positive actions

that Charles had spoken to him about the matter-- yet the Seals continued to partner
with Lovitt, including for a voyage to Japan six years later that resulted in the wreck

of the Eamont. In doing so, they apparently lost no respect in the eyes of the sailors

who manned their vessels. Business, of course, always makes for strange

bedfellows-- in this case, co-owners of a whale ship. It clearly shows the desperate
6

lengths to which the mostly young men who served on these ships would go for the

wage they got. Perhaps in this case, they also knew that Charles Seal was a fair man,
and in the end, he provided the counterbalance to tyrants at sea like Lovitt. It is

clear from what Robinson says about this master, however, that not many were like
him. In a lifetime of sailing, Robinson says that he never encountered the like of
Lovitt again.

The whaling men at Hobart knew what they were in for when they signed on

with Lovitt, whom Robertson says was universally despised. The fact that he could

still routinely assemble crews to sail with him is a sign that he was just another one
of the different types of individual involved in the whaling profession. Robinson,

who went on to captain numerous ships himself and become a leading figure in the
Hobart whaling and business community, did have subsequent encounters with

Lovitt in various places, including California. Those chance meetings do not appear
to have been as unpleasant when compared with Robertson’s recollections about

how his former captain had behaved on the Eamont. He says that Lovitt acted more

as if the two were on equal terms-- and when needed, they assisted one another as
captains and businessmen. Clearly, as in the case of Robinson, Lovitt behaved

differently towards individuals in different situations and at different stages in life.

Nonetheless, Robinson never stopped referring to Lovitt as his “old tormentor,” and
was unwilling to forgive the man for how he treated him on the Eamont. For the

Seals, however, Lovitt was a captain who got the job done and brought them profits.

The “bottom line” was their main concern— not the quirks of a master’s personality.

7

James W. Robinson (1824-1906), who provided the contemporary whaling

content for most of the narrative of this chapter, had a full and amazing career at
sea. His father, an American, had come to Van Diemen’s Land as a young man in

1822, the same year that Charles Seal had arrived, and settled there. He married a
local woman the next year, and James was born April, 25, 1824. In 1836, young
Robinson was sent to the United States to live with relatives and go to school in

Providence, Rhode Island. He returned in February 1839, when he was still only

fourteen, and would continue his already significant adventures at sea for the rest of
his life. In his final years, he was urged by his family to write up his Reminiscences,

and, fortunately, he obliged. They have thankfully been edited and reproduced online by Dan Cerchi from a typescript in the Tasmanian State Archives based on

Robinson’s original diaries, 7 which now appear to be lost. In these Reminiscenes,
Robinson summed up his life as follows:

After my father’s death [in 1839]…I had no alternative but to follow a seafaring
life. I have always been fortunate in every way, as anyone who may read this
rough account of a rough life may learn for themselves. I have been very fortunate
in every respect, as far as I am individually concerned, I was always in fair health, I
was never shipwrecked, although several times very near it, I never— after a very
long experience— saw a man killed by a whale: I have had some narrow escapes
with my life, but I have been, by God’s mercy, wonderfully preserved. Therefore,
I must not complain of being, to a certain extent, compelled to go to sea for a living
….I took to whaling, although young hands, as a rule, don’t get much of a share or I
could only look forward to working my way up to a better position, and any young
person who thinks of following the sea as simply a sailor before the mast, and does
not study to obtain the necessary qualifications for taking higher positions, I
should advise that young man to enlist for a soldier, if they will take him,
or learn to get something ashore, for a sailor’s life is a very hard one, although the
food and general treatment is far away above what it used to be, yet it is bad
enough now…. 8

8

In his detailed diaries, Robinson left not only the account of his 1844 adventure

aboard the Eamont, but also narratives about other experiences on both whaling
and merchant ships, while captaining many of them— as well as commercial

ventures on land. Judging from his accounts, it is clear that many in Hobart Town
became involved in the same entrepreneurial opportunities almost as quickly as
they materialized, and, thus, many of the same people were interlinked in the
developing business atmosphere. There does not appear to have been much

hesitation in participating, but, then, that was part of the reason (as in the case of
Charles and Phillis) for coming to the New World Down Under in the first place.

Pioneers are always more willing to experiment and take risks, doing things that
caution might prevent in more established frameworks. Robinson mentions

personal encounters with Charles Seal (some of the few that exist) at Hobart Town,

and because so many of his activities closely parallel those of Charles and Phillis, he
and the Seals certainly would have crossed paths frequently in such a small colony.
While Robinson does not appear to have had any formal business partnerships

with the Seals, he did become closely allied with his family physician, Dr. William
Crowther, 9 a personal friend of Charles and Phillis (and probably also their

physician). In fact, Crowther appears to have been drawn into the continually

growing business scene at Hobart through the younger Robinson, while treating him
as a patient. This relationship elicited requests by Crowther to put cargo on ships

Robinson captained, the first in 1851 10-- and progressed to whaling and sealing

partnerships, the California gold rush, and the Victorian gold fields. Crowther

would assist Phillis Seal in her whaling and other businesses after Charles’ death,
9

and his grandson, Sir William Crowther, would marry a Seal granddaughter. It is
probably safe to assume that Robinson, too, would have been involved in some

respect with that assistance-- which probably included business in California. Phillis
would send her ship, the Pacific, to California on more than one occasion, and

Robinson even speaks of meeting and assisting the Seal’s old business partner,

Captain Lovitt, while in San Francisco. 11 Everything seems to support a Crowther,

Robinson, Seal business interrelation and friendship-- even before Charles died in
1852.

As noted earlier, James Robinson’s father had arrived in Van Diemen’s Land from

America the same year Charles had come from London, and he became fully

involved in the life there— first as a ship owner, then as a farmer, owner of a

transportation service, proprietor of a popular tavern, and he had a number of

properties through his wife’s father. The family lived 12 miles from Hobart. It

would be impossible in such local surroundings for Seal and Robinson’s father not

have known each other from the start, and Charles probably would also have known
James Robinson from his birth in 1824. That is surely the reason why the latter felt
so comfortable in approaching Seal to complain about how he had been treated by

Captain Lovitt on the Eamont. When he says he was “received as almost a father” by

Mr. Seal, 12 it was probably no exaggeration.

As for the many stories Robinson detailed in his Reminiscences, the most

engrossing is, coincidentally, from his Eamont voyage, on which he was chief mate to
Captain Lovitt. 13 It is in some ways reminiscent of Ishmael’s salvation after Moby

Dick had sunk the Pequoid, and Queequeg’s coffin rises up from the ocean depths to
10

save him. The circumstances surrounding Robinson’s near drowning are, of course,
not as dramatic— or symbolic. The episode was not part of a novel crafted to suit

the aims of one author, although Herman Melville had certainly seen his share of the
unusual at sea-- and there are white whales. The one best known today frequents

the Northeastern Australian coast off Port Douglas. 14 The Eamont was not sunk,
even by a regular whale, and it was only Robinson’s whaleboat that was pulled

beneath the water. Nonetheless, he, too, was on the verge of drowning when, most

fortuitously, the boat’s mast which had become loose as it sunk, rose up between his
legs and raised him like a buoy to the surface, keeping him afloat until he was

rescued by another of the Eamont’s boats. Such a gripping story, told by the man
who survived it, is more than one might expect to find when searching for such
stories.

Robinson begins his narrative after leaving Adventure Bay, which is about 35

miles directly south of Hobart Town, where a whaling station was located at which
the Eamont had been anchored for about ten days. Captain Lovitt had gone to

Hobart by local boat to consult with Charles Seal. The vessel had already been at

sea, had visited various places (including the waters around New Zealand), and had
had some success before sailing back to the station. Captain Lovitt had already
alienated Robinson and crewmembers with his abrasive behavior, which is

undoubtedly why he did not sail the Eamont directly to Hobart. The crew was

hoping that Mr. Seal would order the whaler back to town. Unfortunately, that was
not in Lovitt’s interests, and it was also not the order he brought back with him.
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The ship weighed anchor, and headed back out to sea. It was in November of 1844,
and Robinson describes what happened next:

…we had got about 200 miles away when something was reported from aloft. It
was late in the afternoon, and a heavy swell, but not much wind. I went aloft and
after some time I sang out to the Captain that I thought it was a whale, with a shoal
of porpoises round it. He replied, then go and bring it to the ship, etc. I ran down
from aloft, and sang out for my boat’s crew to lower away my boat. No other boats
were sent at that time.
Robinson directed his boat toward the porpoises and had still not seen the whale

itself. He was about two miles from the ship when he finally did spot it, and to

confirm the sighting to the ship, he hoisted a small flag (“boat’s waif”) on a pole and
waved it a few times before putting it down again. After another mile, Robinson

saw the whale spouting, very low in the water. About a quarter of a mile away, he
ordered his crew to put up their oars and continue with paddles. He moved to

where he thought the whale was, got as close as was prudent, and stopped to wait
for the creature to breech:

I was wondering where the whale was, when all at once it rose close to the boat’
bows. My boatswain waited his proper time and then sent two harpoons into the
whale, and in an instant that whale was flying through the water, about as fast I
think I ever travelled. We of course held on the line as well as was safe, but the
water was in the rush of the boat, sometimes nearly level with the boat’s
gunwhale.
Robinson states that they were now so far away from the Eamont that it began to

look like a bird on the horizon. Apparently, no other boats had been put in the

water— or at least he and his crew had not seen any coming to assist them. He

calculated that the whale had dragged them about five or more miles when he finally
remarked to his bowman, “I think we shall lose cast, Joe, over this whale, I’m afraid
12
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he won’t give us a chance to lance him, and we shall soon be out of sight of the old
ship.” Robinson had scarcely uttered these words “when the whale suddenly

stopped and commenced rolling and splashing. Now is our chance, lads, I sung out
to the crew, haul in the line and coil away.”

The crew soon had pulled in most of the line, and rowed up to the whale, where

Robinson pierced its flank with a six-foot lance (see diorama above, Australian
National Maritime Museum, Sydney). It was at this point, however, that the
unexpected happened and things went bad:

[I] sang out stern away, stern away, but in those early days we had no swivel
rollocks but the old tholepins. One of my crew caught a crab and could not clear
his oar in time before the poor whale, in her death struggle, caught us on its side
fin, and sent the boat with all its crew for a long bath: when I got to the top of the
water, so to speak, I was under the boat. I dived to clear the boat, and came up too
close under the whale, so I was nearly half drowned before I got a fair chance, but
the whale had gone further away, and when I had a good look round and saw all
our men safe for the present. I noticed my bowman, Joe Budd, to be in difficulties,
so I got an oar and put under one arm, and then called out to the Tommy [slang for
ex-British soldier?] native (who caught) the crab to get another oar for Joe,
which he did, and put under the other arm, and besides he took Joe’s boots off—so
Joe was safe for the time. I had often told him and others never to come into my
boat with boots on, but we lowered away in a great hurry, and Joe, instead of
leaving his boots on board he lost them.
By this time, the Eamont was visible far away on the horizon, but there was still

no sign of any of its other boats coming to help. The sun went down, and Robinson
remarks that none of them thought they would ever see it rise again. He was

completely exhausted and states that after “breathing a short prayer,” he began to
sink beneath the water and was on the point of drowning with only a few seconds
left. All of a sudden, he was providentially jolted back to life when his boat’s “lug

mast” shot upwards from the depths, catching him between his feet and returning
15

him in rapid fashion to the surface. The mast, with no sail attached, had been taken
down during the pursuit of the whale so it would not be in the way, and when the
whale in its death throes dived and took the boat down with it, the mast was

separated from the boat underwater. Fortunately for Robinson, it rose to the

surface at the exact moment he needed it, caught him in the right place to bring him

to the surface— and saved his life. In doing so, Robinson observes,

I was thus providentially saved, and managed to keep afloat. The men were some
distance apart from each other, my boat-steerer managed, after a time, I don’t
know when, to swim to the stove boat. I never remember when this took place: all
I remember was, that after a time, some boat got near us and I got hold of it and
there was some difficulty in getting me to let go [of] the oar. Mr. Bolger was in the
first boat and he got me into his; I remember hearing someone asking where the
mate was [presumably meaning Robinson] and then a reply came that he was here
in the boat, but very sick and bad, and soon the Captain’s voice was heard asking
where the whale was, etc. After a time, young Lovett [Robinson’s spelling] in the
spare boat came and took me and my crew on board and returned to bring the
stove boat. The whale was also saved.
While Robinson had cheated what appeared to be certain death on this occasion,

he did not even have a chance to recover before his problems with the

unsympathetic Captain Lovitt resumed. Robinson had his own “Captain Ahab,”

under whom he was reluctantly serving on the Eamont, and, he, like Ahab’s mate,
Starbuck, was the voice of reason Lovitt did not like. In his case, Captain Lovitt

apparently just found sheer enjoyment in tormenting his crew at every opportunity.

Nonetheless, Robinson continued to play his “Starbuck” in dealing with the Captain’s
peculiarities, even preventing a would-be mutiny.

A photo of Captain Lovitt, taken some years later, shows nothing extraordinary

about him. The photography of the day lends a stern look to most contemporary

portraits, and when Lovitt’s photo is compared to those of other captains of the day,
16

it differs little in that respect. At the time the picture was taken, he was a well-

dressed, somewhat portly, middle-aged man with cane in hand. He has a rather

straight-mouthed placid face, close eyes, a receding hairline above his forehead--

with bearded cheeks and a well-stocked tuff of goatee at the chin. There is nothing
about his physiognomy that would immediately reveal the cruelty and contempt,

which Robinson attributes to him. In fact, in that respect, there is not much which
distinguishes him from a photo of Robinson, taken when he was an older man—

when he still has a respectable hair-line, a beard which has whitened and flows over
his chest in two prongs, and is surprisingly unwrinkled for a veteran seaman. He

appears a formidable, experienced yet not unapproachable man, and his eyes are

probably what would first attract people. 15 Based only on the two photos, however,
most observers would most likely entrust their lives to Robinson on any seafaring
adventure.

Robinson writes of Lovitt, “I shall state in all my account of my voyage with

Lovett, as near as I can, simply what took place, and will not exaggerate in any way.”

He seems an impeccable source since his negative observations about Captain Lovitt
echo what many other seamen at Hobart felt. Robinson was from a well-known

sea-faring family, captained many ships in the decades that followed, and was later
written up by his partner’s grandson, Sir William Crowther (a future in-law of the

Seals, who died in 1981). Crowther wrote about a sealing venture of Robinson and
his grandfather that went to Heard Island in the late 1850s, and it was published in

1970. 16 Crowther was especially interested in his family history, having previously
delivered a lecture at Hobart in 1939 about the final voyage of the Eamont, still
17

owned by the Seals, when the vessel was lost on the coast of Japan in 1850. 17

Likewise, there was no reason for Crowther to have taken such an interest in

Robinson’s activities if there had been no positive connection between the families
in the past.

Robinson’s narrative about his experiences on the Eamont begins 18 when he

mentions that Captain Bayley, his previous master on the Fortitude (recently

returned to Hobart from a whaling venture), asked him if he was interested in

serving as Lovitt’s chief mate. Lovitt had inquired about him. Robinson says that he
immediately refused because of what he knew about Lovitt. Bayley, however,

persisted, telling him that a chief mate’s pay was much better than that of a second
mate, which Robinson had been on the Fortitude. Subsequently, Captain Lovitt

asked for Robinson again, and, against his better judgment, Robinson decided to

sign on with the Eamont. He confides, however, that “I had heard so much of Jacky

Lovett that I began to be miserable before I left, and looking back over all those past
years, I now know it was the most miserable trip I ever experienced.” He also did
not think much of the condition of the Eamont— nor the Captain’s son, who later

was master of the Eamont when it wrecked on the coast of Japan in 1850. Robinson
describes young Lovitt as, “a sort of supernumerary— who did what his father told
him do, and kept the log for his father.” He also says that he and young Lovitt were
about the same age, but instead of that being something on which the two might

build a relationship, Robinson never liked him— especially since the younger Lovitt
was assigned by his father to keep a separate log. It was Robinson’s job as chief

mate to keep the official log, so this had the appearance of distrust by the Lovitts.
18

Nonetheless, he concedes that Captain Lovitt was “a good navigator,” and says about

his son, “I suppose he help[ed] him, he was also a good sailor no doubt. He had lots
of experience.” Be that as it may, he cast a warning tone about the voyage when he
wrote: “From the commencement one could not help noticing how very different

the business of preparing for a whaling voyage was on board this ship, to what I had
been used to with Capt. Bayley.”

By the first Sunday, Robinson’s fears began to be realized. After a one o’clock

“nice dinner,” Lovitt chastised the young steward in a manner Robinson thought

was quite extraordinary about a plum pudding he did not find to his satisfaction:

“Now tell me at once, he said what is in this sailor’s duff?” Come tell me or I will ram
it down your throat.” The frightened steward ran through the ingredients as he

trembled, and finally said that he had used “a very little drop” of the Captain’s

brandy. Lovitt had already threatened to do “horrible” things to the fellow, and

scared him even more, suggesting what would happen to him if he ever did it again.
Robinson says that he later caught up with the steward and assured him that “he

would be safe as long as he did not use any impertinent language” in talking to the
Captain.

Robinson continues that he would think the most important thing for the

captain of a whaling ship to do, especially one who was half owner, was to make
sure everything was prepared for “getting whales.” However, it seemed to him,

….that our Captain’s first thought was to keep the crew employed in any way that
would shew them they had a master on board. The men were kept employed at a
lot of useless jobs, for the work’s sake. The consequence was the crew hated the
very sight of the Captain, and if any chance had offered they would have ran away
at any place. Where men have no wages, only a very small share of the oil that is
procured, it looks bad for the profits for filling out a ship when the crew take no
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interest in the voyage. Thus it seemed to me that the Capt, for the sole purpose of
shewing his authority was constantly working all the time against his own
interests.
Robinson proceeds to use Charles Seal as something of a counterbalance

to Lovitt’s unacceptable behavior, showing in the process that the crew could
separate their feelings for the captain of the ship and the man who was
underwriting the voyage:

For some trifling offence, more than once, I have seen [Lovitt] ropesend a man till
the blood flowed about the deck. I often wonder that he was never killed. I never
saw a man who [had] such a talent for making everybody miserable. Then again, Mr.
Seal sent plenty of all kinds of provisions on board for a twelve month’s voyage.
According to scale of food as it is shewn in the ship’s articles, the Capt was bound to
a certain allowance, but Lovett gave them what he considered was enough— in
short he was never happy, but when he saw people afraid of him.
After the episode in which Robinson was almost killed by the whale he was

hunting, he was brought back aboard the Eamont exhausted. The dead whale’s

carcass had also been secured alongside the ship. Still feeling “very queer and could
scarcely stand,” Robinson was immediately abused by Lovitt once the captain had

returned to the ship. He barked at his chief mate as if nothing had happened to him,

and he accused Robinson of mismanaging the whale’s now lifeless body: “what kind

of a b[ ] way do you call this of taking a whale alongside of a ship, etc.” This could

only have been meant as an insult since Robinson, young as he was, could not have
held his mate’s position if he did not know how to secure a whale— and his own
description of the process from a later voyage is certain proof that he did:

We will suppose the whale is dead, and now brought alongside the ship. To do this
the end of a whale line is brought to the bows of the ship, the other end being
fastened to the whale’s head. The whale is then hauled alongside, the tail of the
whale, so to speak, is thus not far from the gangway. A common hand lead and line
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is then usually brought. The lead is then made fast about the five fathoms mark,
the lead is dropped over the side of the ship, inside of the whale, and the small
buoy which is attached to the end of the line is thus carried down. As soon as this
buoy has been sunk low enough the line is hauled on until the buoy floats, which,
owing to the drift of the ship, will be outside the whale. 19
Robinson could only answer Lovitt’s insults by replying that he was hardly able to

stand, and he left the deck to go to his quarters and sleep. Early next morning, he

was much refreshed and took up his duties again, as “the whale was cut in; the try

works started, etc.” Robinson describes the process that would have been followed

aboard the Eamont once the whale was secured to the ship with “stout line” and

“heavy chain,” and positioned “alongside the ship with the head towards the ship’s
stern”:

This process takes much longer to describe in writing than it would to do in
daylight and fine weather, but in rough weather it takes much longer. The
ship’s sails are then mostly stowed, the boats hoisted up and all is quite ready
for cutting in. The two huge tackles are got ready. A small cutting stage before
the gangway and a larger one abaft the gangway are got ready, with proper
belts for the officers to stand on. The second mate is always on the foremast
stage, and the Capt. and mate aft. One of the boat steerers in their regular turn
had to go overboard on the whale with a life line on him. His worst work is the
commencement, to get the first large tackle attached to the whale….As soon as
the first tackle is made fast to the whale the officers each side cut around the
blubber with their long handled sharp spades. All hands that can be got are at
the windlass, and the rising piece is gradually hove up. The strip of blubber [is]
about five feet wide, and perhaps a foot thick. The blubber bears the same relation
to the whale, as the bark does to a large tree. As the blubber peels off ascending in
the large strips I have tried to describe, the whale rolls around like a log, as it floats
on the water, and if the spades are well used the lean [flesh is] kept off the blubber
there is not much strain or weight to be lifted beyond the weight of the blubber.
But soon after the rising piece is lifted off a sperm whale the head has to be seen to
first….In a large whale the head is disposed of in three pieces. The case, the junk,
and the jaw. In the two former when taken in, clear of the whale, weighs several
tons in weight, and contains often several tons of spermaciti. The jaw which no
doubt most everybody has seen in the museum, besides the teeth, and good white
bone, contains a lot of oil, that pays in fine weather for the trouble of taking [it] in
board. The upper jaw is never taken in at sea in a large whale. But in the small
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cow whales, the heads are often cut square off and the body blubber taken inboard
as I have described. 20
The casualness and matter-of-fact tone of Robinson’ narrative about cutting up

one of these great creatures is likely to be an unsettling scene today; but to a

nineteenth-century whaling man who had seen this happen countless times, it was

obviously business as usual. This was a profession of the day; there was a constant
demand for whale product around the world; profits were to be made; and those

mostly young men who chose or were forced by circumstances to get involved in the
tough profession, got their wage from pursuing it. The Eamont had already taken in
16 whales, 15 of them by Robinson’s boat crew. It is a figure that confirms just how
deadly a single whaling ship could be.

While this particular day on the Eamont continued to unfold and the work

proceeded, Robinson says that there was “all kinds of quarrelling and murmurings

among the crew…that whale, by the Captain’s rough treatment to me and my crew I

consider broke up the voyage to a great extent. I had no words with the Captain, but
I was openly insulted by him every day.” Subsequently, two small sperm whales

were killed on the voyage, but Lovitt did not allow Robinson to head the pursuit-which could only be taken as an additional insult to his chief mate.

There followed a long period with fine weather but no whales, and Robinson

comments that the crew had lost interest, anyway, because of the captain’s behavior.
They were put to work with “next to useless” tasks every day until March, when

Robinson states that Lovitt picked a quarrel with him and called him a liar and put
him and his gear into the steerage. Later, he sent his son to give Robinson orders
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for the night, but Robinson replied that he was not going to do any more duty as

chief mate as long as he was being forced to live in the steerage. Whether or not this
was the specific incident that almost led to a mutiny by some crewmembers is not

clear, but a number of the men soon informed the second mate they had had enough
of Lovitt’s behavior. They refused to obey the Captain’s orders and wished to be
brought to a magistrate. Since they had just anchored in Jarvis Bay (Jervis Bay,
south of Sydney?), they were within the jurisdiction of officials on land. Lovitt

reacted by getting a few of the men who remained loyal to him to weigh anchor and
take the ship outside the three mile limit, where he had the power of a magistrate.

He then ordered the men to gather aft, but they told the second mate to inform the
Captain that, “they did not wish to see him, and would do no more work.”

Robinson writes in his Reminiscences that he did not want to go into too much

detail about the matter, but says that two of the crew came to him in steerage to ask

his opinion about how they should proceed. They obviously respected his judgment,
and probably thought he would support their position. However, Robinson sensed

what was happening and told the men “to keep away from me. I would not be mixed
up with them in any way.” In what follows, Robinson appears to indicate that he

prevented some kind of mutiny by the sixteen crewmen who had so vehemently

expressed their disapproval of the Captain. He does add, however, that, “I wonder to
this day that one or two desperate men that were part of the crew did not kill the
Capt and if I had been foolish enough to have checked those rough fellows,
something serious would have occurred.” 21
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Since Robinson would not join in with what had all the earmarks of a mutiny, the

sixteen men involved went no further with whatever plans they had contemplated.
They were detained in “the forecastle and fed on biscuits and water until reaching
Hobart.” Robinson describes what happened next (although nothing is said about
any punishment)— and it involved Charles Seal:

As soon as Hobart was reached, Mr. Seal the half owner came on board. All hands
were called aft. Mr. Seal told the Captain that he expected them to discharge the
oil, then he would pay them all their wages. When Mr. Seal had gone ashore I came
aft and asked the great Capt. Lovett what I was to do, could I leave the ship? He
replied that I could go to hell if I wished, that in refusing duty I had forfeited all
rights to any remuneration for the voyage, etc. I thanked Capt. Lovett for his kind
wish and permission to leave and was very soon ashore, after the roughest cruise I
had yet experienced. I went to Mr. Charles Seal’s office and he received [me] as
almost a father. He expressed himself as very sorry for what had happened, and
told me I had better offer my services to discharge the oil, to Lovett, and be guided
by what he said.
Robinson’s familiarity and respect for Charles Seal stands in sharp contrast to his

sarcastic remarks about Lovitt. It seems clear, even though he does not say it, that

Seal guaranteed him he would be paid but wanted Lovitt to come to that decision on
his own. He obviously did not approve of his captain/co-owner’s behavior, but it
was better that he maintained a good business relation with him despite his
abrasive personality.

Lovitt at first rebuffed Robinson’s overtures when he again offered his services to

assist in discharging the whale oil, reiterating that, ”I [Robinson] had forfeited all my
interest in the oil and the voyage,” and “Good morning….” [more sarcasm]. It was
obvious he was playing a game with Robinson. After a few days during which

Robinson stayed first with his mother at Hobart and then with his sister at nearby
Green Ponds (commenting that he “enjoyed himself very much”), he received a
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letter from “a friend” informing him that Captain Lovitt wanted to see him. He

returned to Hobart, and passing along the wharf, he encountered Captain Bayley
again who asked where he had been. Robinson told him, and mentioned that

Captain Lovitt was anxious to see him. Bayley had obviously heard about their

altercation, laughed, and told Robinson that he was in need of a chief mate for his

next voyage, if he would like to go. Robinson thanked him, and apparently accepted

the offer-- because he never could have anticipated what would happen in his
subsequent meeting with Lovitt.

Lovitt was a completely different person. It seems clear that Charles Seal had

talked to him and ordered him to straighten things out with the young man. Lovitt

asked Robinson a few perfunctory questions about where he had been and such, and
then asked if he would like to be the captain of the Eamont on its next voyage.

Robinson does not say what his reaction was— only that he politely refused because
he had already accepted Bayley’s chief mate post. However, it can be safely

assumed from the previous treatment he had received from Lovitt that he was

stunned at such an unexpected offer— especially since it would mean that Lovitt

was passing over his own son (who later did become captain of the Eamont). Even
after he had refused, Robinson says that, “Lovitt got into a warm mood then, and
said a lot foolish things which I need not repeat.” The only explanation for such

behavior was Mr. Seal’s intervention— and it clearly indicates the power that he

wielded at Hobart Town. In this respect, Charles knew what needed to be done and

saw that it was done: Lovitt could not have offered the captain position to Robinson

without Seal’s approval.
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Robinson proceeded to go on board the Eamont “for the last time, and got my

cheque, not without a little incident, which I never understood properly.” Not only
did Lovitt pay Robinson, but he also overpaid him by £20, which at the time was a
significant amount of money. Again, it could only have been due to Charles Seal,

who wanted to make amends for Robinson’s treatment on his ship. Robinson,

however, insists that he went back to Lovitt and informed him of the “error,” and

concludes by saying that “Lovitt blamed his son, William for the mistake, as he called
it, and I got the right amount at last [said] good day, and left.”

Robinson concludes this part of his Reminiscences by stating that, “I shall have to

speak [again] of my old tormentor Capt. John Lovett, who I met more than once in

after years.” He also mentions that he had later heard of the wreck of the Eamont on
the coast of Japan, but at the time, he did not know whether it was the elder or

younger Lovitt who was commanding the ship. He correctly suspected it was young
William Lovitt. He also knew that, subsequently, young Lovitt had been killed at

Cape Arid by a whale-- although he says he had no particulars concerning “this sad
affair.”

In his entire memoir, which covers a very long life at sea, Robinson never had

another experience like the one on the Eamont with Captain Lovitt. His description
is made even more dramatic by a general statement he makes about life aboard

vessels of the time when he says, “In a well ordered ship everything generally goes

on very smoothly, unless there is too much rum to be had, then sometimes there will
be all sorts of trouble. I have had a very long and varied experience in sea matters,

but I never saw any serious row on board of any vessel, that was not caused, either
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directly or indirectly, by rum, etc.” Since he never mentions rum as being involved
in any way regarding his problems with Captain Lovitt, he has either contradicted

his own statement— or he neglected to mention exactly what role, if any, rum had
played in it, his most unpleasant adventure at sea. Fortunately, Robinson got

exactly what he wanted on his next voyage on the Fortitude with Captain Bayley, as
one of his comments about Sunday activities at sea indicates:

On this voyage everything was orderly conducted. The crew had Saturday to
wash their clothes, and as little work as possible was done on Sunday. After the
men had washed their clothes on Saturday, the decks were washed down, all
tubs put away, and a clean ship for Sunday. When there was no whaling, for in
all ships, American or English Sunday is not exempt from whaling. I have heard of
one or two American ships though who did not whale on Sunday, as far as killing
went, but if they had a whale they would take care of it, [even] if it was Sunday.
Robinson was apparently feeling so good on this trip that he even has positive

things to say about rum, recommending that it “was very useful to mix with lime
juice, for scurvy.” He ends with the observation, “We made a good profitable

summer cruise and returned to Hobart, discharged the oil, and was nearly ready for
sailing [again].” 22

Robinson’s Reminiscences is one of the few contemporary sources that mentions

Charles Seal and matters relating to him. In addition to his meetings with and

personal observations about Seal, there are also invaluable entries related to Seal-

owned vessels, including not only the extensive ones about the Eamont, but also

those concerning another Seal ship, the Maria Orr, which also met an unfortunate

end. Robinson never served on the Maria Orr, but he did have a brief sail on it quite
by accident in 1839, when the ship was on its first voyage and Robinson was
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probably not yet fifteen. 23 He also provides some interesting insights about it

before and after its wreck.

Robinson later came upon the Maria Orr at Encounter Bay, South Australia, “near

the mouth of the River Murray.” He was on a whaling cruise and was fifteen at the

time (1839). He appears to wish that he could have been serving on it rather than

his current billeting, and he liked “The Maria Orr, Captain J. McArthur….We [on the
other hand] did not have good men, or good officers. We only got about 60 tuns of

oil here, but the Maria Orr got a lot more than we did, our men were dissatisfied, and
several ran away.” 24 Clearly, a good ship with a good captain was carefully noted,

even by the youngest of crewmen— and Charles Seal would have them both a few

years later in 1843 when he purchased the Maria Orr, still captained by McArthur.
Finally, Robinson relates a story about the wreck of the Maria Orr in 1846.

Apparently, it had been told to him by someone serving on the Abeona, a small

vessel of which Robinson (only 22 at the time) became captain, just after his stint on
the Fortitude. The story was still a fresh one, piquing Robinson’s interest, and it
became one that “I must relate.” The Maria Orr (289 tons) was also of special

interest to Hobart whalers because not only was it “The first whale ship to be built
in Hobart” and “the largest to have been launched at that date…from a Hobart

shipyard,” but it was also “the first full-rigged ship to be built in Tasmania”—

launched on January 16, 1838. It was such a memorable occurrence that “the

Government presented her with a suit of sails.” 25 The Seals were its owners when

the ship was wrecked on what Robinson says, “was only her third voyage I think it

was.” 26 Be that as it may, the Abeona, which at the time was commanded by Captain
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Campbell, had been involved in the rescue of the Maria Orr’s crew when it was
wrecked. Robinson repeats what he was told:

An occurrence took place when the Abeona was anchored at Recherche Bay, before
I took charge….The barque Maria Orr, Capt John McArthur 27 was anchored in
the snuggest part of Recherche. The Abeona was anchored just inside Denmark
Rock, when a heavy gale set in from the south-west, and just at daylight the lookout man on board the Abeona said that the Maria Orr was dragging her anchor.
Capt Campbell and some of his people went soon after, for the Maria Orr was
soon on Denmark Rock, and a perfect wreck (1846). By the help of Abeona’s
boats and their own boats, all hands were saved but one. Capt John McArthur was
the last one to jump off the wreck and be saved by the boats. I have been informed
by those that saw this wreck that in a remarkably short time the Maria Orr was
completely broken up. Capt John McArthur had just made a successful voyage to
the Arctic and returned to Hobart with the full ship, and was refitted for another
voyage to the Arctic regions. Mr John Chamberlain was Chief Mate with him at
this time. It was fortunate the Abeona’s boats were there to assist, or there would
have been more lives lost I have heard say. 28
*

*

*

Directly or indirectly, Charles and Phillis Seal knew most everything that was

going on in the whaling business, both bad and good, but understandably saw their

making a profitable living off whaling as the most important aspect of the equation.
At the time, beaver, seals, deer, and every other sort of creature that had some use

for human consumption and could turn a profit for hunters fared as badly or worse
(extinction) as the whales. Even though Robinson was directly involved in the

killing of probably hundreds of whales over his lifetime, he still continued to think of
them as “noble” creatures, and called one such after its valiant death struggle:

At last about 10 o’clock a.m. someone reported a splash of water about five
miles, or perhaps less away to windward. I was soon up aloft and with my
telescope, watched at last after at least half an hour I caught sight of something
that induced me to send away three boats, and after pulling a long way the
mate, Mr. Williamson, saw the whale, and said all is right. The whale just
lived long enough to shew us his whereabouts. The mate was soon up to the whale
and was very careless, thinking the whale was nearly dead, but the mate no sooner
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sent a lance into him than the monster knocked a big hole in the boat, but the
other boats were near, and the whale was soon dead, but a breeze favouring us
we had it alongside before dark. That was a noble whale, and yielded about
eleven tuns of oil. 29
What is particularly tragic are Robinson’s numerous examples of wasted kills—

either because the dead whale was lost in bad weather before it could be processed,
or because something more important came up right after a kill, so that the ship

moved on leaving the dead carcass to sink or be ravaged by other creatures. Even
when the whale was processed, there were only certain parts of it the whalers

wanted, and Robinson makes clear that, “As soon as the head is disposed of, the

blubber is rolled in very quick. When the body blubber is peeled off a large whale to
within 12 feet of the flukes, the joint of the backbone of the carcass is then cut in

with the long handled spade, and then the great bulk of the whale beef and bones

soon sinks, or if warm weather [prevails] will go floating away, about 50 or 60 tons
weight of food for birds and sharks, etc.” 30

A number of additional insights about whaling-- and within the Seal’s continual

purview-- also become clear from Robinson’s rough-hewn diaries: Whales were

more easily and frequently killed than any Hollywood film portrayal might suggest.

Whaling ships and other vessels were routinely lost, especially because of storms or
rough seas, and thousands of barrels of whale oil went down with them. Captains

and crews were often drowned— including two of Robinson’s own sons, whom he
never saw again after they had shipped out on one occasion. Lurking dangers for

whalers included cannibals and surprise attacks and murder by natives on Pacific
island visits. Wives and children frequently sailed with their husband/father
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captains, as in Robinson’s own case. Many ships were not well run, poorly

captained, poorly maintained, and had crewmembers who were troublesome,

mutinous, or jumped ship— and many, like Robinson, often had little to show at the
end of a life at sea except memories.

Finally, there is Robinson’s description of off-loading barrels of whale oil at Bahia

in Brazil in 1837. That was only six years after Phillis and Charles had been in Rio

while their ship, Surry, was being repaired after storm damage. 31 While Rio is not

Bahia, Robinson’s passage is still instructive because it clearly shows that American

whaling ships, in this instance, were routinely unloading whale oil at the time on the
Brazilian coast while on voyages back to the States from Hobart. This was also

about the same time that the Seals were becoming involved in whaling, and is ample
indication of some of the sights they had seen while stranded at Rio for a number of

weeks— and later remembered when they had entered the whaling business. There
is little doubt that some of their oil was also subsequently shipped on vessels

heading to America and sold to secondary brokers in Brazil. Profit is, after all,

anywhere it can be made. Robinson, who was probably still only twelve years old

when he was at Bahia, later wrote what he had witnessed there:

It was not long before the Captain had sold half the cargo of oil, and we commenced discharging. There were no wharves to go alongside of at the time I was
there. We had to heave up the casks of oil, lower them into the water, after the
casks were all becketed, and then towed ashore. The casks were, on the average,
from five to eight barrel casks (a barrel of oil is 311/2 gallons, imperial). There
casks were each carried separately, slung between two very long poles by gangs
of slaves. There were a good many slaves to each carrying pole, some in front and
same behind, on each side. It seemed wonderful to me how they could carry such
large casks through the streets to where the oil was to be taken. In carrying, the
natives were guided in their steps by a song, from one of their number, so that
their poor shoulders should not get jarred. It took some days to get 1,600 barrels
ashore after this fashion, but it was done in time. 32
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Charles and Phillis Seal would ultimately suffer from their whaling business.

The times changed quickly with the introduction of petroleum, in particular.

Charles’ premature death was hastened not only by concerns over the decline of

whaling, but also the loss of crews to the Victorian gold rush. His ships were laid up
idle for lack of seamen to work them. Subsequently, Phillis, although left with a

sizeable sum of money at Charles’ death in 1852, ultimately went bankrupt and was
forced to sell her Hobart whaling fleet. The glory days of whaling had made the

business worth the risk, but the years that followed favored few. Nonetheless,

Robinson makes clear that there was still some profit to be made from whaling into
the mid-1860s, when he mentions his last encounter with his “old tormentor,”

Captain Lovitt. Involved with shipping cattle from Port Welsh Pool, Australia to

New Zealand at the time, Robinson came upon Lovitt at nearby Port Albert, where
he had to go for customs clearance before he departed Australia:

Lovett exclaimed when he saw me. What are you after now? I replied Beef,
good fat beef, my boy, none of your salt junk, but fat beef for sailors, etc. He
said Why don’t you stick to whaling, if you want to save money. I said look at
the low price of oil. Lovett said, I made it pay when it was much lower in price,
etc. ….I liked to meet with Lovett for a chat, but I would not go to sea with him
for any amount of money. 33
Robinson did, however, take Lovitt’s advice, and even though he would not sail

with him, he did go whaling again, beginning in 1868. 34 “The price of sperm oil was
good, and the voyage satisfied all shareholders,” which led Robinson to fit out for a
second trip, 35 that also had a “good take of sperm oil.” There was even a third
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venture, which he says, “was a very good voyage” but a short one. By that time,

however, Phillis Goggs Seal, had sold her fleet and left Hobart Town to live with her
sons at Ballarat, Victoria-- and whaling had become only a bad financial memory in
her declining years without Charles.

I would like to thank Ms. Lee Keeling, History Department Secretary, University of
Louisville, Louisville, Ky., for her assistance in preparing the photographs in this
paper.
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Text has been edited slightly for continuity.

See, Captain James W. Robinson, Reminiscences, at http://www.cerchi.net
/reminscences. At the time, Robinson was chief mate of the Eamont. Robinson
(1824- 1906) wrote a lengthy diary at the end of his life about his experiences at sea
and other commercial ventures. The particular passage quoted at the beginning of
this chapter comes from Reminiscences, 1839- 1849, pp. 48ff. Robinson’s diaries are
divided in sections based on spans of years by their on-line editor Dan Cerchi. See
page 8 of text for Cerchi.
2

One example comes from the same James Robinson, first mate of the Eamont, who
by 1858 was captain of the Offley. He would take his wife and two children with him
on an 18-month whaling and sealing operation to Heard Island, a remote Antarctic
island. It had only been discovered five years earlier, and no one had landed on its
barren coast until 1854-- so elephant sealing there was in its nascent stages.
Robinson first consulted his partner, Dr. William Crowther about taking his family.
Crowther gave his permission because, on this particular voyage, the ship would be
anchored in one place for an extended period. Unfortunately, it turned out to be a
trip fraught with “stormy seas and rough experiences,” but Mrs. Robinson and the
children held up well, according to the captain. Robinson, Reminiscences, 18581860, p. 90, at http://www.cerchi.net/reminscences/_rjwr05.html. The major
source about women on whaling ships is Joan Druett’s Petticoat Whalers: Whaling
Wives at Sea, 1820-1920, published by HarperCollins in 1992. The University Press
of New England issued a reprint of the book in 2001.
3

See, Robinson, Reminiscences, 1824-1839, p. 9. From what Robinson says, interest
in whaling because of U.S. whalers was probably beginning to grow at Hobart even a
little earlier than this.
4

The letter is a part of the Seal family records, held by descendant, Cate Ackland, in
Hobart.

5
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So relates Cate Ackland, a prominent Seal descendant living in Hobart. Earlier
family members had helplessly watched the process.

6
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8

http://cerchi.net/reminscences/_rjwr01.html.

Reminiscences, 1839-1849, p. 28, at http://cerchi.net/reminiscences/_rjwr03.html.

Robinson begins his many observations about doing business with his physician,
Dr. Crowther, late in 1850. See, Reminiscences, 1849- 1858, pp. 70f., at
http://cerchi.net/reminscences /_rjwr04.html. See note 10.
9

See note 9. His first cargo was on the Panama, which The Hobart Town Courier
says was “laid on for San Francisco” in its Saturday, January 11, 1851 edition. That
would seem to confirm that Robinson’s business relationship with Dr. Crowther had
begun at the very end of 1850 since Robinson told him the ship was half loaded
when Crowther had first inquired about it. Obviously, Robinson was getting a
medical examination before he left on the 80-day voyage to San Francisco. Unless
Crowther could gather his cargo and have it loaded on the Panama before the 11th,
then the late 1850 date is the likely one.
10
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12

When Robinson was in San Francisco on the Panama in 1851.
Reminiscences, 1839-1849, p. 52.

Reminiscences, 1839-1849, pp. 45ff., at http://cerchi.net/reminiscences/_
rjwr03.html.
13

His name is “Migaloo,” and information about him may be found at the Pacific
Whale Foundation at www.pacificwhale.org or adopt@pacificwhale.org.
14

Photographs of both men appear in W. Lawson, Blue Gum Clippers and Whale
Ships of Tasmania, An Australiana Society Publication (Georgian House,
Melbourne: Georgian House, 1949): Lovitt, the second illustration between pages
24 and 5; and Robinson, between pages 112 and 113.
15

W.E.L.H. Crowther, “Captain J.W. Robinson’s narrative of a sealing voyage to Heard
Island, 1858-60,” in Polar Record, Volume 15, Issue 96, September 1970, 301-316:
Published online: 27 October 2009 at, http://journals.cambridge.org/action
/displayAbstract?fromPage=online&aid=5653552. Crowther, the grandson of
Robinson’s physician and business partner, married the great-granddaughter of
Charles and Phillis, Joyce Nevitt Mitchell. He established the W. L. Crowther Library
in the Tasmanian Archives and Heritage Office in Hobart. He was knighted in 1964.
See, also, note 3.
16

48

See, Robert B. Kebric, “Charles and Phillis Seal, Captain Lovitt, and the Wreck of
the Whaler, Eamont, in 1850— An Early Contact between Australia and Japan:
“Never…Come to Japan Any More,” in the Proceedings of the 11th Annual Hawaii
Conference on the Arts & Humanities, January, 11-14, 2013.
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See note 13 for location of the account in his Reminiscences.
Reminiscences, 1860-1872, pp. 133ff.
Ibid.

These are the exact words of Robinson, and the reader will have to figure out
what he means by them.
21
22

Reminiscences, 1839-1849, pp. 53f.

Robinson, at least, recollected this was the Maria Orr’s first voyage. He was
returning to Hobart from New Bedford after staying with family when the captain of
the whaler on which he was employed decided not to call at Hobart, even though
Van Diemen’s Land was in sight. Fortunately, they encountered the Maria Orr, and
young Robinson was taken aboard. He was soon transferred, however, to another
brig, which was going directly to Hobart, and apparently paid for his passage on
both ships with tobacco, which he had been given as part of his wages on the ship
that had brought him from America. Robinson states that he was thirteen when he
left New Bedford. See, Reminiscences, 1824-1839, pp. 20ff. at http://www.
cerchi.net/reminiscences/_rjwr02.html#P001.
23
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Reminiscences, 1824-1839, p. 28.

Quotes are from Lawson, op. cit., 53 and 132 (where the incorrect date of the
launching is given). See, also, on the Maria Orr, Seal Family History 1801-1991, pp.
4-5.
25

Reminiscences, 1839-1849, p. 55. Robinson is probably mistaken since the Maria
Orr had been around for eight years when wrecked, and Lawson, ibid., indicates
more voyages.
26

27Captain

John Scott McArthur continued to be employed by Charles Seal, having
captained his ship, Aladdin, for five years at the time of Charles’ death in 1852. See
Lawson, op. cit. 55, and photo of McArthur between pages 116 and 117.
28Reminiscences,
29

1839-1849, pp. 54f.

Reminiscences, 1860-1872, p. 122.
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Reminiscences, p. 135.

See, Robert B. Kebric, “An Uneasy Stay in Rio: The Continuing Voyage of Phillis
Goggs Seal Aboard the Surry in 1831,” in the Proceedings of the 10th Annual Hawaii
Conference on Arts & Humanities, January 9-12, 2012.
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Reminiscences, 1824-1839, p. 12.

Reminiscences, 1860-1872, p.125.
Reminiscences, pp. 129ff.

While on this second voyage, Robinson makes an interesting comment, which is
worth repeating about the age of sperm whales. Some onlookers had come aboard
his ship from a passing steamer captained by a friend of Robinson’s while a
“probably 80 feet long” sperm whale was tied alongside, waiting for the “cutting in.”
One of them asked Robinson if it was an old whale. He replied, “No, I did not think
that whale was more than 500 years old.” He then goes on to say, “The gentleman
asked no more questions, but got into the boat and returned to the steamer. No
doubt he thought I was fooling him, and yet I had a work on board the ship, that said
some naturalists believe that a sperm whale may live to be 1,000 years old.” The
age of sperm whales is still a matter of conjecture (some modern estimates put it at
about 70 years), but the comment indicates what an experienced whaler thought it
might be around 1870. Robinson’s estimate of the whale’s length is also
considerably longer than what modern accounts allow for sperm whales. In this
instance, however, one would think Robinson would know.
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Pragmatic factors in Language Change:
Split Grammaticalization: Romanian IAR adverb (‘again’) and conjunction (‘whereas’)
Maria M Manoliu
University of California, Davis
3328 Monte Vista Ave
Davis, CA 95618, USA
mimanoliu@ucdavis.edu
The evolution of Rom. iar(ă) shows once again the fact that some language changes can be
accounted for only by including pragmatic dimensions such as expectation and implicature in the
description of the conveyed information. Of a controversial origin, Rom. iar is attested already in
Middle Romanian with two functions: (i) as an adverb meaning ‘repeated event’, cf. Engl.
‘again’, which denies the expectation that the predicate determined by the adverb is not identical
with previous events present in the speakers memory (see 1), and (ii) as a conjunction, denying
the expectation that the predicate of the second sentence is semantically identical with the
predicate of the previous sentence (cf. Engl.‘whereas’) (see 2).. These semantic differences are
reflected in their distribution:
(1)

Mihai vodă după războiul ce-l pierduse la Teleajen, strîngea iar oastea pen munţi
(Costin, 81)
‘King Michael, after he lost the battle at Teleajen, was again gathering the army in the
mountains’.

(2)

Cumŭ şi Hristosŭ întru pilda evangheliei au grăitŭ de cela ce semănă, de-i căzù sămânţa
pre piatră, altuia în mărăcini, şi rodŭ nu făcură, iar aceluia ce căzù pre pământŭ bunŭ,
multŭ rodŭ făcù (Coresi, CÎ, 3)
‘As Christ has said in one of his parables about the sower who went out to sow, the seeds
of one of them fell on rocky soil, the seeds of another one fell among thorns, and they did
not yield fruit, whereas another one’s seeds that fell on fertile soil bore a rich crop…’

In other words, iar has undergone a split grammaticalization: the pragmatic information of the
adverbial variant (namely ‘expected non-identity between the event described by the predicate
determined by iar and previous events present in the speakers’ memory) becomes the proper
meaning of the conjunction (i.e. ‘the predicates of the two sentences connected by iar are not
identical’).
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Abstract
The following exploratory work is part of a broader, ongoing project that examines the
relationship between curriculum, creativity, social play, and cognitive abilities in preschool
children. The participants were 191 (94 girls, 97 boys) preschoolers. Ages ranged from 3.11 to
5.10 months with a mean age of 4.2 years. Children were from diverse ethnic heritages.
Approximately 47 % were European American, 38% Hispanic (primarily Mexican), 11%
African American, 2% Asian, and 2% from other ethnic groups. Children completed a
standardized drawing task as a measure of creativity. Children individually drew a full figured
man and woman on separate occasions. Raw scores for each drawing were averaged and served
as the dependent variable –creativity. Two separate ANOVAs with sex of child and curriculum
as the independent variables and creativity as the dependent variable were conducted. Findings
reveal that sex has a significant effect on creativity whereas curriculum had no effect on
creativity. Findings will be discussed in relation to educational practice and curriculum
development for young children.

“Fishing for Goldfish in Low Tide”

Roberto Minervini’s realistic, Texas-based film Low Tide (2012) follows Cesare Zavattini’s notion of
pedinaggio (stalking: the camera simply following a character) and other techniques associated with
Italian Neorealism: use of non-professional actors, no musical score, no special camera or editing
effects, no narrative plot, and no authorial judgment of characters or situations. Nevertheless, despite
the film’s scrupulous refusal to manipulate the spectator’s response, certain images, no matter how
“real,” take on symbolic or allegorical meaning.
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Abstract
The Commons is a concept that dates back at least to Egypt, and was formalized by the Romans
and English, among others. It initially represented land that was owned in common for
purposes of agriculture, but its definition now incorporates natural resources such as the air,
oceans, fisheries, forests, animals, and more recently, online resources. The Commons
remained largely hidden until Garrett Hardin published his work “The Tragedy of the Commons”
in 1968. Aside from controversy, this paper generated enormous interest in the concept. How
to govern the Commons became a central question for many researchers as well as policy
planners, politicians, CEOs, and many others. The online Commons have generated
collaborative efforts unparalleled in human history, and governance structures arose
spontaneously and evolved with the speed of light. It also generated the Open Source/Open
Access movement, Wikipedia, Pirate Bay, FLICKR, YouTube, and many other sites, software and
applications. All these oppose, in some way, the proprietary control of information. They all
rely on user-generated (grassroots) information, and are governed (to some degree or another)
by users. These resources are rapidly counter-balancing for-profit, corporate resources on the
Internet. While the results of such a movement can be measured in many ways, the social
aspects of cooperation, collaboration, trust and altruism are perhaps some of the more
interesting. A number of writers and researchers (Eleanor Ostrom, Yochai Benkler, Clay Shirky,
Larry Lessig) have or are writing and researching in this field. The talk will draw from their work
and research I’ve done for a book I’m writing on this subject.
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INTRODUCTION
The death, burial rites and final interment funeral ceremonies of every Esan sons and daughters
are very important ceremonies in Esanland. As earlier stated in the abstract of this paper, the
death of any Esan married daughter is a very important passage in the life of all Esan daughters
as the tradition and culture of the people demands that the corpse of their deceased daughter must
be brought back to their paternal ancestral family home for final traditional burial rites and
interment. However globalization has aversely affected this practice as more and more families
who are married outside of their paternal rural homes or living outside of their paternal rural
homes are having, to bury their dead mothers of Esan heritage outside of their paternal rural
homes. For example, a married Esan daughter living with her immediate family members in New
York or London can now be buried there due to certain inevitable circumstances. This could be
due to insufficient finances or easy accessibility to the deceased grave by her husband and
children. It could also be that before the deceased died, she requested to be buried next to her
husband’s grave (in the case of those who are widows).
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Burial rites/interment in Esanland is not just a mere ceremony, it is a process whereby the death
of a deceased person is first announced to family members through “Odion egbele” (eldest man
in the deceased family). The process also entails the interment and performance of certain burial
rites for a period of seven days by the children, husband, (in the case of the death of a woman),
wife of the deceased (in the case of a deceased man) with other members of the extended family
supporting them. It thus suffice to say that the burial rites and final interment place of a married
Esan man is different from that of a married Esan woman. The difference is in who informs the
deceased family members of the death of their loved one, items taken to the family to make the
announcement and the final resting place of the deceased person. All these will be discussed in
this paper under the sub-title “Burial rites /Interment in Esanland.”
Globalization as we all know is a process of interaction and integration amongst the people,
company’s and governments of different nations of the world, however for a proper
understanding of the topic of this paper, globalization refers to the interaction and integration
amongst Esan sons/daughters and other people outside of their paternal rural home (they could
be Esan men or men from other tribes) or people from the same paternal rural home as the
woman but living in any other part of the world.

ESANLAND AND ESAN PEOPLE
Esanland is found in the North-East of Edo state, Southern Nigeria and is made up of five local
government areas with about 34 kingdoms. The local government areas, include, Esan West,
Esan Central, Esan North-East, Esan East and Igueben. While the Kingdoms comprise of
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Ekpoma (Ekunma), Uromi (Uronmun), Irrua (Urruwa), Ugboha, Ewohimi, Opoji (Opozi),
Egoro, Amahor, Ujiogba, Ewu, Ebelle, Ewatto, Ohordua, Emu, Orowa, Okalo, Ukhun,
Onogholo, Oria, Uzea, Urhohi, Idoa, Ugbegun, Ugun, Ebhosa, Udo, Igueben, Ekpon, Okhuesan,
Ogwa and Ubiaja (Ubiaza). Each of these kingdoms has its own traditional ruler known as
“Onojie” (the king) or Ojie (king) and addressed as Zaiki. It is important to note that while the
traditional ruler of Ekpoma for example is referred to as “Onojie of Ekpoma” (the king of
Ekpoma); the traditional ruler of Irrua is referred to as the Oji’Irrua of Irrua (king of irrua).
However, both terms mean the same thing.
The term Esanland is so called because it is mostly inhibited by a people who speak the Esan
dialect, a dialect believe to have been coined from the Benin language as both oral and written
history has it that the Esan people migrated from Benin Kingdom. It is also said that the word
Esan derive from the Benin word san meaning to jump or flee. The use of the word for this group
of people dates back to the 15th century A.D, during the reign of Oba Ewuare the great of Benin
Kingdom (Isibor, 2011).
Looking at the geographical location of Esanland we find out that the area is bothered by other
non-speaking Esan ethnic groups as follows, north-west and north-Owan (ivbiosakan) and
Etsako. Agbor and Asaba South and South East, While the river Niger and the Igala people on
the East.
The Esan people are predominantly agriculturist, and they farm such crops as Iyan (yam) which
they use for their stable food Ema (pounded yam), Ize (rice), Oka (maize) and Ebe’fo (green
leafy vegetable of various types). They also rear different types of livestock such as Imenu
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(native cow), Ebhe (goat) and Okhokho (chicken). However, apart from farming and livestock
rearing, the Esan people are also good hunters. (Isibor, 2010)

Burial Rites/Interment in Esanland: General Overview
In Esanland the death of any person calls for burial ceremony whereby burial rites must be
performed, using certain items before the dead can be interred. The burial rite is known amongst
Esan people as ‘Itolimi’ (burying the dead ) or ‘Itondede.’ The burial rites/Interment is
performed in different categories according to ‘age’ and ‘status’ of the deceased in the
community. The ‘age’ category is divided into five (5) and are as follows, Category 1-infant
child (under 7days), Category 2-Children 1year to 16years, Category 3-Adult 17years-39years
(known as Egbonughe), Category 4-Adult 40years-69years (known as Igene), Category 5-Adult
70 years and above . For example, the burial rites of a ten (10) year old boy is, not the same as
that of a sixty (60) year old man. Concerning the ‘status’ category this is divided into four (4),
Onojie (King) Married men and women, titled chiefs (men and women) and Odionwele (oldest
man in the community). For example the burial rites and interment of Odionwele is not the same
as that of an Edion that is 70 years and above, neither is the burial rites of a married man the
same as that of a married woman.
In general the burial ceremony of any Esan sons and daughters is a process which begins with
the announcement of the death by way of verbally informing both the paternal and maternal
extended family members through the “Odion Egbele” of the death of their loved one. The
information is done either by the eldest son of the deceased in the case of a dead father or a
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husband in the case of a deceased wife. It is important to note that the eldest son of a deceased
married woman informs the family if the husband of the deceased is no more. After the
announcement, preparation for the full burial ceremony and interment begins.

Burial rites/interment of Esan Married Daughters
Traditionally, female children of Esan decent have no place and say in the day to day running of
the family affairs as Esan society is a very strong patrilineal, patrilocal and patrifocal society,
where as earlier stated, revolves around the male child in the family. This is irrespective of the
male child’s age and position in the family structure. The traditional role of the female child is to
cook and carter for all members of the family. This she does until her hand is given out in
marriage.
The female child does not also have a share of the parent’s estate when they pass on, no matter
how good she has cared for her parents financially or otherwise. It is interesting to note that
although both the female and male children of Esan family partake fully financially and
otherwise in the burial ceremony of their parents, when it is time to share the estate, only the
male child is given a share. This means only the male child is given inheritance. According to
Esan traditional belief the female child is not a full member of the family, as one day she will
marry and thereafter change her maiden name to her husband’s name, but for the male child he
carries the family name till death. Following the development above, the female child is expected
to carry on with her life based on what and how it is done in her matrimonial home, as she is no
longer considered a member of her paternal and maternal family.
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However when this same married daughter dies, her corpse is expected to be brought back to her
paternal ancestral family home for interment. There seems to be contradiction in the handling of
the female Esan child before marriage, during marriage and after death. When clarification was
sort, it was discovered that in given out of the female child’s hand in marriage, the groom’s
family is asked to pay just twenty (20) naira as dowry. This partly sum of twenty naira as dowry
according to Esan tradition is to let the groom’s family know that they (bride’s) haven’t sold
their daughter but only given her to them to care for them and bear children. This explains why
upon her death her corpse must be returned (except otherwise negotiated) to her paternal
ancestral family home for burial rites and interment.

As earlier stated when an Esan Married daughter dies, the process of informing her family
members and who does the information is usually different from that of a married Esan man.
Some aspects of the burial rites and interment place, is also different. In informing the deceased
woman’s paternal ancestral family members the husband of the deceased along with the
deceased’s son and one or two members of his extended family members take one She-goat, a
bowl containing about 20-30 kola-nuts and a keg of palm-wine to the paternal ancestral home of
the deceased to make the announcement. On getting to the paternal ancestral family home of the
deceased, her death is first made known to “Odion Egbele” (oldest man in the family) who in
turn informs other members of the deceased extended family members. However if the deceased
woman was a widow her eldest son (if she has a son) together with some members of his paternal
ancestral family members go with one hen, a bowl containing about 20-30 kola-nuts and a keg of
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palm-wine to give the information to the “Odion Egbele.” In the case of the deceased not having
a male child, the female child does the information.
Once the paternal family members get the information arrangements are put in place on when
and how the corpse is to be brought back to them, preparation for the burial then begins with the
deceased’s eldest son picking a date for the full burial ceremony which usually last seven days.
The first day which is the wake keep and lying in-state day takes place in the homestead of the
dead woman’s husband. On the second day, the corpse in a motorcade amidst traditional songs
and drumming together with Imenu (a type of native cow common with Esan people) is taken to
the deceased’s paternal ancestral family homestead. On this second day, when the funeral
motorcade gets to about three (3) kilometer’s to the paternal family home of the deceased, the
casket bearing the remains of the deceased and the native cow is brought down with one member
or two of the entourage pulling with a rope. While about six to eight funeral undertakers carry
the casket. Other members of the funeral procession then come out of the vehicle dancing and
singing behind the casket as they move towards the family home. Songs such as the following is
sang amidst tears:
Song
Nene mai rio vbo’we
O vba ye rio
Nene mai rio vbo’we
O vba ye rio
Ma ni vbiole vare e e e
Ma rio le rio, rio
Nene mai rio vbo’we
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O vba ye rio.

Literal Translation
Our mother wake-up
She is not waking up
Our mother wake-up
She is not waking up
We her children came
We have been waking her up
Our mother wake-up
She is not waking up

The pulling and the use of the Imenu to lead the funeral procession to the deceased woman’s
paternal ancestral family home is very symbolic in the burial ceremony of every Esan married
daughter, as the imenu, is the instrument used to give final announcement of the passing on of
the deceased to her family. It is symbolic, because although the family has been informed before,
they pretend they haven’t heard about it until they hear the okede (big resonating drum covered
with leopard skin on both ends of the drum) drum sound and see the pulling of imenu towards the
family home and thereafter the casket bearing the remains sighted. This action finally confirms
the woman’s death
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Effect of Globalization on Burial Rites/Interment of Esan Married Daughters
Since Esan sons and daughters started living outside of their traditional cultural ancestral
communities, due to intermarriages and migration in search of better jobs and improved life
style, certain traditional cultural practices have either changed or gone into extinction to suite
present day global practices. What this means is that the age long traditional cultural practice of
returning the corpse of Esan married daughters back to their ancestral family home is no longer
compulsory as measures have been put in place to inter the deceased both in the place where she
died (if it is outside her paternal ancestral family home) and her paternal ancestral family home
in a simultaneous burial rites ceremony. Simultaneous in the sense that, once the paternal family
is informed of the burial arrangements which is now between one day or three days, the paternal
family of the deceased give a list of all items needed for the burial rites and how much it will
cost to the children and husband of the deceased. Once the items or money is provided the
immediate family members can now travel back to wherever they are to do the burial
ceremony/interment of their mother. The monetization measures put in place is achieved through
dialogue (by way of pleading with the extended family members) and understanding between the
immediate family members and the paternal ancestral family members of the deceased why the
corpse cannot be returned to the paternal ancestral family home. That is, the permission to
monetize is not automatic it must be sort. Once permission is granted, the children can now go
ahead with the burial arrangements and inter their dead mother where they have chosen to.

It

is important to note that one (1) member or two (2) of the paternal family of the deceased is
usually sent to represent the paternal family in order to partake and also perform certain
necessary rites which would have been performed on the physical body of the deceased, if the
corpse had been brought to the ancestral home.
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To enable the representative attend the ceremony taken place outside of the deceased paternal
ancestral home, certain traditional rites are performed with items such as one (1) female goat,
one bowl of about thirty (30) kola-nuts, one (1) bottle of traditional dry gin, ten (10) yards of
white piece of cotton material (ten yards) and a long stick gotten from the branch of a particular
tree (ikhimi tree). After the ceremony has been performed the stick and five (5) yards of the
white cloth is handed over to the representative who then attends the burial ceremony with the
stick and white cloth. The reason why the representative attends the ceremony with the stick and
white cloth given to him is for him to measure the corpse, (before it is interred) wrap the stick
with the white cloth, thus symbolizing the wrapping of a corpse with white cloth. As soon as this
ceremony is performed the deceased interred, the representative travels back to the paternal
ancestral family home with the symbolic corpse for the full burial rites/Interment of the symbolic
corpse. The stick once used to measure the corpse according to Esan tradition becomes the real
corpse of the deceased person and can now be given full burial rites/interment in her paternal
ancestral family home upon the return of the representative(s). The full burial rites/interment to
be performed in the paternal ancestral family home of the deceased upon the return of the
representative, means there will be lying in state, wake keep and a grave is dug and the symbolic
corpse interred. However the pulling and the presentation of the native cow, is not done as it is
assumed the action has already been done upon the arrival of the representative and the
presentation of the symbolic corpse to the paternal elders of the deceased.

It is pertinent to note at this point that, sometimes the request sort by the children of the deceased
is turned down by the paternal ancestral family members and the deceased children will still go
10

ahead and inter their dead mother where they have chosen to. This action in some instances have
seen the paternal ancestral family members go to where their daughter has been interred
(especially if it is within Esanland Community or any where else in Nigeria), exhume the corpse
and take it back to their ancestral home for what they term “proper” interment.

Conclusion
Looking at the traditional way of burying Esan married daughters and the modern monetized
way, one will find that there is a sharp difference, due to globalization as earlier stated. However,
even though globalization has aversely affected almost all the aspects of this age long practice
that gave pride to every Esan sons and daughters, it is pertinent to note that it has also given
opportunity to the immediate family members (especially those married to non Esan speaking
men) of the deceased to access the grave (whenever they want) of their departed mother and wife
whenever they wanted. With the symbolic burial ceremony and interment, the fear by the
deceased extended family members that their deceased daughter will not have easy passage into
the spiritual realm to join her dead ancestors is also erased. This is because the people believe
that the spirit has been brought back home through the symbolic corpse and burial rites/interment
performed thereafter. Again with the symbolic burial rites/interment, it is believed that the
deceased will have eternal rest and her spirit will therefore not wonder about in the forest, thus
enabling her to be heralded into the spiritual realm.
Although the burial rites/interment is now been monetized, it was discovered during research that
the monetization has in no way totally replaced or erased the age long practice of returning the
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corpse to the deceased paternal ancestral family home for burial rites/interment. The
monetization thus serves as a palliative measure for those families who due to one reason or the
other cannot return the corpse of their deceased mother to her paternal ancestral family home.
However, some families still prefers to return the corpse in order to keep the family ties between
their immediate family and the extended family members of their dead mother and wife. Further
more the children and husband of the deceased believe if they inter the deceased outside of her
paternal ancestral family home both families might never be able to see each other again, thus
breaking the family ties that existed between them and their mother’s extended family members
before her passing on.
Finally globalization has also affected the traditional seven (7) days within which burial rites and
ceremony is usually performed. Due to fear of one loosing his/her job and economic challenges
faced by most families these days, burial rites/ceremony are now performed between one day
and three days, to avoid the celebrant staying away from his/her job for too longer. It also helps
to save money as guest will only be fed for one day or three days instead of the old practice of
seven days.
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INTRODUCTION
The concept of choreography as a conscious, living art is Western and is quite new in
the Zimbabwean theatre scene. Although the form existed in the form of social,
communal and spiritual dancing in traditional African societies, the ideal of
choreography in its principle and working is in literary text. Therefore for a proper
understanding of the above claim and the topic of this research paper, it is of utmost
importance to define dance and choreography and also provide an analysis that clearly
shows the difference between the dance art and choreography. Some scholars the
world over in studying dance as an art form have tried to come up with a general
definition of dance. For example, Hannah (1979:17) describes dance as, “patterned
and rhythmic bodily movements usually performed to music which serves as
communication or expression.” Harper (1992:27) defines dance as “an art in which
ideas and emotions are expressed in the creation of forms and patterns in terms of
movements of human bodies in space and time.” While Kaeppler, A. (1972:174)
defines it as “a complex form of communication that combines the visual, kinaesthetic
and aesthetic aspects of human movement with (usually) the aural dimension of
musical sounds and sometimes poetry.” Going by the different definitions cited
above, dance therefore can be said to be the rhythmic aesthetic movement of the
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human body to certain or given rhythm, music, song and sound in order to
communicate

spontaneous

and

non

spontaneous

human

emotions

given

circumstances. The art of choreography on the other hand, is believed to have
originated in Greece when the Greeks realised the need for organised forms of
entertainments and founded their first orchestra. According to Kaka (1997:90), the
term choreography is derived from the Greek word, Khoros Graphia. Khoros means
‘to dance’ and Graphia means ‘planning and organising’ (how to dance). He further
defines choreography as “the skilled artistic planning and organisation on how to
transfer a socio-cultural dance from the open village square into an indoor stage, and
relive it there in all its artistry.” Other scholars such as Lane (1983:207) define
choreography as a:
process that involves creating movement that suit a theme, creating floor
patterns, finding music to go with the work and putting it all together for the
benefit of the audience in order to communicate certain meanings

To Bloom and Chaplin (1986:7), choreography is “the art of composing dances for
performance, usually on stage.” These two scholars further posit that “a
choreographer not only chooses and creates the movements, but imbues them with an
interpretation, an attitude, and a purpose.” Again with the analysis of the different
definitions above choreography can be defined as the more complex art of observing,
selecting, sieving, creating, recreating, composing, arranging, rearranging and
designing dance to tell a story, convey an idea, educate, or to merely entertain.

For a proper understanding of the main focus of the present research, choreography
refers to the rearrangement of already existing traditional dance presentations on the
Zimbabwean modern theatre stage, together with the artistic creativity (through the
use of stage scenography); it brings to the dance performance using the Muchongoyo
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dance of the Ndau people of Chipinge district in Zimbabwe. For example, performing
the first movement sequence as the second movement sequence in muchongoyo dance
would be considered an aspect of choreographic creativity and initiative.

In the Zimbabwean artistic scene, choreography as a modern art began gaining ground
as an art of interest from the middle of the 20th century with the activities of persons
like Welsh Asante and David Gweshe whose performances, during the creation of the
Zimbabwean National troupe” was an interplay of dance, music, ritual, drama, mime,
dance-drama, spectacle, and creativity. At this level of practice in Zimbabwe, the
people experienced on the Zimbabwean modern theatre stage the birth of the
personage of the choreographer even though his/her function was laid under that of
the drama artistic director.

In this paper, we evaluate the transcendence of dance as ritual cum social art to dance
as the foundation for the intimate art of choreography, which has gained so much
ground today in the Zimbabwean theatre sphere. And because it will be blind for us to
point vague studies on every African dance, we are streamlining the study to the
popular muchongoyo traditional war dance of the Ndau people of Chipinge district in
Zimbabwe, ‘muchongoyo’, as evolutionary in the wake of choreographic art becomes
a traditional dance of interest given its widespread usage by nearly (if not all) all
theatre/dance groups in Zimbabwe and its place on the modern Zimbabwean dance
stage today. The muchongoyo dance is a sequence of dances performed by both
young men and women, with women mainly there to sing, encourage and induce
courage in the young warriors before going to the war front. It was also performed
after the war to celebrate victory. The name muchongoyo is derived from the Ndau
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word ‘Chongoyo’ meaning ‘the stamping of the feet on earth’. Going by the analysis
above, the researcher, consider the concept of choreography as it evolves from its
pristine state to the literary text, well-tailored art of creativity.

DANCE AND ITS ORIGIN
Dance is acclaimed by most scholars the world over as the only art form that have
attained an unprecedented level of performance growth and perfection on the theatre
stage today, as it did in the early human society of stone-age. Without the aid and
influence of extraneous knowledge, dance attained completeness and it was
appreciated as artistically adequate without recourse to social and psychological
change. Unlike music where a certain form could be said to be archaic, unbefitting to
modern ears, dance even from the earliest times is perceived as complete and apt in
any artistic eye.

Dance, the creative and symbolic movement of the body to time and space, takes its
roots in the existence of the people and community where it exists. Dance, in other
word, is an expression of the existence of human life. Every culture of the world have
dances exclusive to its people, such as dances that served the end of social
consciousness and cultural identity. Dance is considered integral in the daily existence
of the people who perform them because it show-cases and highlight the well-being,
cosmology, world-view and pulse of the people.

In Africa in general and Zimbabwe in particular, dance performs a more profound role
in the peoples daily life in that every aspect of the peoples life is marked by a specific
type, style, texture and form of dance. Such dances are either used for religious/ritual
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purposes, social identity, political indicators, psychological well-being, economic
gains and entertainment. In other words, different occasions had different dances
tailored for them such that certain dances related directly to the several aspects of life
like birth, marriage, death, achievement, coronation, rites of passage, betrothal,
religion, economy and age group.

It is important to note at this point that the kind of dance danced by a people could
also help audience members to know the geographical location, topography, climate,
culture, religion and history of the people. For example, the bodily fluidity of the
Zwange dance hints at the riverine topography of the Tiv people, their sexual
inclination, and the mythical belief in the felinity of the cat (twetere). The
Muchongoyo dance of the Ndau people of Zimbabwe, gives a clue about their antiapartheid struggle, the Koroso dance of the Hausa not only tells of the sultry climatic
condition but also the texture of their food (the dance is chiefly characterized by leaps
and jumps). These are a few examples of the reflexive nature of dance in the culture
of a people.

However, since the focus of this paper is ‘the choreographic initiative on the
Zimbabwean stage’, certain questions arise such as who creates, design and composes
these dance steps, movements, rhythm, music and beats , why and how. The above
question is important to the analysis of the present research as choreography does not
just involve putting of movements together it also involves the putting of the whole
being together such as - mental, intellectual, physical, and natural - to task, to come
up with an original piece. A virtuoso or lead dancer did not create the dance. He repatterned, reorganized and redesigned it (1999). Choreography as an art form can be
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said to be relatively new on the Zimbabwean modern theatre stage as there were no
specific person (s) who designed and composed traditional dances for performance
during rituals, festivals, and communal celebrations. However, for us to understand
how dances were composed in traditional African society, it is pertinent to discuss the
place of choreography in traditional African society.

CHOREOGRAPHY IN TRADITIONAL AFRICA SOCIETY
Choreography in traditional African society is a communal affair and could not be
credited as a product of the ingenuity of any individual. As earlier stated above,
although there exist, virtuoso dancers (very skilled and creative dancers) in every
African traditional dance performances the virtuosity of the dancer does not make
him/her a choreographer. The virtuoso was only a personality identified by the
community as being dexterous in performing excellently the dance of his/her people,
as it should be danced. Dance in this context was not taught as we have in modern
dance school or choreography lessons; rather it was taught and learnt through a
process of socialization. There was no mapped out curricular for passing down dance
to the next generation. It was just injected into the young folks through the process of
socialization. "As they learn the language of their people, so did they perform their
dances"

Dance then becomes an agency for cultural identity such that ones ability to dance the
dance of its people makes him/her a part of that community. As such, dance served
the purpose of social and communal cohesion. When the community dance together,
there is a clearance of psychological barriers and thus communality. No single person
could be seen as the custodian of dances or as the communal dance tutor even though
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- for example - in the case of the Ovia Osese maidens Ogori Magongo, they are taught
the dance of women, while in the grooming house.

CHOREOGRAPHY AND MUCHONGOYO DANCE
The muchongoyo dance of the Ndau people of Chipinge district in Zimbabwe was a
war dance before the 20th century. But today the dance has become a social dance
used for both entertainment and recreational purposes in nearly every Zimbabwean
community even though it is more pronounced in some areas like Bulawayo. Despite
the change in performance context, muchongoyo has survived the different faces of
theatre rearrangement without recourse to its ritual history.

In performing the muchongoyo dance, the dancer is expected to first and foremost
understand the rhythmic implication of muchongoyo drumming, songs and music
because the dance movements, patterns, steps, design and styles are all performed as
dictated by the drumming, songs and music. Only the in-depth understanding of all
three can help the muchongoyo dancer perform well. There are a number of
movements that characterize the dance and these movements are widely known and
performed throughout Zimbabwe. These include the munyemiso (military
movements) and the zvingomana (acrobatic displays). Unlike the zvingomana where
we see dancers perform acrobatic movements, the munyemiso movement consist of
the muthlokozo (pointing of spears and shield to different direction), kutchongolo
(quick stamping movement), kuswaya (swaying and shifting of shields), kubau
sithlangu (clicking together spears and shields) and mubiazo (dancing clockwise and
anti-clock together in a circle), but the beauty of the muchongoyo dance lies in the
ability of the dancer to use all his external body parts to interpret and punctuate the
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rhythms of both the lead ngoma- metallic drum and the payipayi-animal horn trumpet.
Songs sang during performance, also dictates some of the movements performed by
dancers as the songs are composed on well-known proverbs and anecdotes, which are
well known to all members of the community. One of such songs include,
Song
Sizonqoba nansiimikhonto
Sizonqoba nank’amahawu
Obanjani bayosikhumbula
Sizonqoba-Sizonqoba

Literal Translation
We will conquer here are Spears
We will conquer here are Shields
They will remember us
We will definitely conquer

As the above song is sung the dancer is expected to interpret and punctuate the lyrics
of the songs with staccato movements of hand and leg while using their spears and
shield to demonstrate how they would strike, kill and conquer their opponents in the
battle field as have been stated in the music. As earlier stated above, the dancer’s level
of creativity in the performance of the muchongoyo dance is embedded in the
dancer’s ability to interpret the rhythm from the drums, animal horn and lyrics from
the songs with his body.
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CHOREOGRAPHY ON MODERN ZIMBABWEAN STAGE: THE CASE OF
MUCHONGOYO DANCE
Looking at the Dance art in Zimbabwe today we discover that the art has been
transmuted from its communal ritual/festival original meaning-bearing context and
has been adapted as art for aesthetics rather than essence. Choreographers have
emerged severally and tapped into the wealth of the people’s traditional dances and
recreated and rearranged them to convey new and more complex ideas to varied
audiences. At this level more interest is shown in the quality and motifs of the
movements than for the original meaning-bearing or ritual/ festival purpose of the
dances.

Many modern choreographers have displayed a penchant for recreating and
rearranging traditional dances to fit into the modern dance experience and the product
of this usually is either a visually pleasant artistic sight for the unknowing audience or
- on the contrary - a psychologically disturbing phoney for the observer
knowledgeable about the dance being danced. However, we must not undermine the
endless artistic potential inherent in the traditional dance when they are translated to a
modern stage because this experimentation has not just sustained the original dances
but also revived the extinct ones. While our traditional dances are aesthetically
satisfying they do not afford the individual the chance to be original (Akazue,
1999:66). Akazue’s position provides a different shade of perspective to the place of
traditional dance in a modern dance theatre experience.

To Kofoworola (1987:24) there are troupes of professional dancers from different
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ethnic groups who choreograph their own dance routine to maximize the
entertainment value. Most of their dances have no indigenous meaning, in fact the
dancers continually smile at the audience, which is a ‘dead’ give away for
commercialization. The case of the muchongoyo dance is one of marvel as it has
mutated and adapted itself to several faces of choreography. Muchongoyo, in its
original meaning-bearing context, as earlier discussed transcends occasions; it has
adapted to nearly every socio-religious occasion from house warming ceremonies to
coronation ceremonies to mock war displays, to religious festivals and even purely
social gatherings such as beer drinking in beer parlours. This positive adaptation of
muchongoyo dance may be accountable for its survival of time and modernization.

The emergence of modern dance troupes have equally survived the dance as these
troupes retain a repertory of traditional and modern dances that are employed as
occasion demands. The muchongoyo dance with its complete ensemble is a nearly
indispensable feature of these troupes; they almost all have a muchongoyo dance
sequence choreographed and kept away for future performance. The muchongoyo, in
many cases serve the end of the Italian intermezzi, employed to infuse pep and variety
into performance or it existed as a whole performance itself.

Examples of these dance troupes with a repertory of muchongoyo dance include
Boterekwa dance group, (Dzvivaresekwa, Harare), imbizho dance group (Bulawayo)
and Amakhosi theatre group (Bulawayo) Even though all these groups have recreated
and rearranged the muchongoyo dance for performance on the Zimbabwean modern
stage, their choreographic ability and creativity differ greatly. The first identifiable
point of distinction is the choice of sequence of movements, choice of songs, design
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patterns, costumes, and properties. These distinctions reinforce the presence of the
ideals of a choreographer.

Basically, muchongoyo dance is exhibited in faces; one, as a representation of the
dance in its traditional roots and two, as a recreated and rearranged (nearly
unidentifiable) choice of movement in an open performance. Either way, the dance
has survived and has won the heart of modern choreographers because the quality of
the movements is acrobatic and captivating. As a result a good knowledge of
muchongoyo dance is nearly a prerequisite to being a modern dance choreographer.

In performing muchongoyo dance movements as secondary parts of a modern dance
performance, we continually observe retention of the footwork of the original dance.
Variety is achieved in the dynamics of the hands and torso. Although music may also
be seriously altered in a modern muchongoyo dance performance, the muchongoyo
essence is still identifiable during the modern stage performance of the dance.

Many other Zimbabwean traditional dances have undergone the same process of
adaptation in the modern dance context and therefore have shed a great part of their
original meaning-bearing context in favour of survival in the dynamic age of modern
and post-modern art. These dances include mbakumba dance of the Shona people
from Masvingo province, Mbende dance in Murehwa district (Mashonaland East
province), and the Dinhe dance from Northern and Western Mashonaland.

Motifs of these diverse dances are seen sprinkled in the modern dance performances
of modern choreographers as either artistic enhancements or media to communicate
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certain ideas, messages, or opinions. In this case, the dance is perceived only in terms
of the quality of movement and not in its essential, original nature. The dances are
employed by choreographers because of the aptness to communicating a part of a
broader meaning. However, in this case the traditional dance cannot be called by its
name any longer but by the name of its new meaning. Although this new dance
experience alters these dances, it guarantees their survival as recognisable art forms.

CONCLUSION
In conclusion, choreography on the modern Zimbabwean theatre stage experience is a
new art and is deep-rooted in the dance tradition of the people, who perform it.
Muchongoyo dance, however, is one of the dances in Zimbabwe that reflect the
adaptation of choreography to the evolving faces of modern art. Muchongoyo has
comfortably transcended its religio-ritual origin to a global aesthetically appealing
dance form suited both for artistic and educational ends.
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1.

Introduction

From geography to biology and genomics—with its nanotechnology
accessory, the original structure of the earth has not changed. It is
like the brain of human beings that grows with age while other
parts of the body keep on regenerating and changing. The brain is
always

providing

the

antithetic

fibre

for

the

change.

It

accommodates or rebuffs the change depending on the function to
be added. There is an elastic antithesis, ever shifting its antithetic
spin towards accommodating ever insatiable human quest for
either upstaging nature or infringing on its sacred realms—Africa.
Theories are still evasive in explaining the welcoming nature of
Africa to the “divide and rule” strategy its predators adopt in getting
it to continue shifting its antithetic spin that leads more to Nightfall
of the universe than to flux that could engender Singularly—
humanistic synthesis. Nightfall and Singularity are terms explained
in Morris (2011).
When Europeans and Chinese did restructure
geography in the seventeenth century, they
pushed the hard ceiling upward… we must
restructure political geography to make room
for the kind of global institutions that might
slow down war. Carrying on burning oil and
coal… will bring on Nightfall… the threats
1

that so scare us today seem to have a lot in
common with the kinds of forces that have
repeatedly pushed evolution into high gear in
the past. About 1.8 million years ago the
drying-out of East Africa’s forests apparently
allowed freaks.
Singularity might be every bit as scary as
Nightfall. In Kurzweil’s vision, the Singularity
culminates with the merging of human and
machine intelligence in the 2040s. Technology
… is rapidly taking us to a place where we
may not want to go, but probably are unable
to avoid ... Chairman Mao in 1957 predicted
that half of the world population will go with
that push.
Africa undoubtedly remains the cradle of civilisation. It shifted to
be the beast of burden of all emerging conquerors’ civilisations—
Greece, Rome, Britain, France—West in general, Arabic, and
gradually, today, shifting to accommodate the Oriental—Asians.
To date, all the fine products seen in the world were spinned by
Africa—either its human resource or its mineral resource. They
were taken by force or by collusion with weak or divided leadership.
Prior to Achebe’s protest writing on issues of leadership, Senghor,
Cesaire and Damas—Negritude griots, Du Bois, Blyden, Nkrumah—
the Pan Africanists had been in the protest warfront. The
Mandinka’s tribe seen from the myths of Sundjata had always
presaged it as the war of Keita and Soumahoro—benevolent spirit
leader and malevolent spirit leader, respectively. In Achebe’s work it
is also a duel but a duel that creates an antihero via antidenouement—still the penchant for shifting the antithetic spin, for
now towards Nightfall. He also envisaged leaving the protest stage
towards preparing the stage for multiple fluxes that will engender
2

humanistic Singularity. The elements of the flux are what we see
as: “when you see what is greater than yam farming, you sell the
yam barn. Quoting Achebe in Omotoso (2009:18), it is inclusive of:
I offer mbari to you as one illustration of my
pre-colonial inheritance of art as celebration
of my reality; of art in its social dimension; of
the creative potential in all of us and of the
need to exercise this latent energy again and
again in artistic expression and communal
cooperative enterprises.
2.

What is the Yam Farming About

According to Durant (2006:620), there is nothing true in the world
except beauty, perhaps we shall someday be strong enough and
clear enough in soul to see the shining beauty of even the darkest
truth. Yam farming tended to be the most enduring and elaborate
exercise in expressing beauty in labour and its aftermath
measurement of wealth by the display of yam barn in an mbari—
household—at the end of a harvest year. It could be blacksmithing
in the Mandinka Kingdom, it could be animal husbandry in the
Fulani regions, it could be grain in other regions, they are all what
people holds dear as part of what the natural habitat or fauna
available to them give them clue to “venerate”. To Achebe’s people,
the belief is that such activities are future leveraging products to
get to next level of human progress; that is, acceptable sacrificial
products,

when

appropriate

in

time

and

space,

for

loftier

attainment of human progress. Unfortunately Africa “sold their yam
barn” to pursue what is not in tandem with their natural habital or
fauna. To Mazrui (1990:22) Africa as a whole borrowed the wrong
things from the West …acquisitive appetite of capitalism … Western
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gadgets but are bewildered by Western workshops … wear
wristwatch but refuse to watch it for the culture of punctuality …
[military] parade in display but not to drill in discipline … West’s
consumption pattern but not necessarily the West’s technique of
production.
Yam barn, or the metaphor of it, attacks “acquisitive appetite of
capitalism”. The yam farming has a “cumbaya” effect—cumbite for
Haitians as seen in Jacques Roumain’s Gouverneur de la rosée or
cooperation as seen in the use of collective wealth to train Achebe’s
Man of the People. In effect, it is the philosophy of “Igwe bu ike”—
strength comes from crowd effect. It is also the philosophy of “ndu
mmiri ndu azu” —healthy rivers, survival of the fish. Creation of
quality crowd is providential as well as preservation of healthy
rivers; not tsunami rivers. To Achebe (2007:9) there is no such
thing as bloodline. Human is human; blood is the common
denomination; thinking patterns differ; agree; for the African, a
person is a person because of other person. The African is not as
Hobbes observed in the Europeans—extreme selfishness, which
Morris (2011:559) writes that the entire course of history and
changes occurring are championed by lazy, greedy, frightened
people looking for easier, more profitable and safer way to do
things. Osundare (2013) sees is as lack of respect for nature as he
bemoans his loss in the New Orlean hurricanes where, according to
him, wetlands, serving as buffer between the city and the ocean,
had been decimated in a fight against nature. “Omenala” is one of
the philosophy that endeared Achebe to his uncle, almost
tantamounting to seeing his father as a “traitor” who conspired
with the White as “an upright missionary teacher”. Omenala is
4

obeying the dictates of the gods of the land in any activity one
embarks on. It is the current day mantra of “environmental impact
assessment.”
Achebe saw it in his mother—her peaceful determination to tackle
barriers in her world, the willingness to bring about change gently.
Nature must provide the clue for next level of human knowing
process that leads to “eternism” or perpetual living. The thinking
patterns are brain propulsed and the brain that maintain a
constant ageing process stands as the “god” of the individual,
accepting and rejecting what enhances or diminishes its lifespan.
The eclipsing of most of Achebe’s principal characters depicts their
incomprehensibility of their brain pursuit or that they decided to
run faster than their “chi”—god. Unless Achebe intended to have all
of them like his friend Christopher Okigbo.
Christopher’s vibrancy and heightened sense
of life touched everyone he came into contact
with … To Echeruo, he was an Ogbanje—one
of those mysterious, elusive, and highly
talented beings who hurry to leave the world
and to come again. … Okigbo’s exit was
totally in character
(cf. Achebe 2012:117 & 184)
Okonkwo, Ikedi, Ezeulu, Obi Okonkwo, according to Omotosho,
(2009:18) are men dignified and tragic in their downfall. Adichie
(2012) heralds the new Achebe when she ended her review of There
was a country this way:
He has a sense of humour but very cynicism.
Today, when many Western male writers of a
certain age are mythologised for their bad
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manners—rudeness, selfishness, etc … it is
refreshing to encounter a great male talent of
a certain age who feels no need for posturing.
The next level for Africa has no posturing intent—a cynical, quite
dignifying of spinner of antithetical fabrics; either for Nightfall or for
Singularity, for other peoples who enter into contact with it. For
Nnoli in JBAAC (2009), it is going to be dialectical phenomenom,
Africa interacting with others for the betterment of humanity and
expecting transformation as a result of that contact from the other
and not necessarily subjecting Africa to another slavery. It is a
structuralised approach—structural dialectics for different peoples
toward convergence and divergence of pluralistic humanity for
further move to Nightfall or Singularity either in a partial state in
conformity with Mao’s prediction or return to pre-Babel. In all,
Africa remains the spinner.
3.

Neo-Achebeian Philosophy: Some Factors

Senghor preceded Achebe in his protest writing. He had this vision:
Je parle d’une parole poïétique, qui crée un
nouvel ordre économique—il faut bien
manger, bien sûr—parce qu’un nouvel ordre
culturel mondial. Je parle d’une parole comme
vision neuve de l’univers et création
panhumaine en même temps : de la Parole
féconde, une dernière fois, parce que fruit de
civilisation différentes, créée par toutes les
nations ensemble sur toute la surface de la
planète Terre.
Leopold Sedar Senghor
(in Brunel et al 2006)
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(I am talking of a seed word that creates a
new economic order—eating well of course—
as it ushers in a new world cultural order. I
am talking of a seed word that encapsulates
a new vision for the universe as well as
creative work of panhuman dimension—
already fertile seed Word that has come to
stay because it germinated from different
civilizations and it is a creative work of
nations of all spheres on the surface of planet
Earth.)
Protest stage is definitely over with the balance of competing
Chinese people in Africa. The true is going to be like Merkel (2010)
put it: “We (Germans) have strong links with Christian values.
Anyone not comfortable with that is not welcome in Germany.”
Africans have strong link with mother nature, desecration of the
earth is abomination to Africans. Anyone who dares will be used to
pacify nature. Do not ask how it could happen. Politics, economics,
technology and natural resources’ usage must respect nature
dictates—Omenala. The Chinese say it is loyalty to authority. The
authority in Africa is nature. Power must be shared between the
most fit to process the identifiable yam barn that could lead to next
level for the benefit of the entire human race and the emerging
Ezeulus—those with exceptional knowledge of what the next level
is, not the pursuit of Jupiter. Aimé Cesaire (1967) proposed it in his
poem dedicated to Leopold Senghor; Africa must come out of its
diamond of misfortune, lay its palms up, tightening its fingers,
fingers that have suffered for the entire human race—brown,
yellow, white; ready to welcome other hands—brown, yellow, white;
hands excluded in partaking in the beauty and joy of the human
race. The best approach is that there is no other level necessary for
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now until the hands excluded are convinced that that level will lead
to inclusivity of the former excluded hands. Finally, a neodarwinian, Keen (2004) says, life is not a fight over fixed sum,
modernisation is not the achievement of any one culture hence it
should not be used to exploit Africa as laments, economically,
Adichie (2013).
The Nigerian government basically finances
the oil industry with cash calls, and the big
oils (companies) are planning to withdraw
from onshore operations anyway (predicting
Obama’s pronouncement). They want to leave
that to the Chinese and focus on offshore
operations only. It’s like a parallel economy;
they keep offshore, only invest in high-tech
equipment, pump oil from thousands of
kilometres deep. No local crew … they are not
doing us a favour.
Every generation must recognise and embrace the task it is
peculiarly designed by history and by providence to perform, says
Achebe, “I am prime beneficiary of the education that the
missionaries made a major component of their enterprise … But I
have also learned a little more skepticism about them than my
father had any need for … I was very interested in my great-uncle,
Udoh Osinyi’s religion. Those two—my father and his uncle—
formed the dialectic that I inherited.” It presages an Ikenga
philosophy; however, the dialectics must take a new dimension,
bifurcate one interacting with Oriental or Western ideas. It is time
for Africa to reconstruct the multiple dialectics as it confront the
West and the Oriental for a bifurcate developmental process.
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4.

Conclusion

The end of an era ushers in a new era. The era of protest ought to
end in Africa’s writing to usher in the era of progressive
philosophical guidance towards what Senghor sees as universal
culture or at least Stocatto cultures that could stretch hands of
fellowship to one another instead of hands of war. Africa does not
have any gene of imperialism nor conquering religion. It has a
dominant gene of endurance, inclusivity and naivety. It is like the
elephant, it is friendly and does not initiate agressivity. Its feed
requirement is not exotic and its soil is cooperative with nature.
However, it gives room to other peoples of other civilisations to find
asylum in it; it has tended to be resource acquisition for the
regeneration of other continent; that accommodation needs to be
revisited toward a better occupation or resource exploitation that
could usher in a world that is not going to decimate its inhabitants
but could serve as a leverage for an upgraded brain process
capable of picking messages from divine realm effortlessly.
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placed online to facilitate access of this monument by a wider audience. After completing the virtual
model, a program could be developed for presentation of the model and its historical background to the
general public.
Attendees in this session will learn how online communication systems such as email, chat room, Skype,
photography, cell phone GPS, and communication tools in learning systems can be effectively employed
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Adorno on Art as Expressive Language
Tao Feng
Abstract: Adorno suggests that art is essentially expressive language since it is the
imitation of natural language. The telos of art’s expression is expressing what the
repressed things and human long for speaking. The authentic art preserve the trace of
primordial human’s instinct: mimesis. Through the subject miming the object in the
expression of art, the real cognition is realized. According to this model, we can
ascertain that artist is the real epistemological subject, the “collective subject” is
factually the speaker of the expression and the epistemological objet which is primary
in the production of art. The crystallization of art language is dialectics of
spiritualization and reification. Adorno compares artwork with script, hieroglyph and
puzzle picture because art is the unification of image and sign of language, form and
content in art. In order to disclose the truth content of art language, we must destroy
the semblance of art.

Key words: expressive language, mimesis, script, truth content
Theodor.W. Adorno as the member of Frankfurt School is one of
most influential philosophers and art critics in contemporary era. In
Adorno’s theory of art, the most distinguishing aspect is that claim which
art is expressive language. Art is not irrational, rather it is more
reasonable knowledge than instrumental reason, and it expands the space
of reason. Within Adorno’s schema of rebuilding philosophy, it is the
crux of unearthing the epistemological value of art. In the process of
objectivation of art language, the status of subject-object in Idealism is
upset and hence the primacy of object is the keystone of the reversion of
traditional knowledge mode. In order to achieve the purpose of this
change, human language should be considered as the imitation or the
translation of thing’s language. Art language supplies a perfect example
of human language and knowledge. The shudder of primitive aesthetic
experience and the mimesis as a most ancient human instinct are
preserved in art and thereby human in art has the opportunity of
experiencing the suffering of the non-identified including things and
human repressed by the instrumental society. The truth content in art just
like messianic light emerges and lightens up the darkness after burning
1
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out of the semblance of art. That is why Adorno says: “Perspective must
be fashioned that displace and estrange the world, reveal it to be, with its
rifts and crevices, as indigent and distorted as it will appear one day in the
messianic light.”1 Art is just the moment of redemption only when it is
language expressing the truth.
1 art as expressive language
One of most creative theory in Adorno’s Aesthetics is that he takes
the art as an expressive comportment, an language in literal. “The telos of
artworks is a language whose words cannot be located on the spectrum; a
language whose words are not imprisioned by a prestabilized
universality.” 2 The language of art is the imitation of thing’s language
and expresses what thing wants to express.
Adorno’s idea of language is derived from Benjamin’s theory of
language, especially from his masterpiece “ Über die Sprache überhaupt
und die Sprache des Menschen”. Benjamin suggests that not only human
but also all things in nature could express “spirit content” (geistige Gehalt)
and hence human’s language is only one of many kinds of language.
However, human language affords an very important destination that
translating God’s language and things’ languages which are speechless.
Therefore, for Benjamin, the knowledge of human being is mediated by
language and just the course of translating the things’ languages into the
human’s naming language 3 .
Adorno and Horkheimer review the history of degeneration and
separation of human’s language and knowledge in Dialectics of
Enlightenment . Different with the Benjamin imputes language’s
corruption to name things abusively, Adorno and Horkheimer ascribe it to
the division of labor and consequently the division of subject and object.
The splitting of language includes the three couples of separation:
expression and communication, name and thing, sign and image. The
original language is separated into the image and signified language,
correspondingly, art and science become two methods of knowledge. “As
sign, language must resign itself to being calculation and, to know nature,
2
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must renounce the claim to resemble it. As image it must resign itself to
being a likeness and, to entirely nature, must renounce the claim to know
it.” 4 Science fancies of capturing things by means of discoursive and
signature language. On the contrary, art uses image in order to express
things. Philosophy tries to combine art and science and fails in the end.
Benjamin considers the act of art is translation comportment in fact
and artwork is version of God’s language and thing’s language.
Translation, through which one kind of mode of knowledge is
transformed into other, is more extension than common sense. Adorno
seldom uses this word instead of the word “imitation” or “mimesis”.
Buck-Moss claims that translating is not an copy but is almost equal to
mimetic activity. 5
In Aesthetics Theory, Adorno claims that art is not the direct
imitation or copy of nature which is impossible since the nature is
dominated by human being, but the imitation of natural beauty which is
mediated by language. For Adorno, natural beauty is the language of
nature and express the non-identify, hence art’s imitation means
translating the language of thing into art’s language. “As a human
language that is both organizing as well as reconciled, art wants once
again to attain what has become opaque to humans in the language of
nature.” 6
Since art is the imitation of natural language, the character of
language inheres in art. That’s why Adorno always says that art has
eloquence or expressive character (Ausdruckcharakte) . This kind of
language of art is essentially based on the inner logic of thing and is the
correctness of sign language which is ruled by subject’s self-projection.
Thing wants to express but is speechless(Sprachlos) because of it is
dominated and repressed by human being. Adorno suggests that art
speaks what cannot speak. “With human means art wants to realize the
language of what is not human.” 7
Certainly , besides the expressive language of art, there is another
meaning of language of art , that is in literature’ s sphere, the languages in
3
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romance, poetry, essay and etc are always considered as means of
communicating information. “Aesthetic Theory does differentiate two
aspects of the concept of language that were not separated in the poetry
essay: language as a means of communication, and language as artistic
expression.” 8
2 the expression of suffering: shudder and mimesis
“Artistic expression comports itself mimetically, just as the
expression of living creature is that of pain. The lineaments of expression
inscribed in artworks, if they are not to be mute, are demarcation lines
against semblance.” 9 Art is destined to express what cannot speak out and
this expressive character is the foundation of art. All things in nature
thirst for expressing pain because of repression of human’s instrumental
rationality. Therefore, not only living creature but also the human itself
in administrated world aspire after salvation and art almost is supposed
to be only hope. Authentic art reserves the trace of primordial fear of
omnipotent nature and the mimetic impulse as the reaction of this fear.
“The cry of terror called forth by the unfamiliar becomes its name.” 10
The comportment of art is just the division and transfiguration of this
naming act.
Adorno researches on the primitive human’s experience furthermore
and he claims that the “shudder” is the most original aesthetic experience.
After this threat for the individual has been dismissed, the terror of
individual human does not disappear completely but transformed into
shudder which is the echo of unknown things. “The shudder is a reaction
to the cryptically shut, which is a function of that element of
indeterminancy.” 11
This kind of experience could be transferred into an aesthetic and
artistic experience because it is not the direct confrontation with the threat.
Only when human keeps enough distance from the strange and frighten
things, the feeling of fear can change into the shudder. The shudder will
results in the shut of human’s faculties of mind and human could
eliminate the feeling of fear through miming the threaten thing. “The
4
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shudder is a mimetic comportment reacting mimetically to abstractness.”
12

Mimesis is apparently different with the subject’s projection which aims
to identify with others. Both of them belong to the self-preservation of
human being, however, mimesis is subject’s “passive receptivity”13 in
opposition to subject’s aggressive projection. This moment of mimesis is
“the moment which living beings and consciousness make themselves
identical with what differs from them”14 The status of subject-object is
completely upset by mimesis. In traditional philosophy of subjectcentered, subject dominates and swallows object, and hence object cannot
truly be realized by subject because the object which is only the mirror
image of subject. “Once radically separated from the object, subject
reduces the object to itself; subject swallows object, forgetting how much
it is object itself.” 15
Instead of subject’s dominating, mimesis means subject is attracted
by object and immerses in object in which acknowledges the primacy of
object. This function of mimesis in knowledge is presented by Benjamin
and illuminated further by Adorno. Through the mimesis of subject, the
relationship between subject and object is pacific and harmonic. “Adorno
drew on another of Benjamin’s seminal ideas: the importance of the
mimetic faculty for resisting identity thinking and the preponderance of
the subject over the object.” 16 Instrumental reason and conceptual
language as its result, however, renounce the mimesis impulse which is
considered as the residuum of ancient magic. The only refugee of
mimesis is in art’s language and therefore art shoulders the task of
redemption for human cognition and language.
Through the mimetic comportment, the aesthetic experience of
shudder still remains in art. “Art holds true to the shudder, but not only by
regression to it. Rather, art is its legacy.” 17 Dialectically, which the
mimetic impulse can be conserved in art is just the consequence of the
shudder since the mimesis is the reaction to the shudder. As time goes by,
the shudder as an aesthetic experience is dispensing and transferred,
however, the pain of human and other things as the content (Gehalt) of
5

Adorno on Art as Expressive Language

the expression is transformed into art’s eloquence. Paradoxically, this
eloquence of art is speechless (Sprachlos) because what is expressed
cannot be fixed and comprehended by the concept which is the effect of
subject’s logic. “Suffering remains foreign to knowledge; though
knowledge can subordinate it conceptually and provide means for its
amelioration, knowledge can scarcely express it through its own means of
experience without itself becoming irrational.” 18 Reason could not and
would not like to express the suffering which is the effect of reason’s
instrumentalization.
The suffering expressed in art originates from several ways as
follows. First of all, the non-identified of things is repressed by the
identification. Corresponding to this identification of reason, the words in
language identify the things violently. The repressive things strive to
express the suffering of domination and abusage. Secondly, as we
mentioned before, this express of things is mute because their language is
imperfect to human or at least cannot be grasped by human’s reason.
Thereby, in order to bring them into speech, human being must transform
things’ language into human own language. This transformation is also an
suffering journey in which probably some elements will lost even though
Adorno reaffirms that this transformation needs to obey “the logic of the
matter” 19. Thirdly, art’s expressive character is also mute and imperfect
because art is only one division of human language. The images of art is
not equal to the unseparated human’s language and whereby the truth
content(Warheit Gehalt) actually is veiled by the semblance which is the
illusion of art’s language. “If, after the separation of knowledge into
image and sign, thought simply equates the image with truth, the untruth
of the schism than is the concept.” 20 Undoubtedly, the course of
objectivation and spiritualization of art’s expression must be very tough
and contradictory.
3 the subject of art’s expresses and the subject in epistemology:
“collective subject” and artist
As I have mentioned before, art is the imitation of natural language
which is comparable with the inner logic of things in nature. The course
6
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of this imitation is the same course of translating the language of things
into the language of art. The ultimate goal of this kind of translation is to
realize thing in itself. The whole course, therefore, can be considered as
the course that subject meets object. The particular artwork is the locus of
subject realizing object and hence is the meditation between subject and
object. In this whole course, it is conclusion that the subject in
epistemological sense is the viewer who realizes the thing through art and
antithetically the object is the thing which wants to speak out. However,
according to Adorno’s theory that the object is primary and active, the
object, that is the things, is the bearer or speaker in the expressive
comportment. This is why Adorno always says object is subjective.
Therefore, if we take the art as an meditation in the whole process of
cognition, we can ascertain that the subject is viewer and the object is the
thing in epistemological sense, even though the thing as an object is the
initiator of the expressive activity.
However, if we subdivide the whole expressive course further, we
could get two parts: one is the creation of artwork which Adorno prefers
to take it as a production process, the other part is the reception of
artwork. In the creation of art, as an observer, artist is the subject who
immerses in and mimes the object. This activity is just accordance to the
aesthetic attitude of subject-object. Adorno has ever explained the
authentic experience of Benjamin in detail: “The thoughts press close to
its object, seek to touch it, smell it, taste it and so thereby transform
itself.” 21The same attitude of subject-object is in the reception of artwork,
in which a viewer as an subject contemplating on the artwork as an object.
Therefore, artist is at least one of the epistemological subject in the
production of artwork. It is also concluded from the Adorno’s discussion
about the “exact fantasy” (exakte Phantasy) in translating or miming in
his early work Die Akualität der Philosophie. Fantasy is the artistic
creative performance. However, it is not the creation from nihility,
“creatio ex nihilo” 22, but a rearrangment of the elements of reality which
are reified. This function of fantasy plays very important role in real
knowledge, as Buck-Moss correctly points out: “Yet like art, it rearranged
7
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the elements of experience, the ‘riddle-figures of empirical existence’” 23
After disintegrating the reified experience, subject including artist will
fantasy how to arrange the elements in their inner logic and not in the
subject’s logic. Here, fantasy supplies many possible ways of accessing to
the constellation. “Fantasy is also, and essentially so, the unrestricted
availability of potential solutions that crystallize within the artwork.” 24
Fantasy is exactly involved in the configuration of elements and
constellation. Whereby, it is not hard to draw this conclusion that artist is
the subject who has initiative in some degree. Even Adorno confers that
the art’s subject impulse is the indispensable element of the whole
process of art’s production. “Yet precisely the objectivation of expression,
which coincides with art, requires the subject who makes it and——in
bourgeois terms——makes use of his own mimetic impulses ” 25
Mimetic activity, which is similar with fantasy, is also one of the artist’s
subjective activities and is a keystone of the whole constitution of art.
For Adorno, this activity is spontaneous and involuntary behavior of
subject. This opinion is based on Benjamin’s theory about mimesis in
Ueber das mimetische Vermoegen. Adorno confirms that the mimesis is
the impulse of individual and particular subject. He says: “Certainly the
mimetic element that is indispensble to art is, as regard its substance,
universal, but it cannot be reached other than by way of the
inextinguishably idiosyncratic particular subject.” 26 The creation of art is
obviously consequence of a series of mimesis comportments of artist and
therefore it is easy to conclude that artist is the subject in the art
epistemically.
Yet, Aorno also definitely points out: “Artist as a deputy”. The
artist’s function in art is reduced to the minimal. he takes the artist as” an
extension of a tool” or “the executor” in art. Artist’s subjective impulse is
considered as contingent and individual. “The artist who is the bearer of
the work of art is not the individual who produces it; rather, through his
work, through passive activity, he becomes the representative of the total
social subject.” 27 Here, we can realize that Adorno takes rather “social
subject” as the real subject in the expression of art. The true aim which
Adorno underlines the importance of “social subject” is only that he
8
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would like to remind us of the social aspect and objectivity of the subject
as artist. And in Aesthetic Theory, he emphases on not only social aspect
but also historical aspect , consequently, he mentions an comprehensive
subject——“collective subject”. If in the poem the lyrical “I” is on behalf
of individual subject, collective subject is supposed to be “we”.
“Correspondingly, and this is key to art, even out of so-called individual
works it is a We that speaks and not an I” 27. Contrary to the artist as an
particular and individual subject, collective subject is inclined to be a
universal subject. But simultaneous this universal subject could be more
concrete and more meaningful than an abstract transcendental subject and
even a particular artist. Collective subject has some kind of
sociohistorical content: in social aspect, it is the collective of human or
human’s voices at the same period of a certain artist. The collective is not
equal to group or class. Actually, Adorno has an antipathy to the word of
“group” relative with nationalism. At the same time, he does not restrict
the collective subject in the scope of the class of proletariat. Rather, the
collective subject is the avatar of all repressed human and things. In
historical aspect, the subject is added to the temporal dimension. “The
language of artworks is, like every language, constituted by a collective
undercurrent”. 29 The countless human and things will lay effect on the
artist in the history and the historical contents sedimented in this producer:
artist. From these two dimensions — — time and space 、 history and
social——collective subject can be comprehended. Thus when BuchMoss claims that “Adorno’s aversion to the idea of a collective subject” 30,
she seems to overlook the sociohistorical effect in the particular subject.
Buck-Moss righteously emphases on the “empirically existing, material
and transitory” of individual subject as combination of body and mind
which are absent in transcendental subject. However, it is unpersuasive of
explaining the existence of collective subject. As long as Adorno attempts
to get rid of the contingency and arbitrariness of individual subject, he
must outline the objectivity of the individual and hence import the
collective elements in it. “Its truth content is not exhausted by subjectivity
but owes its existence to the process of objectification” 31 The
9
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objectification includes not only the subject’s intent which is minimal but
also the expression of the collective of things and other humans. “That
process does indeed require the subject as an executor, but points beyond
it to that objective Other. This introduces an element of irreducible,
qualitative plurality.” 32 For Adorno, the subject is not an initiator rather
an executor of the whole objectification course of the art language. The
object including the language of things and the material is the subject of
the expression. The constellation of objects illuminates the subject and
makes it objective.
In summary, the collective subject is the speaker of expression, as
Adorno insists that “what speaks in art” is “its veritable subject” 33.
However, the subject of expression is different with the subject of
cognition, although both of them in fact are the same course——the
creation of artwork.
The factual subject in epistemology is the artist. Either collective
subject or non-identified thing is the epistemic object which is the
primacy and the initiator of the expression’s comportment. The object
consisting the collective human and thing endows the subject with the
objectivity as a social and historical dimension. Synchronously, the
primal object is subjective because of this motile and energetic character.
The object and subject are mediated by each other and interwoundly
dialectics. Thus, Adorno says: “Subject is the agent, not the constituent,
of object” 34. Finally, we can find the answer of the epistemic subject in
art from the ambiguous and multivocal references of subject, that is , the
artist is the subject in the creation of art, although he is only the deputy of
the object as the non-identical.
The relationship between subject and object in art is the authentic
relationship which is advocated by Adorno since subject and object stay
in a peaceful and nonviolent situation and none of them will repress the
other. This model is a perfect model for knowledge, precisely speaking,
art is a sort of knowledge, a more reasonable knowledge than discursive
knowledge. “Expression approaches the transsubjective; it is the form of
knowledge that——having preceded the polarity of subject and object—
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—does not recognize this polarity as definitive. ” 35Adorno interprets the
expression in art as “compromise” 36 which can be understood as “the
state of differentiation without domination, with the differentiated
participating in each other.” 37 In this state instead of the state of
domination which actually block the direct experience of subject-object,
the truth content that is true knowledge could be achieved.
4 the objectiviation of the expression
The objectiviation of expression obeys in not the subject’s logic but
the inner logic of things and transforms this logic into art’s own logic.
This logic movement is composed of many dialectic movements:
construction and disintegration, configuration and explosion,
spiritualization and reification.
The transformation of the logic of thing could be interpreted as the
movements of encipherment and decipherment. Art imitates the natural
language is not the simply copy but involving the disintegration and
rearrangement of the language because the natural language has become
blur in history and even reified in the domination of society. “Out of these
elements artworks arrange constellations that become ciphers” 38 After
this deciperment of natural language, art language is gradually
crystallized. However, the art language is also a sort of cipher in that
history and social will bury or conceal the truth content behind semblance
of art. Thus, we need a second decipherment of the art language. “The
encipherment of the artwork, one facet of its apparition, is thus distinct
from natural beauty in that while it too refuses the univocity of judgment,
nevertheless in its own form, in the way in which it turns toward the
hidden, the artwork achieves a greater determinacy.” 39 Art language is
different from the judgment and thereby is not determined by discursive
language, nonetheless, this indeterminacy is based on the inner logic of
object and hence art’s has its own truth content.
The construction of art is due to neither subject impulse and nor
the superficially ornamental purpose. It is based on the mimetic impulse
which is objective, “Construction is not the corrective of expression, nor
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does it serve as its guarantor by fulfilling the need for objectivation;
rather, construction must conform to the mimetic impulses without
planning” 40. Adorno revolts against the intervention of the subject’s
intent into construction, and consequently, he claims that the less intent
on the construction, the better is the artwork. The construction is relative
with the objective logic and the structure of “coldness” awaiting the
fulfillment of expression41.
Artwork is configuration and embodiment of art language. In this
process, construction and integration are functioning at the same time.
Construction means formalization and organization of all elements
including the material and language in artworks and compels them into a
well-organized structure. Even though this whole movement is nonviolent
and ruled according to the logic of the object, the totality of artwork is
still what art revolts against. The quintessence of art is disintegration of
the totality and the whole, and therefore, disintegration and construction
are conditioned dialectically each other. “Artist discovers the compulsion
toward disintegration in their own works, in the surplus of organization
and regimen” 42
The objectiviation of expression is also the dialectics of
spiritualization and reification. What art wants to express is just
something cannot speak out, and thereby the eloquence of art is the
transcendental part of art which is considered as the “more” (Das Mehr) 43
by Adorno. Art transcends its character of thing and becomes spiritual.
Actually, when Benjamin claims that the “spiritual content”(Geistige
Gehalt)is not through but in the expression, the spiritual content of the
expression and the expression are identical. However, along with the
splitting and corruption of human language, the spiritual content is
separated with the expression. Human language degenerates into some
certain of communication language which is the means of communicating
information. Hence, art supplies the only way of identification spirit and
language through the spirtualization of the art language. “Only in the
achievement of this transcendence, not foremost and indeed probably
12
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never through meanings, are artworks spiritual. Their transcendence is
their eloquence, their script.” 44
The spritualization of art language is based on the things of art
since things are the bearers of spirit, and thereby is in the tension of
reification of art. This reification is either identification or materialization
of art language. This kind of identification is opposite of the identification
of Idealism since the relationship of subject-object in the former is
reversal of the latter. In art, subject immerses in object and then is
identified with object, however, it remains its independence and freedom
in order to not be swallowed by object and then it can maintain “the
distance necessary for critical activity” 45. This reification in art is not
equal to the reification which deprives the concreteness and particularity
from the things and forces them into abstract equivalent. In art, the things
emancipate from the reified and administrated world and become
autonomy. Although the thing as the material of art is reified in the art, it
is not heteronomous but for itself and in itself. That is why Adorno says
“by crystallization in itself as something unique to itself” 46 What are
reified is not only the material but also the logic and spiritual content,
through the crystallization of them, the authentic artwork is endowed of
the unique and inexchangeable character, and therefore is antithesis of
culture industry.
5 the eloquence of expression
The express character (Ausdruckcharakter) is the quintessence of
art, however, the eloquent art is actually mute. This expressive language
is the primitive language which is not the means but the expressive
content itself. “Its quintessence is art’s character of eloquence (der
Sprachcharakter), fundamentally distinct from language as its medium.” 47
The language is not restricted in opening your mouth, any kind of
expressive comportment is language including the “gaze” of creatures48,
and therefore the human language is only one of all languages of things.
However after the separation of human expressive language, significative
language is predominant and finally is entitled to explain all expressive
comportment. The significative language becomes the means of
13
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communicating meaning and information, consequently, communication
becomes its exclusive purpose. This communication is gradually relative
with and is ruled in law of the exchange. This kind of language of
communication is reified and turns into a certain of abstract exchangeable
equivalent in administrated world. The renewal of the expressive
character of language is the only hope of redeeming the repressed
language of human and thing. Nonetheless, Adorno also doesn’t suggest
that the human language comes back to the non-divided chaos and the
function of communication should be eliminated. The human language
“cannot completely dispense with its significative moment, with concepts
and meanings”. 49
Art language is no the language of image less than the language of
sign, rather, it is the dialectics of image and sign, it is supposed to be an
mixture of image and sign. Therefore, Adorno claims that art is an Script,
a hieroglyph or an picture puzzle （Räselbild）which combines not only
image but also sign. However, the code of this script, hieroglyph or
picture puzzle is lost in the incessant change of society history and it is
not unmediated of understanding what art expresses. “All artworks are
writing, not just those that are obviously such; they are hieroglyphs for
which the code has been lost, a loss that plays into their content.” 50
Artwork as script also means that form and content in art should be united.
Art is abstract since it is not the direct photograph of object and it is
formalized according to its own law of form in history. “Through form,
artworks gain their resemblance to language”. 51 Dialectically, the form is
just the accumulation and sublimation of content. Form and content are
mediated and participated in each other. “Form that befalls content (Inhalt)
is itself sedimented content”. 52
In this reified world, the expression of art cannot express any
unbroken, unreified meaning. “Their transcendence is their eloquence,
their script, but it is a script without meaning or, more precisely, a script
with broken or veiled meaning.” 53 The illusion of unbroken meaning is
the abnormal fetus in the impotence of the realization of the totality.
Actually, if we want to penetrate into this reified, blocked world, we must
14
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disintegrate the conventional meaning of the word covering
authentic meaning.

the

In order to disclose the truth of the expression of art behind the
semblance, it is necessary of breaking or precisely igniting the semblance
of art. Since artwork is considered as an crystal of expression, the
semblance of art which has illusionary character is just the superficial
appearance of this crystal, and finally, the illusion derived from a telos of
totality will swallow the semblance. We are not satisfied with know what
art language seems to express, contrarily, we want to know what art
language really express.
Adorno compares this course which truth content is unfold through
exhausting of semblance with the flaming instant of fireworks. The
relationship of fireworks and artworks can be interpreted in these aspects:
man-made, purposeless of usage, instantly everlasting, writing-like and
enigmatic. That is why Adorno says “the phenomenon of fireworks is
prototypical for artwork.” 54
Summarily, Adorno endows art of an obligation of redeeming the
reified knowledge and instrumental rationality. Only when language
character is considered as the quintessence of art, we can understand the
art as a real knowledge and expansion of human reason. Which art
language takes priority over discursive language is based on the imitation
of things language and harmony of the relationship of subject-object. ”Art
wins the character of knowledge: its language is aesthetic, and only then
harmonious, if it is ‘true’: when its words are in accordance with the
objective historical condition.” 55
According to Adorno’s theory of art language, we can grasp the
truth content of art as an truth of language and also understand the reason
why Adorno neglects the feeling of aesthetics which is irrespective with
the eloquence of art. The reception of art is often criticized by Hans.
Robert. Jauss and other crtics. I argue that the expression of art as the
essential human expressive mode includes not only the meaning,truth
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content but also the authentic feeling which is not equal to the feeling of
reception.
Therefore, overall, the expressive language of art could not be
neglected otherwise it is impossible of comprehension of Adorno’ art
theory. Art is the only way of redeeming the human’s reason and even the
reified society. The truth content not only of art but also of society
conceal in each piece of concrete authentic artwork and waits for being
disclosed.
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5. evkessle@indiana.edu
6. Remembering Mama: Making the Millicent Rogers Museum in Taos, New Mexico,
focuses on the extensive collection of pueblo Indian and Hispanic arts and jewelry that
Millicent Rogers assembled during the last few years of her life, and the transformation
of that collection into a museum. Millicent Rogers (1902-1953) was famous not only for
being the granddaughter of Henry Rogers, a partner in the Standard Oil Company, but
also for her fashion, her exciting life, and her romances with men such as Ian Fleming
and Clark Gable. The museum and foundation in her name were begun and administered
by her youngest son, Paul Peralta-Ramos as a memorial to his mother. Today the museum
is one of the leading institutions for the arts of the pueblo Indians and Hispanic art in
North America. But why did she collect these particular objects? Why did her son create
this museum?
Millicent Rogers has in her biography and personality almost every
psychological characteristic used to describe a collector, including an early childhood
illness that severely weakened her health. She used her collecting, especially that which
she conducted while in Taos when she was close to death, as a shield and a way of
dealing with her illness. Millicent Rogers, however, never considered making her
collection into a museum. I argue that she intended the collection as a continuation of
herself not for the public, but for her children who would lose their mother at a young age
and who had very little pervious close connection with their mother. By creating the
museum in his mother’s name Paul Peralta-Ramos not only created a fine home for her
collection, but a compensatory memorial to his mother. He used this museum as a way to
define who his mother was and is and to allow his mother to live on both for himself and
the public. This paper was prepared though research both at the museum itself, through
use of the personal writings of Millicent and her family, as well as psychological journal
articles and book length discussions on the psychology of collecting.
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ABSTRACT: This paper consists of personal observations made by the author, an
Olympic historian who has attended seven Olympics over three decades, about the
2012 London Olympic Games that would lead him to award them the grade of B+
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THE LONDON 2012 OLYMPICS-- A GRADE OF B+
SOME PERSONAL OBSERVATIONS
“These have been the worst three weeks I’ve had in twenty-seven years,”

complained the London cabbie after I asked him how he had liked the Olympics.

The exchange took place on a warm August day a week after the Games had ended,

as the driver drove us to Paddington Station to catch the Heathrow Express. It was
clear he had not liked what had happened to his city— and his wallet in particular.
It was all contrary to what he had been led to expect by the London Olympic
Organizing Committee (LOCOG).

Conversely, we had a mostly marvelous Olympic experience. One has little about

which to complain after sitting in Olympic Stadium and watching Usain Bolt win the
100M one evening in Olympic Record time (and do the “Bolt”), and, on another,

witness him and his Jamaican teammates set a world’s record in the 4 x 100M Relay.
Nonetheless, the cabbie’s words of disapproval resounded with us as we concluded
our own Olympic experience in London-- and I cannot say that they surprised me.
Over the years, one comes to understand the Olympic phenomenon in all its

manifestations. When the excitement of the moment dies down and the Games are

distilled by hindsight, the most memorable highlights are inevitably tempered when
viewed through less rosy-colored glasses. Seen in such a perspective, there were
just too many serious shortcomings about London 2012 to overlook. While I

continue to enjoy the experience I had there, I must ultimately conclude as an

Olympic historian, former athlete, collector of Olympic memorabilia, and witness to
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a number of Games over three decades that the London Olympics deserve no better
than a grade of B+.

Complaints from cabbies-- and also merchants-- whose dreams of a quick cash

infusion for their business (rarely fulfilled at an Olympics), are to be expected, but
the lack of pedestrian traffic along Piccadilly where our hotel was located was

noticeable from the start. There are, of course, always fewer visitors in town during
the first week of an Olympics, and one normally sees things pick up considerably by

the second week when the excitement has firmly taken hold and more people arrive

to attend larger venues like Track & Field. By the end of the Games, however, street
crowds were still less than one would typically find on a normal summer day in

London. With Regents Street slanting off to the left of Piccadilly Circus and the

theater district and Leicester Square just down the block, these should have been
the most congested few blocks in England at the time, but I do not remember so

little activity since the Iraqi War broke out earlier in the decade when tourism had
declined markedly.

Complaints were also ubiquitous from everyday Londoners and local and foreign

visitors whose gripes were related directly to their personal Olympic experiences.
The one heard most often was the inability to purchase tickets to anything at any
price once the Games had begun. To add insult to injury, on December 28, 2012,

LOCOG began a “limited” offering of unsold tickets, which had left many a vacant

seat and rows of seats even in the most prized venues like Swimming and Track &
Field Finals. They were offered as post-Olympic “Collector’s Items” on their

website. These same tickets that people had so desperately wanted to buy during
3

the Games but could not because of LOCOG’s inability to make them available, could

be had almost five months later for prices ranging from £19.99 for a regular ticket to
£99.99 for one signed by Mo Farah or some other gold medalist. Clearly, money

was always the main object for LOCOG, but the Organizing Committee was so intent
on “outfoxing” anyone or anything that might infringe on its ticket monopoly that it
ended up outfoxing itself when it was left with so many unsold tickets. Even at the

100M Final, the stadium announcer informed the crowd that there had been some

three million requests for the session— and we were the “lucky ones” who made it.

As he spoke, there were two empty seats beside us and another one in the row

behind six seats down. Upon glancing around, I also noticed a completely empty

row of seats above the tunnel at the non-torch end of the stadium and another row

above it almost empty. That was only in my immediate area of the Stadium. There
were many more seats unoccupied. It proved typical for all three nights of finals I
attended at the Stadium.

Hopefully, it will be a lesson learned for the future. Lord Sebastian Coe, who

bears ultimate responsibility, seemed to be content with explaining away the uproar
over empty seats by stating to the media that it was all okay because soldiers would
sit in them during competitions. Apparently, his major concern was more about

television cameras panning across empty seats and worldwide embarrassment than
remedying the problem about why the seats were empty in the first place. At past
Olympics, unused tickets, at least un-autographed ones, could be had after the

Games were over for a few dollars each. LOCOG, however, created an inflated,
artificial market to help make up for the revenue lost over its poor ticket
4

distribution, creating unrealistic values that buyers will discover drop precipitously
in the months ahead. One seldom encounters such hypocrisy, even at an Olympics.
The prices of tickets were too expensive in the first place, even if they could be

had through official outlets. In fact, it is the ticket fiasco, a disaster of LOCOG’s own
making, which removes the London Games from the “A” category. I, at least, have

never seen anything like the elevated prices charged in almost thirty years of direct

Olympic experience. If anyone had previously viewed the Olympics as the “People’s
Games,” LOCOG ended that idea once and for all. It was mentioned at the post-

Olympic Routledge, Taylor & Francis Group Conference on “The Olympic Games:

Meeting New global Challenges,” held at Oxford University, August 13-14, that the

crowds at Olympic venues were somewhat disappointing in that they were not a

desirable socio-economic mix-- and particularly lacked minority attendance. It was
also observed by one conference participant that, surprisingly, soccer (football)
games involving less attractive national teams at which attendance might

expectedly be low were drawing record crowds (after woeful early ticket sales).
The two observations, however, should not be surprising, considering how

haphazardly LOCOG managed the Games: only a certain economic level of

spectators could afford tickets to major sessions, and once the Games began, tickets
proved so hard to obtain that people would buy a ticket to anything they could get

their hands on— even if they had never heard of the participants or cared anything

about the sport. It became an obsession just to be “There.” No wonder the

subsequent Paralympics drew crowds like never before. Most British citizens had
been completely left out of the actual Olympics and could not even get close to the
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Olympic Stadium. At the Paralympics, even the best seats could be had for a mere
£45, and the stampede was on. People just wanted to have some personal
connection with their own Games.

One can argue that tickets should reflect what the market will bear— but these

prices were more in line with the most sought after tickets for professional sports

and out of reach even for those who might otherwise spring for a “once in a lifetime”
opportunity. I paid more for five “C” tickets to see Track & Field Finals at London

than I did for my entire Olympic experience at Athens in 2004— and that included

Opening and Closing Ceremonies; six Track & Field Finals; and six Swimming Finals

(including five of Michael Phelps’ six gold medal races). Even at such prices, most
people who wanted tickets could not get them. Some who did were said (in news
accounts, at least) to have mortgaged their homes. Others got tickets— but not to
the events they had wanted (which is typical for Olympic lotteries).

One also does not expect to come to an Olympics and not be able to purchase

tickets at the venue, at a central ticket office, or from overstocked international
vendors, who are usually allowed to sell their unsold tickets at face value at an

advertised, officially sanctioned location. There were not even tickets for sale in the
classifieds of The London Times, which I received daily at my hotel— in fact, I had

never seen a paper with so little Olympic related advertising about anything during
an Olympics.

International guests were not allowed access to the LOCOG on-line ticket site (my

U.S. email address was rejected) when the ticket fiasco became obvious to

organizers and everyone was assured that tickets would be made available. For
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British nationals, it was not much better. My hotel concierge informed me that a

friend of his was on-line for eight hours and ended up with preliminary basketball.
He also took me aside and informed me that he and his fellow concierges at major

London hotels were assembled by LOCOG before the Olympics and threatened with
arrest if they got involved in obtaining tickets for their guests. Americans at my
Piccadilly hotel who had come with no tickets, expecting, as any rational person

would, that tickets would be available, were left with little except bad feelings and
tired fingers after working for hours on the hotel computers to come up with

something. I remember on more than one occasion hearing guests returning from a

walk down to the nearby Beach Volleyball Venue at Horse Guards Parade to buy

tickets, complain that nothing was on sale there. That was the case at all venues. I
even went out to Olympic Park the day before Opening Ceremonies, having heard
that a ticket office was located there. It turned out to be a “Will Call” Office for
previously purchased tickets.

CoSport, which was the official ticket broker for the U.S. and a number of other

countries and had at previous Olympics kept offering unsold tickets as the Games

progressed, was also of no help. They had gotten into trouble for selling tickets on

behalf of official sponsors who needed to liquidate extra tickets with which they had

been supplied by LOCOG--- but CoSport was not selling them in a manner authorized
by LOCOG and had been officially censored. Subsequently, I looked several times a
day at the CoSport website, and the only offering I saw was an AA ticket to Closing

Ceremonies for around $1600. When I picked up the one Athletics ticket I had

bought through CoSport the previous March (there was no line at all when I visited
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their outlet off Edgware Road), I asked the woman at the desk why CoSport was not

offering any more tickets. She looked surprised and indicated that she thought they
were-- but the same woman initially forgot to give me my day travel pass that was

supposed to be included in the ticket envelope, so my confidence was not boosted.
If CoSport did continue to sell more tickets than the only one I saw on-line, they
were all gone every time I checked.

I saw one British fellow on T.V. who had just been released from jail for

attempting to peddle a ticket his brother-in-law had asked him to sell when he

arrived in London. He said he was arrested at the train station and had spent the

last 7 hours with the police. Perhaps, he had attempted to sell it for more than face
value-- but that is what a free economy is all about. The ticket was his and thereby

his property to do with as he pleased. Not so in London during the Olympics. I did

finally locate two sources of tickets— one was at “Czech House,” where the country

was selling some of their allotment at 20% above cost and cash only; the other was a
specially arranged Olympic travel group, whose director I knew. Sales were

normally within the group— but, again, cash was the medium of exchange, and

prices were well above those printed on the tickets. By the time I found both ticket

sources, the Olympics were almost over, and there was nothing I really had to have
at such inflated prices. It was fortunate that I did my shopping on eBay before

leaving the States and got the Athletic sessions I wanted with only a tolerable mark
up by the sellers. Swimming was a different story, and everything I saw that

involved Michael Phelps went over a $1000 for two “C” tickets well in advance of the
end of the bidding. Most went into the $1600+ range— sometimes for only “D”
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tickets. Nonetheless, T.V. showed rows of empty seats at the Swimming finals, and
there were complaints from the swimmers themselves about that situation.

The solution to such problems should have been simple: if one has tickets to

something people want to see, then one sells the tickets to those who want them.
Apparently, this concept was beyond LOCOG. The result was sad for countless

numbers of willing, would-be spectators, who could not get tickets at any price.

Public access to the Stadium Torch, or at least being given the opportunity to view

it, also became an Olympic-sized headache. The earlier fiasco at Vancouver in 2010,
where the torch-lighting ceremony (even suffering a Torch leg malfunction during
the proceedings) was held indoors for ticket holders only, should have provided

warning enough about public desire to see the main Olympic Torch. The solution at
Vancouver was providing a second Torch for public viewing outside on the

waterfront. Subsequently, it became the Torch. People were still disgruntled, but

at least anyone who wanted to could see it. Day and night, rain and shine, there was
always a large crowd trying to get close enough to photograph it— if only through
holes in the Plexiglas panels that had been set up as a part of the unsightly, wired
security barrier surrounding the Torch. By the time of Closing Ceremonies, the

original Olympic Torch inside Vancouver’s BC Place had become something of an

afterthought, as was the spoof relating to its failed leg during Opening Ceremonies.
One would have thought that the London organizers would have learned

something from Vancouver about public demand not only to see the Stadium Torch
during the Games, but also to have access to it. It appears, instead, that LOCOG

decided to model their effort on the more perfunctory Wembley Torch for the 1948
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Olympics, which was also nestled out of sight within the Stadium— but that was 64

years earlier and the Torch had not even begun to approach the height of

celebration it has for today’s Olympic worshippers. It was only a nice symbol then,
not the “altar” it has become.

To be sure, Stadium Torches at recent Olympics could only be seen if one were in

proximity to the Olympic Stadium, and non-ticket holders could only see it from a
distance-- but at least the flame could be seen, especially at night. With the

increased obsession and preoccupation with the Olympic Torch Relay, the most

expansive ever at London, came the expected result. Everyone wanted to see the
main Olympic Torch once it was lit at Opening Ceremonies. Consequently, the

decision to bury it deep within the Olympic Stadium, observable only to a privileged
few and a world T.V. audience, caused the expected furor. Organizers begged the

problem that goes with the excitement they created about the Torch-- and paid the
price in human relations and negativity in the final assessment of their overall job.

LOCOG may have decided they would take the “heat,” believing the attention that the
innovative torch would draw would ultimately outweigh the negative. From the
response they continued to receive, they were wrong.

There is also the “exclusivity factor” that must be considered. When people pay

exorbitant amounts of money to see something, they should receive something

special in return— in this case, a view of the Olympic Torch in the Stadium. Now,

through the advantage of hindsight, the Torch situation may be seen as a bad call by
LOCOG, but when plans were first being made and all concerns were on the table,

the idea of creating something of a privileged Olympic class for those who chose to
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spend their money to attend a Stadium event may have been a consideration. One
can never know beforehand whether enough people will be willing to pay such

inflated prices as those charged at London to fill a 80,000 seat stadium on a regular

basis. If that were the plan, it turned out to be unnecessary because people rushed

to buy tickets at any price. Unfortunately, that is the ultimate lesson that came out
of these Olympics, and prices outside the ability of average sports fans to pay will

now be the norm. London will always bear major responsibility for that.

The Torch controversy did not abate during the entire Olympics. What

exacerbated it even more was that visitors to Olympic Park who could not get

tickets to the venues inside, were actually charged a fee to walk the Park grounds at
prescribed times. Even those tickets were limited and sold out fast. Once those

who did get them were in the Park, one of their main priorities was, naturally, to see
the Olympic Torch, burning magnificently in all its glory as the symbol of their

Games. Because the Torch was situated just above the Stadium floor, observable
only to those within, they could not see it. No wonder people were upset—

especially the British who were ultimately footing much of the bill. The intricate

design of the torch, itself, was, of course, part of the problem, but choosing such a
complicated design in the first place was a foreseeable mistake-- even if its

numerous “pods” were integrated into part of the Ceremonies. Gimmickry, or

“innovative design” as the London organizers would probably describe it, caused

unnecessary public relations problems. At Vancouver, at least, the crowds got to

see something. At London, they could see nothing unless they had Stadium tickets.

One does not invite the world to a party, and then serve the “cake” to a limited
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number of people. The majority who desired to see the Olympic Torch-- even if

they had spent thousands of pounds on tickets to other venues-- never had a chance
to do so.

Both during and after the Games, LOCOG seized the opportunity to take financial

advantage of the Olympic euphoria, opening its own website to auction off Games’

memorabilia. The prices realized were astronomical, 2012 torches selling for

prices more suitable for the much scarcer 1948 torch. Unfortunately, eager buyers

who are not knowledgeable about the actual Olympic memorabilia market grabbed
up such things as fast as they were put up for sale, thinking that they had a secure

investment. LOCOG’s main concern, of course, was paying for the Games in any way
possible— and this was the most concentrated effort to date to do so. These

merchandizing lessons will not be lost on subsequent Olympic organizing
committees.

LOCOG (and the IOC) was also vigilant in restraining merchandizing outlets that

did not serve its purpose. The Hard Rock Café down the block from our hotel had

its “Olympic-style” pins confiscated after a few days since it was not licensed to sell
such pins. The worldwide sale of pins at individual Hard Rocks was also stopped.

Each HR had its own more generic version of an “Olympic pin,” which featured a HR

waitress involved in some form of sport on a guitar shaped pin, with city name and a
Union Jack at the top. They were forcibly withdrawn. All this did was cause the

price of such contraband pins to skyrocket on eBay or in personal negotiations to

obtain them from HR employees and others who were able to get them before the
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ban (or had smuggled them off afterwards). I looked into this myself during the
Games, but the prices were much more than I was willing to pay.

For us, at least, transportation in London was flawless. In fact, on regular trips to

London, we have experienced more problems. We had no breakdowns through

dozens of trips on the Underground; no other kind of inconvenience at any time; no
alternative routes; and no delays. The Javelin trains to Olympic Park from St.
Pancras Railway Station were a godsend. Even at Heathrow, where we were

prepared for the worst after reading in international headlines about the disastrous

start there, we experienced no delays. We were through airport customs in less

than ten minutes.

Everyone knows that there are cameras everywhere in London, and that there

were security guards, dogs, the military, etc., about— even missiles at strategic

locations with one battery on a residential tower directly overlooking Olympic Park.

However, the bottom line was that if the hundreds-of-thousands of Olympic visitors

moving about London during the two to three week period were going to get

anywhere on time, additional security restraints were not the answer. After wellpublicized early snafus, the security philosophy appears to have become one of

attempting to prevent catastrophic acts of terrorism at the most strategic Olympic

gathering points— and for everything else, the priority seemed to be apprehending

the perpetrators (if they were still in one piece) after they did their mischief. From
our experience, the odds of anyone successfully carrying out a localized act of
terrorism (but still one that could cause great damage and loss of life) were

extremely high. I remarked to my wife halfway through the Games that if no such
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act occurred in London during the Olympics, the city could consider itself very lucky.

That remains our opinion. Outside of actually entering Olympic Park, anyone with a
knapsack full of explosives could have done terrible harm. The Westfield Stratford
City Shopping Centre, “a vast 1.9 million square shopping mail billed as the

‘gateway’ to London’s Olympic Park,” was a perfect target, always filled with

thousands of people, flooding in from the Javelin trains and the Underground station
at Stratford-- shopping, eating, preparing to enter Olympic Park. Whatever claims

there were to the contrary, no one could really check all the people-- and no one

could have prevented a terrorist act. We certainly did not feel secure.

The Olympic Store in Hyde Park was an even better target, open late at night,

isolated, and surrounded by trees. I walked right past the attendants at the front
entrance to the store on numerous occasions, receiving more smiles and

pleasantries than any kind of security check— even when I had a bag in hand. Once

inside, the number of people with large backpacks and front packs (some with both)
was also worrisome. No one could have stopped the place from being blown to

pieces. There were a few security guards, but it appeared that they were stationed
more to prevent shoplifting than terrorism.

As for the Javelin trains, the five-minute uninterrupted ride to the Westfield

Stratford Centre was better than anyone could have expected. The problem was, at
least in our experience, that there was no official advance word that the trains even
existed. If one discovered the Javelins accidently, that was fine— if not, then too

bad. The only reason we learned about them was that we had visited St. Pancras
Railway Station for another reason, and upon coming up the escalator into the
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Station from the Underground, we were asked if we were looking for the Javelin. I

asked the fellow what the Javelin was, and he told us and pointed to nearby

escalators going upstairs— so we checked it out. It cost nothing extra if one had

day transportation passes provided with Olympic tickets. The trains were sleek,

modern, and comfortable. The on and off procedure of boarding and disembarking
ran like clockwork. In fact, on the three round trips I experienced, the lines moved

rapidly and without incident, and on the last night of Track and Field, we were back

at our hotel on Piccadilly within an hour after leaving the Stadium. Nothing could
have run better.

One puzzling thing about the Javelin service to Olympic Park, however, was that

there was nothing posted in the Underground to direct passengers to the trains

inside St. Pancras. In fact, people going to Olympic Park on the Underground were
instead directed to platforms that would take them to Stratford Station. Printed

temporary signs for the Javelin (“Javelin” with an arrow pointing the direction) only
appeared once inside St. Pancras. It was as if one had to cross into a different

transportation jurisdiction to learn about the Javelin’s existence. The difference

was a five-minute high-speed trip to Westfield Centre-- instead of a slow, multi-stop,
half hour or longer journey on the Underground. Either there was a complete lack
of cooperation between the Underground management and the Rail Station

management, or the scarcity of direction was purposeful to keep the Javelin trains
from becoming overwhelmed. Spectators who simply boarded the slower

Underground to get to Olympic Park remained in ignorant bliss. Such “bliss” was
not restricted to foreign visitors. When one of the staff at our hotel won a raffle
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among employees for a ticket to an event in Olympic Park, she had no idea about the
Javelin— and she lived in London. We had to tell her about it.

There was also nothing more than the obvious standard security at the Javelin

Platform. A few extra people in uniforms posted at the walk-through poles, which
separated the myriad of travelers (dressed in every kind of clothing imaginable,
sporting backpacks, handbags, cameras, and whatever else the imagination can

conjure up) as they emptied out onto the train platform from the escalators, did not
engender much confidence in stopping potential troublemakers. There was no way
any dedicated terrorists could have been stopped.

The Opening and Closing Ceremony kits that ticketholders once found awaiting

them at their seats or picked up upon entering the Stadium at Olympics are
apparently a thing of the past. Now programs and pins have to be bought

separately. Ceremonies programs could be purchased at the Stadium, of course, but
the greater number were mass distributed to London Olympic stores (e.g. Hyde
Park) the same day— for a mere £15! The latter programs did not have the

accompanying “Order of Ceremony” insert sheets that purchasers at the Stadium
received with theirs-- but how much of a premium that was remains to be seen.

Official pins had already disappeared from Ceremonies’ kits at Athens 2004-- but

were available in sufficient quantity for collectors to secure them at the Olympic
Park Store and some tourist shops in Athens. In London, LOCOG apparently

decided, instead, to make the Ceremonies pins the object of a great treasure hunt-producing not even enough for the stadium crowd. Limited editions of 5,000 pins
were put on sale only inside Olympic Park— and, of course, they sold out
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immediately. Many of the purchasers were pin dealers, whose only object in

acquiring them was to turn a quick profit— and LOCOG assisted them beautifully.

To my surprise even many of them with whom I talked near the Stadium or at the

Coca-Cola Pin Collector Plazas had not been able to get the pins, but one fellow who

did have an Opening Ceremonies pin whispered to me in a Russian accent (when no

Olympic-related people were around) that he could let me have it for £50! As of the

time of the writing of this article, a pair of Ceremonies pins was being offered on

eBay for about $160.00 (postage included). One of the most puzzling aspects about
these pins is why, if LOCOG’s concern was making as much money as possible,

would they limit their number? They could have made 100,000 of them, sold for
£10 apiece— and made an easy £1 million. Instead, all they did was disappoint

Ceremonies ticketholders and legitimate collectors, and provide nice profits for pin
dealers and others who wished to sell them at unrealistic prices.

In short, all one’s money got ticketholders at London’s Olympic Ceremonies was a

seat in which to sit. The former “frills” that accompanied a ticket are gone. In the

past, Ceremonies’ attendees had also been asked to participant in some way in the

proceedings and were provided with different gadgets and souvenirs to enrich their
experience. Now, built-in mass electronics do all that-- the extensive wiring for

which almost caused my wife and others to break their necks while struggling to get
into their seats.

As for the daily programs, they had initially been distributed around the city, but

by “Day 6,” they had become “Exclusive to Venues.” It appears that distributing
them was something of “a make-it-up-as-you-go” procedure since “Exclusive to
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Venues” had not been printed on the earlier issues. In fact, “Day 3,” which was the
only one I ever saw on sale at Olympic outlets, appeared to have languished on the
counters for lack of buyers. It was undoubtedly the fact they were not selling that

prompted the decision to make them “Exclusive.” That always attracts collectors—
but one has to wonder why if they were so exclusive there was an address within
the programs where one could order back issues. Of course, if one had never

purchased a program (or never paged through one they had), one would never

know this fact. All this merchandising “gamesmanship” accomplished was to waste
people’s time and energy trying to put together a complete collection. Ultimately, I

was able to purchase most back issues at the “Program Store” in Olympic Park-- and

the final issues on eBay after I returned to the U.S.

There was also the matter of “Nationalism.” Nationalism is not supposed to exist

in the ideal world of the Olympics, but, realistically, without it no country would bid

for the Games. It is the worldwide attention and exposure that on the surface, at

least, is most attractive to the winning bidder. That is why the Greek insistence that
the Games be settled permanently in Greece will never be taken seriously. The

economic collapse of Greece, even admitted by (now former) IOC President Jacques
Rogge to have been hastened by the 2004 Olympics, should be warning enough of

the dangers of allowing one country, especially a small one (even though Greece is
the home of the Ancient and Modern Olympics), to monopolize the Games.

“Nationalism” hit a new high in London, not only because it has increasingly

become part of the world culture of today for an event like the Olympics, but also
because the British already had some “built-in” benefits, which were exploited
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beautifully. The best known, of course, was the popular, Academy-Award winning

film, Chariots of Fire. Its message about two athletes overcoming adversity to win
gold medals for Great Britain at the 1924 Paris Olympics was so overpowering in
the atmosphere created by LOCOG for the 2012 Games that it and its music, in

particular, became a major theme for the Games. Never mind that the film is full of

factual errors, and the actual “True Story” of Harold Abrahams and Eric Liddell was
in no way as inspiring as the movie screenplay asserts (see my article on such,

which was scheduled to appear in the November, 2013, issue of Sport in Society).
Even so, Lord Sebastian Coe, head of LOCOG, pronounced the film an ideal

representation of what the Olympics are all about. A stage play based on the movie
also became a part of the 2012 celebration.

The other ace-in-the hole that the British held— and one that rightly should have

been exploited-- was Dr. William Penny Brookes of Much Wenlock and his Olympian

Games, the local English Olympic rebirth in 1850 that began the tradition which

ultimately resulted in the Modern Olympics. Previous to the 2012 Games, Brookes

and Much Wenlock and their important role in modern Olympic history had been
given scant notice. However, the attention received during the London Olympics

even forced the IOC to grudgingly acknowledge the pioneering efforts of Brookes at
the Opening Ceremony-- although Jacques Rogge did not mention Brookes by name

and quickly passed over Much Wenlock in his speech. Olympic officialdom does not
like to alter its traditional history, and in that tradition it is Baron Pierre de

Coubertin who was the one who successfully revived the Olympic Games. However,
the Much Wenlock Archives, which we were generously shown by archivist Chris
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Cannon-- who also took us on a tour of all the important Much Wenlock sites
involving Brookes, Coubertin, and, more recently, former IOC President Juan

Antonio Samaranch-- conclusively show Brookes’ decisive role in the Olympic
revival.

The Opening Ceremonies also indirectly complimented Brookes in its segment on

the Industrial Revolution. That Revolution began (in the view of most) at

Coalbrookdale and Ironbridge, only a short drive today from Brookes’ Much

Wenlock home, and some of the workers involved in it were part of the reason

Brookes began his local educational reforms. Those reforms included his pioneering
efforts at physical education and resulted in his Much Wenlock Olympian Society

Games in 1850. The Games continue today, and in 2012 were held from July 8-22,

just before the start of the London Olympics. Brookes’ work ultimately became the
inspiration and model for Coubertin, who became friends with Brookes— but later
gave his mentor no credit for his part in the Olympic revival.

The Ceremonies at the London Olympics also followed the growing trend at

recent Olympics (save China) to wallow in social commentary and “contemporary”

music, appealing, many would argue, to only a small segment of the viewing

audience. What Ceremonies with such themes have to with an athletic festival is
anyone’s guess. Many I talked with in London, while they liked parts of the

Ceremonies, were not at all interested in the “social engineering” aspects. Even the
Industrial Revolution segment was confusing because it seemingly started out to

raise sympathy for the plight of abused and exploited iron workers at the hands of a
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calloused, capitalistic management, but ended in the forging of the Olympics Rings—
which is supposed to be positive thing…?

National expectations also led to British athletes being treated like demi-gods if

they won gold, but as also-rans if they got only a silver or bronze. What was wrong
with these athletes who did not win gold seemed to be the common local media

question— not that there were athletes from other countries who were better, at
least on a particular day. Sports in which home athletes won no Olympic medals

were even threatened by the British government with a cut-off of funding. When

winning becomes that important, it is time to reevaluate what the Olympics really

mean. National pride also led to excesses such as the Stadium announcer informing
the crowd during the Javelin Competition that a Japanese athlete had a British-born
mother. LOCOG also strived to make everything about their Olympics sound

positive. That, of course, is not unusual. Nonetheless, to keep mentioning, for

example, that the London Olympic Stadium track was “fast” when results showed

that it was not, is just plain distorting reality. If a track is “fast,” there will be world
records in the fast events— the Men’s 100M, the 200M, and the 400M. There were

none. The only “glamour race” in which there was a world record was the 4 X 100M

Relay, and that did not really prove much since the Jamaican team, boasting two of
the world fastest men, including Usain Bolt, would probably have set a world’s
record on the infield “grass.”

To conclude, these were wonderful Olympics, and they were held safely and to

the satisfaction of most observers. London has much of which to be proud.
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However, in the final analysis the fact remains that there were serious and

preventable problems plaguing these Games. These problems had (and will

continue to have) a negative impact on any assessment of the London Olympics and
ultimately earn them less than the “Gold” that LOCOG most assuredly felt they

deserved.

PHOTOS OF LONDON 2012

Author at St. Pancras Rail Station. Javelin trains to Olympic Stadium left from here.
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Women’s Cycling Road Race Start near Buckingham Palace, July 29.

Men’s 20K Walk Start near Buckingham Palace, August 4. Wang of China (middle)
was the Bronze Medalist.
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Nighttime at Piccadilly Circle during the Olympics.

Usain Bolt of Jamaica winning the 100M in Olympic Record time, August 5.
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Bolt doing the “Bolt” after defeating the fastest field of 100M runners in history.

Men’s Triathlon (Cycling), August 7, in and around Hyde Park.
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The Stadium Olympic Torch.

U.S.A. Gold Medal Women’s Team 4 x 400M Relay, August 11.
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Start of the Men’s 4 x 100M Relay, August 11.

Usain Bolt setting World Record in Men’s 4 x 100M Relay, crossing the finish line as
fourth man on the Jamaican Team.
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Usain Bolt’s Victory Lap after the 4 x 100M World Record, followed by teammate,
Yohan Blake.

Crowd exiting after final night of Track and Field at Olympic Stadium, August 11.
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Tower Bridge with Olympic Rings at dusk.
(The author would like to thank Ms. Lee Keeling, History Department Secretary,
University of Louisville, Louisville, Ky., for her assistance in preparing the photos)
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ABSTRACT
Would Goethe have appreciated Schubert's settings of his poems? It is not difficult to
ascertain what Goethe thought about music—he corresponded with the composer Carl Zelter for
more than thirty years, came up with an outline for a theoretical system, wrote texts specifically
intended to be set to music (including a sequel to Mozart's Die Zauberflöte), and commented
frequently about music in his writings. It is not clear how to interpret his near-silence about the
work of Schubert. This paper examines recent scholarship on the relationship (or lack thereof)
between poet and composer, including Lorraine Byrne Bodley's Schubert's Goethe Settings,
Sterling Lambert's Re-Reading Poetry: Schubert's Multiple Settings of Goethe, and Kenneth
Whitton's Goethe and Schubert: The Unseen Bond, presenting both sides of the argument
regarding whether Goethe would have appreciated Schubert, some additional speculations, and
further analysis. The debate has largely been framed by the question of whether Goethe was
musical, which might be the wrong question to ask. Perhaps the greatness of Schubert's Goethe
settings is partly due to, not in spite of, the two men's different sensibilities. The story of Goethe
and Schubert contains a valuable lesson for artistic collaboration: a shared sense of aesthetics is
not a prerequisite for creating excellent collaborative art.
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Schubert and Goethe: A Transcendence of Competing Aesthetics
Ellen Denham

Franz Schubert set the words of many poets to music, some great, some lesser, but none was
a more towering literary figure than Johann Wolfgang von Goethe. Schubert’s Goethe settings
are argued by many to be among not only the composer’s finest work, but a perfect synthesis of
music and text. Some scholars go so far as to say there was a special bond or shared outlook
between the two men, though they never met or corresponded. Opinions are divided on Goethe’s
musicality and whether the poet had an understanding of music, based on his reactions or lack
thereof to musical settings of his poems. It is not difficult to ascertain what Goethe thought
about music—he corresponded with the composer Carl Zelter for more than thirty years, came
up with an outline for a theoretical system, wrote texts specifically intended to be set to music
(including a sequel to Mozart's Die Zauberflöte), and commented frequently about music in his
writings. It is not clear how to interpret his near-silence about the work of Schubert. Presenting
both sides of the “was Goethe musical?” debate, some additional speculations, and analysis, will
shed some light on the contentious issue of whether Goethe would have appreciated Schubert’s
settings of his poems. The question may not be so much one of musicality or lack thereof as of
different generations and conflicting aesthetics.
Frederick Sternfeld, writing in Goethe and Music: A List of Parodies and Goethe’s
Relationship to Music: A List of References, suggests that arguments that Goethe was unmusical
do not present an accurate historical view. 1 Sternfeld writes, “The work of Beethoven and
Frederick W. Sternfeld, Goethe and Music: A List of Parodies and Goethe’s Relationship to
Music: A List of References (New York: Da Capo Press, 1979), 7.
1
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Schubert was the subject of great controversy in their time, and it was not until Goethe was past
sixty that he had an opportunity to hear compositions by these considerably younger men.” 2
While it is fair to point out that the poet and the composer were from different generations—a
point to which we will return later—it seems an overstatement to contend that the music of
Schubert or Beethoven was highly controversial. Both composers received considerable
recognition during their lifetimes, though Schubert much less than Beethoven. The debate about
Goethe’s musicality or lack thereof has continued into the twenty-first century. Lorraine Byrne
titles the first chapter of her book, Schubert’s Goethe Settings, “Goethe the Musician?” Byrne
opens the chapter with some colorful quotes by musicologists questioning the poet's musicality,
including this criticism by Donald Tovey: “In the vast scheme of Goethe’s general culture, music
had as high a place as a man with no ear for anything but verse could be expected to give it.” 3
Byrne spends the chapter refuting these claims.
In her introduction, Byrne states, “I aim to redress the lack of an understanding of Goethe’s
work in relation to the Schubert settings and to unveil the deep affinity between these artists.” 4
She quotes Susan Youens, who writes in “Schubert and his Poets:” “An entire book on the topic
of Schubert and Goethe is surely overdue.” 5 In her opening chapter, Byrne details the many
ways that music played an important part in the life of Goethe. His parents were both amateur
musicians and the poet had lessons on the piano and later on the cello. 6 Goethe collected folk
songs and many of his texts are parodies of folk ballads or other works—these are presented in
Sternfeld’s book, which details the connections between Goethe’s texts and earlier poems,
Ibid.
Donald Francis Tovey, “Franz Schubert,” Essays and Lectures on Music (Oxford: Oxford
University Press, 1949), 103.
4
Lorraine Byrne, Schubert’s Goethe Settings (Burlington, VT: Ashgate, 2003), xvii.
5
Susan Youens, “Schubert and his Poets: Issues and Conundrums,” The Cambridge
Companion to Schubert (Cambridge: Cambridge University Press, 1997), 107.
6
Byrne, 3-4.
2
3
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noting, for instance, that “Kennst du das Land” from Wilhelm Meisters Lehrjahre is a rhythmical
parody of James Thomson’s “Summer.” 7 Both Byrne and Sternfeld use Goethe’s sense of
writing song texts with existing rhythms and melodies in his head as evidence of the poet’s
musicality. Byrne also focuses on Goethe’s relationship with Carl Zelter, a composer with
whom the poet had a long correspondence, though she admits that his relationship with Zelter
and with Johann Friedrich Herder “reveals a certain reliance on an interpreter to bring music
alive to him.” 8 For Goethe, Zelter filled this role, as documented in their letters spanning from
1796-1832, the last letter by Goethe to Zelter written less than two weeks before the poet’s
death. 9 Byrne (now writing as Lorraine Byrne Bodley) continues her work on Goethe and Zelter
in Goethe and Zelter: Musical Dialogues, in which she presents a substantial body of their
correspondence in new translations with commentary and annotations. Again, she vigorously
defends Goethe against suggestions he was not appreciative of Schubert, dispelling a common
myth about the non-response of Goethe to the packet of songs sent to him in 1816 by Schubert’s
friend Joseph von Spaun:
Goethe’s rejection of Schubert’s first book of songs was claimed to have been influenced
by Zelter, to whom Goethe supposedly sent the songs for advice. Such arguments are
clearly unfounded: in the 891 letters exchanged between these artists there is no mention
of Schubert Lieder; on the contrary, the letters prove the dispatch was never sent to
Zelter, nor was he in Weimar during the period in which Schubert’s first songbook
arrived. 10

Sternfeld, 34.
Byrne, 6.
9
Johann Wolfgang von Goethe, Carl Friedrich Zelter, and Arthur Duke Coleridge (trans.),
Goethe’s Letters to Zelter, with Extracts from those of Zelter to Goethe (London: G. Bell and
Sons, 1887), 490.
10
Lorraine Byrne Bodley, Goethe and Zelter: Musical Dialogues (Burlington, VT: Ashgate,
2009), 4.
7
8
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However, Byrne Bodley can provide no explanation for Goethe’s silence about the songs. A
second package of songs was sent and Goethe did acknowledge receipt of the songs in his diary
in 1825. 11 Citing Viennese censorship laws that would require written permission for a
dedication to the poet on the title page of the published Op. 19 volume, Byrne Bodley theorizes
that “a written missive must have been sent to Vienna to allow these songs to be published with a
dedication to the poet” but that the letter must have been lost. 12 While this may be the case, it is
hardly a convincing argument, especially since Byrne Bodley is not willing to consider that a
letter between Goethe and Zelter concerning Schubert could not have been lost as well.
Byrne Bodley’s work is not without its critics. Marjorie Hirsch writes that while Byrne
Bodley largely succeeds in some of her arguments in Schubert’s Goethe Settings, her tendency to
“defend the two artists at all costs” weakens her case. 13 Hirsch contends that Byrne Bodley
makes excuses for the poet, such as in her argument that “Erlkönig” was rejected by Breitkopf
and Hartel the same year Schubert’s friend Spaun sent it to Goethe, 14 as if pointing out that
others rejected Schubert too is relevant to the argument of what Goethe might have thought.
Sterling Lambert echoes Hirsch’s criticisms, writing that a better title for the book might be
“Goethe’s Poetry that Schubert (Happened to) Set to Music.” 15 Though he praises the author’s
discussion of the poetry, he criticizes her “simplistic” analyses of the music. 16 Though this book
has many strengths, it fails to make a convincing case that Goethe and Schubert were kindred
spirits and the poet’s seeming rejection of the composer was simply an oversight.
Ibid., 5.
Ibid.
13
Marjorie Hirsch, “Book Reviews: Historical and Analytical Studies - ‘Schubert’s Goethe
Settings’ by Lorraine Byrne,” Quarterly Journal of the Music Library Association 60.4 (June
2004), 963-964.
14
Ibid., 964.
15
Sterling Lambert, “Review: Lorraine Byrne, Schubert’s Goethe Settings,” EighteenthCentury Music 3/1 (2006), 142.
16
Ibid.
11
12
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Kenneth Whitton, writing in Goethe and Schubert: The Unseen Bond, takes the argument a
step further. Though his book came out in 1999, four years before Schubert’s Goethe Settings,
Byrne Bodley does not include it in her bibliography, thus it is unclear if she was familiar with
his work. In addition to including a chapter on “Goethe, Music, and Musicians” which makes
similar points to those of Byrne Bodley, Whitton devotes an entire chapter to the subject “Why
did Schubert Never Meet Goethe?” He contends that the two men had “much more in common
than is generally accepted.” 17 Responding to critics who say that Goethe would have rejected
Schubert’s songs as being non-strophic, he points out that the poet praised a non-strophic setting
of “Rastlose Liebe” by Johann Friedrich Reichardt and an “only partly strophic” setting of “Um
Mitternacht” by Zelter. 18 Whitton goes on to cite Goethe’s Singspiele libretti and poems that
focus on musical images, such as the songs of Wilhelm Meister, saying “Surely, no one who
could take the trouble and who possessed the ability to write these could have done so without at
least imagining in his head the music that would ‘support the words,’ as he put it.” 19 Ability to
imagine music and to write texts that are inherently designed for musical forms, though, do not
necessarily have much to do with musical taste or ability. In fact, it is possible that if Goethe
were musical enough to imagine how his songs were to be set, it might make him reluctant to
embrace settings that differ significantly from how he might “hear” the song in his own head. At
the end of the chapter, Whitton engages in a tantalizing speculation: “what if the two artists had
met?” 20 Schubert, he imagines, may have earned the recognition he deserved with the support of
the poet, and Goethe might have found a true collaborator who “had the genius to marry the texts

Kenneth Whitton, Goethe and Schubert: The Unseen Bond (Portland, OR: Amadeus Press,
1999), 131.
18
Ibid., 132.
19
Ibid., 133.
20
Ibid., 147.
17
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to great music.” 21 If Schubert had been in the place of Zelter, a composer who connected with
the poet early on and was able to advise him on musical matters, who is to say that Whitton’s
speculation might not be correct? This would seem to be more likely if the two men were from
the same generation, as Goethe (1749-1832) and Zelter (1758-1832) rather than being separated
by forty-eight years. Perhaps the gap between them was one of both generation—as suggested
earlier by Sternfeld—and aesthetics, which will also be investigated. Considering the poet’s
views about music and thoughts on other settings of his texts, however, it is difficult to imagine
him embracing the music of the younger Schubert.
Criticism of Goethe’s musicality comes from multiple sources. Byrne Bodley includes
among these Ernst Walker, Moritz Bauer, Elizabeth Schumann, Calvin Brown, and the
aforementioned Donald Tovey. 22 Tovey seems to base the criticism in his essay on the fact that
Goethe did not appreciate Beethoven, 23 though he does not address this more specifically in this
particular essay on Schubert. Hans Keller writes in “Goethe and The Lied:” “For as far as music
is concerned, the only thing one can say about Goethe in this context is that he was genuinely,
profoundly unmusical; and it is this fact which, to my knowledge, hasn’t yet been
demonstrated.” 24 Keller uses the composer’s own writings to level this charge, analyzing the
poet’s argument in a 1799 essay on dilettantism and concluding that “the only thing Goethe had
to add about the art of music is that it is a subjective art springing from the pleasure drive (the
Lusttrieb).” 25 He goes on to, among other arguments, state that the best settings of Goethe’s
poems are based on “meaningful contradictions—“ a tension that occurs when the implied meter

Ibid.
Byrne, Schubert’s Goethe Settings, 3.
23
Tovey, 103.
24
Hans Keller, “Goethe and the Lied,” Goethe Revisited, ed. Elizabeth M. Wilkinson (London:
John Calder Ltd., 1984), 74.
25
Ibid., 74-75.
21
22
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of the text and the sometimes contradictory rhythm of the music. 26 Keller’s overview includes
Schubert’s settings of “Meersstille” and “Wanderers Nachtlied,” which he praises for “rhythmic
tension which turns the music into something that contributes meaning unavailable in the poem
itself,” 27 unlike the tamer settings that follow Goethe’s meter more slavishly, such as those of
Zelter. Keller makes an important point—the music may not always need to follow the text
precisely. After all, the music often represents the subtext, or inner thoughts, of the song’s
protagonist, which may be quite different from the sung words, though poetically connected to
them. Nowhere is this more clear than in Schubert’s setting of Goethe’s "Gretchen am
Spinnrade," in which the spinning wheel slows, stops, and only gradually restarts as Gretchen’s
spinning is disrupted by her thoughts of Faust’s kiss.
Keller’s arguments fit with much of what is known about Goethe’s musical experience and
taste. Claus Canisius, in the essay “Stranger in a Foreign Land: Goethe as a Scholar in Music”
presents an overview of Goethe’s interest in and collection of folk songs as well as his research
on music theory culminating in his Tonlehre, an incomplete system in which he explained music
in three parts: the organic, the mechanical, and the mathematical. 28 Goethe approached music
from these two perspectives: that of folk texts and the accompanying melodies, and that of a
would-be theorist—as Canisius’s title implies, music may have been a “foreign land” for the
poet, but it was nevertheless a subject that interested him very much. In the preface to his edition
of Goethe songs by less well-known composers such as Zelter, Richard Green presents some
historical context for the role of the lied and Goethe’s experience with it. Green’s thoughts
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parallel those of Keller when he says “Schubert’s contribution to the history of the genre was not
only to create lieder of inestimable value and sensitivity, greater than those of the previous
generation, but in doing so he asserted his own reading of the poetry over that of the poet’s.” 29
In a section titled “The Lied in the Age of Goethe,” Green summarizes the role of the lied in
Goethe’s time: rarely performed in public but in small salon or home settings (Hausmusik),
composed in a folk style, and deemed appropriate for relatively simple musical settings suitable
for amateur singers. 30 He cites several similar definitions of lieder from the middle of the
century, claiming that these definitions do “…not acknowledge the richness that Schubert had
imparted to the genre” but are either based on earlier works or consciously ignoring more
complex song literature. 31 Schubert’s work, then, is part of a stylistic turning point away from
the aesthetic of Zelter and Reichhardt, both praised by Goethe, away from what Green calls “the
Biedermeier ideals of simplicity and innocence” 32 and toward a new, Romantic style.
Was Goethe really so unmusical as Keller and Tovey might claim, or was he simply a
member of an older generation and an opposing aesthetic camp? Whether his lack of response to
Schubert indicates a distaste for the composer’s settings of his poems is debatable. Byrne
Bodley cites an account by German bass-baritone Eduard Genast from April 1830 detailing
Goethe’s response to a performance of Schubert’s “Erlkönig” by Wilhelmine Schröder-Devrient
in which Goethe is reported to have said, “I heard this composition once before when it did not
appeal to me. But performed like this, the whole song shapes itself into a visible image.” 33
Though this may seem less an endorsement of Schubert than of the skills of the performer, it
Richard D. Green, preface to Anthology of Goethe Songs [Zelter et al.], Recent
Researches in the Music of the Nineteenth and Early Twentieth Centuries, Vol. 23 (Madison,
WI: A-R Editions, 1994), vii.
30
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31
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does indicate a positive response to the song upon a second hearing. Little else is known about
Goethe’s response to Schubert, however, his comments on Beethoven have been recorded.
Sternfeld writes “It was incomprehensible to him that Beethoven and Spohr should mistake
Mignon’s song Kennst du das Land wo die Zitronen blühn so completely by making it
durchkomponiert (through-composed).” 34 He goes on to quote Goethe as having said,
I should have thought the same marks which recur in each of the three stanzas at the same
place would have been sufficient to indicate to the composer that I expected from him
nothing but a Lied. Mignon, according to her character, can sing a Lied but not an aria. 35
Goethe’s point is well-taken in consideration of how specific he was in the text of Wilhelm
Meister regarding Mignon’s songs. “Kennst du das Land” appears at the opening of chapter 1,
Book III, as the child Mignon sings it for Wilhelm. Pleased with the song, Wilhelm asks her to
repeat it, writes the stanzas down, and translates them. “But the originality of its turns he could
imitate only from afar; its childlike innocence of expression vanished from it in the process of
reducing its broken phraseology to uniformity, and combining its disjointed parts. The charm of
the tune, moreover, was entirely incomparable.” 36 Goethe continues to describe the manner of
Mignon’s singing, sometimes “stately and solemn,” becoming “deeper and gloomier” in the third
line, and ‘dahin’ (to there) repeated with a “boundless longing.” 37 This creates at the same time
a helpful aid and an impossible conundrum for a composer. The poet’s words paint a detailed
picture of both Mignon and her song, but which version is a composer to set—the childlike,
simple one of Mignon, or Wilhelm’s recorded interpretation? The context surrounding the song
in the novel presents a paradox—it is not possible to set the childlike verse because what is
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presented to the reader is already a transcription via Wilhelm. If Goethe objected to the aria-like
nature of Beethoven’s setting and the repetition of the word “dahin” beyond the two times it
appears in each stanza of the poem, it is reasonable to imagine he might have a similar reaction
to the one setting Schubert composed in 1815, which does not preserve the rhythm of each
strophe as it might be recited, but changes the tempo from moderato to allegro, e molto
appassionato for the closing of each verse and contains a total count of eleven “dahins,” not two,
per stanza.
It may be difficult to imagine what might make Goethe so irritated about a few repeated
"dahins" if the song conveyed the spirit of the poem unless one delves more deeply into the
subject of musical parody. Sternfeld is careful to distinguish the creative practice of parody in
music (dating at least back to parody masses in the Renaissance) from the negative connotations
of the word, writing "Goethe and his contemporaries as well as his forebears wrote parodies by
creating new texts to older tunes and rhythms, without any implication of irony." 38 To
understand the concept of parody by means of a rougher but more easily illustratable example
than Goethe's works, we will examine a poetic form with which every English speaker is
familiar: the limerick. It is nearly impossible to read the Edward Lear poem below without
reading it in the correct rhythm (try it):
There was a Young Lady whose chin,
Resembled the point of a pin;
So she had it made sharp,
And purchased a harp,
And played several tunes with her chin. 39
Now, imagine Goethe writing a poem with a very specific rhythm implied, perhaps obtained
from a particular folk song that may be as obvious to him as the limerick might be to us. If he
38
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were to hear a setting that completely disregarded this rhythm, it could certainly impinge upon
his ability to fairly listen to the music, as appears to be the case with his comments about
Beethoven. He engaged with song in a very prescribed way that did not leave much room for
interpretation to the composer.
Because Goethe’s musicality has been called into question, it is only fair to bring up the
subject of Schubert’s literary tastes. Schubert composed over 600 songs; only a fraction of these
set texts by important poets like Goethe. Donald Tovey points out that Schubert’s friend
Mayrhofer “was no Goethe” and gives middling praise to Wilhelm Müller, though he notes that
Schubert’s musical genius transcended any weaknesses in these texts. 40 Maurice Brown,
discussing Schubert’s failed opera Der Graf von Gleichen (D918) comments on the composer’s
“extraordinary inability” to tell a good libretto from a bad one. 41 Marius Flothius, however,
writing in the essay "Franz Schubert's Compositions to Poems from Goethe's 'Wilhelm Meister's
Lehrjahre,'" defends Schubert's use of the poetry of his friends by saying that the poems Schubert
set, though not all are well-regarded today, "met the needs of the public" at the time. 42 Part of
the excitement of scholars about Schubert’s Goethe settings stems from the fact that not one, but
both men were each giants in their art—how wonderful to see their words and music collaborate
on the page and in the concert hall!
Though despite his efforts, Schubert did not have a personal relationship with Goethe, he
certainly had a very close engagement with the poet’s texts. Schubert not only set Goethe’s
poems, but revised and recomposed them, sometimes in multiple versions. In particular, he set
40
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the text "Nur wer die Sehnsucht kennt" six times, including a duet version for the Harper and
Mignon, which takes into account the fact that Goethe describes it as a duet in the novel. Byrne
Bodley notes that this "is the only duet among the important interpretations." 43 This acquits the
composer of any charges he didn't understand the context of the poems. Schubert's engagement
and reengagement with Goethe's texts is the subject of Sterling Lambert’s book, Re-Reading
Poetry: Schubert’s Multiple Settings of Goethe. Lambert, who was earlier cited as being critical
of the work of Lorraine Byrne Bodley, does include her work in his bibliography as well as that
of the aforementioned Kenneth Whitton. He makes a statement that echoes theirs when he
comments on an “important shared outlook between composer and poet.” 44 One might argue
that because of their aesthetic differences, they did not share an outlook, however, perhaps it is
the different perspective each of them brings that makes Schubert’s Goethe settings greater than
the sum of the text or the music—a bridge between the past and the future. Lambert focuses
particularly on the fascination that the character Mignon must have held for Schubert, as he made
more than twelve settings of her songs, including some fragments. He even suggests that
Schubert may have returned to the Mignon songs for the last time in 1826 because of a possible
identification with the character’s secret—her incestuous birth—and Schubert’s own secret, his
suffering from syphilis 45, though he is quick to note that this is pure speculation. To be sure, the
Mignon lieder remained significant throughout Schubert’s compositional life, and the four
Mignon songs D877 Op. 62 were his last settings of Goethe’s texts.
Because the scope of this paper does not permit space for a lengthy analysis of Schubert’s
songs in terms of faithfulness to or expanding upon Goethe’s text, the final solo setting of Lied
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der Mignon, D877 Op. 62 No. 4 will be examined in brief as an example. In Goethe’s Wilhelm
Meister, the song appears as an “irregular duet” between Mignon and the Harper, who is later
revealed to be Mignon’s father. 46 Schubert set two versions in the Op. 62 set, one as a solo, the
other as a duet. The poem comes at the end of Book III, Chapter XI. Wilhelm falls into a
“dreamy longing,” and the duet that Mignon and the Harper sings is “accordant with his
feelings.” 47 Goethe’s text is as follows:
Nur wer die Sehnsucht kennt,
Weiß, was ich leide!
Allein und abgetrennt
Von aller Freude,
Seh´ ich ans Firmament
Nach jener Seite.
Ach! der mich liebt und kennt,
Ist in der Weite.
Es schwindelt mir, es brennt
Mein Eingeweide.
Nur wer die Sehnsucht kennt,
Weiß, was ich leide!
After a six-bar A-minor prelude in 6/8, Schubert’s D877 solo setting states, then repeats the
initial couplet, making the first strophe irregular. A D-sharp in the right hand of the
accompaniment intrudes plaintively against an E in the bass at measure 8 to underscore the first
utterance of the word "Sehnsucht." But even more significant a departure from Goethe’s text
than the phrase repetition of the first couplet comes in the second strophe. The accompaniment
completely changes character, with a frenzied series of diminished seventh chords in sixteenth
note sextuplets and triplets, punctuated with sixteenth rests like little gasps. This underscores the
text “Es schwindelt mir/es brennt mein Eingeweide” (“it makes me faint/it burns my guts”)
which is sung in a rapid burst of declamation, and imbues it with a sense of genuine drama, as if
the character’s emotions are almost out of her control. This would not be possible in a purely
46
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strophic setting, and it is what gives the song its true genius. The listener can imagine Mignon
going from longing to a moment of unbearable anguish—breaking out of the constraints of
poetic meter—before exhausting herself in her outburst and returning, simply, to sadness. Like
Gretchen’s spinning wheel, the accompaniment gradually slows down and stops beneath a
fermata before the opening vocal line and its accompaniment figure is repeated with the opening
text (also repeated at the end of Goethe’s second strophe, which mirrors the start of the first).
This time, however, the line “Nur wer die Sehnsucht kennt” ascends to a sforzando F, as if
Mignon is almost building to another outburst, before running out of energy and finishing the
song as simply as it began.
Is this reading true to Goethe’s text? Lambert says about the other two texts in Op. 62 “both
songs seem less the outpourings of a twelve-year old girl than of the fully grown woman that she
never actually lives to become.” 48 The same could be said of Schubert’s final “Nur wer die
Sehnsucht kennt.” Both Lambert and Whitton note that this setting is based on Schubert’s
setting of a Salis-Seewis poem, “Ins stille Land,” from ten years earlier. 49 Part of the melody
and accompaniment, then, predate their association with the character Mignon and her song. The
new material comprises the “outburst” in the second strophe. While the reading may not be true
to Goethe’s text in a literal, metrical sense or true to the character as she appears in the novel, it
represents a powerful depiction of the suffering of Sehnsucht that seems in the spirit of Goethe’s
poem, or at the very least, does no harm to the poet's text. Though not as well-known as
“Erlkönig” or “Gretchen am Spinnrade,” it encapsulates the anguish of an insatiable longing into
a brief, yet powerful package. Would the poet have approved? A look at the comparatively
sedate, but literal setting of this text by Zelter and consideration of Goethe’s feelings about lieder
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suggest otherwise. (Zelter’s purely strophic setting is certainly not unpleasant but lacks the
emotional impact of Schubert’s.)
Why is a literal reading of the text not always the most powerful way to set a poem? There is
a difference between being faithful and being overly literal—between creatively engaging with a
work and aping it. When translating something from one art (poetry) to another (music), a literal
translation may not even be possible. If it were so, the words Goethe used to describe the
context of "Kennst du das Land" and how Mignon sang it and Wilhelm translated it would be an
easy roadmap for a composer to follow and come up with a competent version. Goethe, in his
novel, translated music into poetry by giving Wilhelm words to describe and translate Mignon's
song. He did so beautifully because he did not attempt to give a literal account of the exact
words the child sings, but described her manner of singing and translated the text himself (via
Wilhelm) into a poem. Hans Keller calls composing to a text literally as "creatively passive." 50
Keller recounts a story by Schoenberg in which the composer was ashamed that he knew
Schubert's songs well but knew nothing about the texts. Upon reading the poems by Goethe and
others, Schoenberg found he hadn't missed anything—Schubert had made the meaning of the
poem so clear through his music that reading the poem was almost redundant. 51 Rather than
disparaging Goethe's poems, this is a testament to the genius of both artists.
It is instructive to speculate on the relationship or lack thereof between Goethe and Schubert,
especially since Goethe remains an important literary figure and Schubert’s settings of his poems
remain among the finest examples of lieder. Though one cannot change history and make sure
Goethe is fully aware of Schubert’s songs, scholars enjoy games of “what if,” such as Kenneth
Whitton’s musings about what a real-time collaboration might have meant for both artists, or
50
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Sterling Lambert’s hypothesis about Schubert’s connection with Mignon. It is equally tempting
to defend Schubert from Goethe’s implied rejection by calling the poet “unmusical” as does
Hans Keller, or to vociferously defend Goethe against such attacks as does Lorraine Byrne
Bodley. There seems to be a tension there that is not possible to reconcile, in the absence of
being able to go back in time and ask each artist what he really thought. However, examining
the various arguments causes one to speculate as well. Perhaps Goethe was not unmusical, but
of a different artistic generation and circle from Schubert, well-versed enough in music and
conservative enough in his tastes to be firm in his ideas of what he wanted, and approaching his
art from a more Classical aesthetic while Schubert was on the forefront of developing something
new. One can hardly fault him for being a man of his time. Sebastian Urmoneit, writing in
“Mignons Sehnsucht: Versuch über Goethe, Zelter und Schubert” considers some of these ideas,
saying “It is not enough to see [Goethe’s preference for Zelter over Schubert] as a manifestation
of Goethe’s lack of musical expertise; rather, a comparison of settings by the two composers
reveals the realm of aesthetic tension between Classicism and Romanticism in which Goethe
located his own poems.” 52 This seems a reasonable middle ground. Lambert hints at this issue
in a different context when he says that Schubert’s desire to reset Goethe texts and the difference
between the earlier and later texts may be “symptomatic perhaps of a more subjective and
personal approach to poetry that might be said to lie at the heart of the emerging transition from
musical Classicism to Romanticism.” 53 Sternfeld seems to agree—though he says this about
Goethe and Beethoven rather than Schubert, the sentiment is clear:
We must not quarrel with either the poet or the composer. Each had a higher destiny to
follow than mere mutual compatibility…[examining Goethe’s parodies and ideal of song]
will, perhaps, lead us to drop the old and sterile question, “Was Goethe Musical?” with
Sebastian Urmoneit, “Mignons Sehnsucht: Versuch über Goethe, Zelter und Schubert,”
Schubert: Perspektiven, 2(1), English abstract.
53
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the realization that the term “musical” has different meanings in different cultural
contexts. Who are we to impose later concepts on a poet whose work sprang from music
and demanded music as its complement? 54
Perhaps the story of Goethe and Schubert contains some lessons. First, genius in one art
does not imply genius in another. Though Schubert was certainly literary, he did not set equally
high quality texts to music over the course of his career. Though claims that Goethe was
completely unmusical are hyperbolic, the poet's conception of song was rather limited.
Composers who aim to write their own lyrics and poets who seek to compose songs to their texts
should take heed, as well as any artists who wish to collaborate with others who may have
different aesthetic sensibilities. Second, a successful artistic collaboration does not need to
involve artists being in aesthetic agreement, or even working together at all. Maybe Schubert
and Goethe could have worked together to their mutual benefit, but it seems equally likely that
the older poet may have denied Schubert the freedom to engage with the texts using his own
dramatic sensibility. It is a frightening thought to contemplate how this relationship might have
played out with modern copyright law—would Goethe have prevented publication of songs by
Schubert or Beethoven? We are extremely fortunate to have both the work of Goethe, in print
and in the various musical incarnations set by multiple composers, and the work of Schubert—to
study and listen to and sing and play and argue about for times to come.

54
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SECTION I

ORGANIZATIONAL SETTING

Program and Institution
The innovation in hand is to be used in King Abdulaziz University development
program that will start in the academic year 2014-2015. It relates to the English as a
Foreign Language courses that will be given to Freshman students during the first year of
their academic study at the university.
It takes beginners two semesters to complete the program. After completion,
students should have the basic skills to read, write, and communicate in English.
The Importance of This Program
Although few community surveys have been made on the needs of Saudis for
good programs in English as a foreign language, many articles have appeared in
specialized periodicals in the last decade related to this issue. Many scholars have
discussed the importance of English proficiency and the need of the Arabic speakers to
learn English. Although no census data exists, many scholars feel there is a tremendous
need among Saudis to be able to communicate with the western world. This cannot be
done unless good programs are offered in many places in the Arab world to teach English
as a foreign language for the Arabs. The program offered by King Abdulaziz University
is one of the most important programs in this field in the entire Arab world. It provides
good training in English skills to students who need it.

3

Learners
Learners in this program need the language as a means of communicating with the
western world, besides being able to seek knowledge in different fields from English
sources; at the same time mastering English facilitates employment after graduation.
I heard many students expressing this concern. Colleagues of mine learned of this
same need from their students. Although these concerns and needs are obvious, they can
be more clarified and well classified if we use the Stages of Concern (SOCs). These
concerns are part of the Concerns-Based Adoption Model (CBAM) conducted at the
Research and Development Center for Teacher Education at the University of Texas at
Austin.
SOCs can be used to meet the individual needs of teachers who face a wide
variety of issues and problems. Although SOCs should be used while a program change
is being implemented, they can also be used in an established program as a diagnostic
procedure for an individual’s concerns.
If I use SOCs in the above mentioned English program, I might find many
teachers at the consequence stage. Many teachers in this program feel that the curriculum
offered at this time is not relevant to students. This is because the curriculum is based on
traditional methods in teaching EFL.
If I know that many teachers have this concern, and I am the administrator of the
program, then I have to arrange for a curriculum change to satisfy this concern and meet
the student’s needs. This shows that the SOCs can be useful in a new program, as well as
in an established one.
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The Innovation
The innovation is supposed to help EFL learners who need the language as a
means of communication.
In order for these learners to be able to communicate with the western world, they
should learn the basic elements of English. This language is used in the media, in recent
publications (including books and periodicals), in business correspondence, in meetings,
and all other official linguistic activities occurring in daily life.
The innovation in hand suggests that communication skills in English should be
taught to the Saudi students, rather than the grammar based program that is taught to
them at the present time.
Importance of Innovation
Many non-native learners of English have problems with paragraph and
grammatical structures. They try hard to learn as much as they can about grammar, which
is mainly taught by traditional methods. Even if they are fortunate and are able to master
many grammatical rules, they would find that they are unable to use these rules to build
sentences or to develop discourses. This is because grammatical rules taught to students
have changed or become useless in Modern English.
Grammatical rules and Lexicon are known to have developed extensively in
English. Some books are available at the present time that are based on the grammar of
Modern or Recent English. Some teachers of EFL are using these books, while others are
developing their own materials by using recent publications, magazines, newspapers, and
other sources.
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The first step in this innovation will be to teach Modern or Recent English. This
will be a very important step because it will introduce this language officially for the first
time, and it will alleviate many concerns and solve many problems.
Innovation Configurations
Components:

Variations: (1)

(2)

1. Teaching Theme

Reading, Writing

Communication

2. Materials

Textbooks, Periodicals

Self-developed
materials

3. Planning

Cooperation between
students/teachers

Teacher centered

4. Classroom
activities

Written reports
Written summaries

Group discussions
Oral expressions
Story telling

5. Homework

Newspaper reports
Magazine article
summaries

TV reports,
Idiom collecting

6. Integration

Meeting with students
from other levels

Working alone in
one classroom

7. Use of other
languages

Use Arabic as a common
language to explain
difficult points.

The use of any
other language
is not permitted.

8. Student/teacher
relationship

Formal student /
teacher relationship

Informal, friendly
relationship

9. Evaluation

Class written tests
grammar, lexicon

In-class oral tests,
conversation, oral
communication
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SECTION II

INTERVENTION PLAN

General Approach
In this innovation change is considered a process and not an event. It follows that
the change is not expected to happen overnight. It is a time-consuming process; therefore
it should happen in stages.
The approach followed in this innovation is the one given by Joyce in The
Structure of School Improvement (1983). The stages mentioned by Joyce are as follows:
Refining, Renovating, and Redesigning. Some modifications are made in these stages to
make clear divisions between the stages. However, Joyce is not always clear in making
these separations, and this causes some overlapping among the stages.
Another modification that needs to be made in Joyce’s model is not to insist on
providing the students with the most contemporary learning techniques; rather we should
introduce them to the activities most appropriate to their abilities. The appropriate
activities do not necessarily have to follow contemporary technologies.
Rationale for Using Joyce’s Model
Not only is Joyce’s model a very adaptive one, but it also has many advantages.
One advantage is that this model illustrates three stages only: Refining, Renovating, and
Redesigning, and this makes the model simple and the stages easy to follow. It has fewer

7

stages than many other models, such as Havelock’s (1973) or Ford’s (1979) which each
has six stages.
The stages given by Joyce have sub stages and sub-sub stages. Under Refining,
for example, you have the following:
I. Refining Current Pedagogy
A.

Organize responsible parties
1. Teachers
2. Administrators
3. Parents
4. Community members
5. Technical Consultants

This structure allows for a more varied input to the user. The user will have many
choices in the sub-categories and the sub-subcategories, while the main categories are
only three.
Another advantage of this model is that it stresses and emphasizes the
effectiveness of staff training in more than one area. This makes the model very strong.
According to the Rand Study, “successful change and staff development are essentially
synonymous.” (McLaughlin and March, 1978:71)
This model also insists on the necessity for the maximum inclusion of teachers to
provide the students with the most beneficial information. This adds to the strength of the
model. Since the students should be the focus of any educational program, their
improvement is the highest goal of the program.
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Although some modifications have to be made in the model to make clear
division among the stages, the model, in general, is simple, helpful, and very rich in
emphasizing the substance of the educational change.
Assumptions
1.

This change is more fundamental than it first appears. It is simply a change

in the curriculum; rather it involves many complicated processes that follow. Examples
of these are: changing teacher’s roles, developing new curriculum materials, new
categorizing criteria for students, and others.
2.

This change is not a one-man job. It is not even the responsibility of a

specific group of people; rather it is a combination of roles and duties. Different roles of
the different people involved in the change have to be considered. These roles are
distributed among administrators, teachers and students.
3.

There are some existing regularities in the old program that must be

considered while planning for the new program or implementing it. In other words, we
are not starting from scratch by adopting this change. Rather, we are making a specific
change in one area of the program, while other areas are kept the same, and we
understand that the program that was in effect before the change will continue during and
after the change is implemented.
4.

This change is made primarily for the benefit of the students. Therefore, it is

assumed that the students involved in it will benefit from the innovations and will take
full advantage of the program. It is, however, a must for the students to help their
teachers implement this change by supporting them so they can keep a balance between
control and instruction in the classroom.
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Stages and Strategies
To bring about the change, the following stages and strategies will be considered:

Stage One: Refining the Program
In this stage, the program improvement committee is established. A professor
from the Faculty of Arts may be chairman of this committee. Some teachers of the EFL
program are the members of this committee (about ten teachers).
Strategies
This stage is similar to a planning stage. SOCs information can be gathered as I
have explained above. In addition, information about different educational factors in the
program is gathered, such as information about what register or style of the language is or
isn’t taught. The individual and social characteristics of the students are also considered
at this stage. Moreover, at this time, actual first steps are taken by the administrators to
make the changes in the program, such as revising methodologies, selecting some of the
text books and other materials that can be used in the new program.
Stage Two: Renovation
In Stage Two, the program is renovated. Staff development is established, and the
curriculum areas are systematically studied so they can be changed. Applied and
theoretical linguistics from the committee members can review the current curriculum in
order to change it.
Strategies
At this stage, the staff members are trained so they can develop their curriculum
materials and add new skills to their teaching in order to be able to teach a new language.
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This can be done by offering workshops, providing training sessions, and ordering recent
publications and materials. Outside trainers can be hired from inside or outside the
country to train these teachers. Trainers should be selected from scholars who have
distinguished publications, or have had enough experience in teaching at other
institutions.
Stage Three: Redesigning
In Stage Three, the program is redesigned. After deciding to make the change and
getting ready to implement it, the responsible parties can proceed with the change. It is an
implementation stage in which the review committee considers the various possibilities
of change and selects those they wish to implement.
Strategies
The committee should insist on the maximum use of the teacher in order to
provide the student with the most recent methods used in language learning, so the
students will have the maximum opportunity to learn the target language, e.g., Modern,
Recent English- that has not yet been taught in many places.
Although the above three stages are the main ones needed to bring about change,
it is important to note that during each of these stages SOCs can be used in order to
evaluate all the teachers’ concerns so they can be satisfied early enough in the change
process.
If we discover that we still have information concerns at some stage, we will try
to investigate more publications on the structure of Modern English and can arrange
lectures from scholars and experts. The various stages can thus be satisfied in different
ways.

11

After the change has been implemented for a period of time, we might need to do
some reassessments to find out how successful the teachers have been in implementing
the change. An example of a problem might be that a teacher is still teaching grammar
without communicative concepts. Steps can then be taken to change this situation.
Roles and Responsibilities
As I explained earlier in this paper, the change is not a one-man job. All those
involved in the change have roles and responsibilities to bring about the change.
The most important role, although not necessarily the most difficult one, is that of
the chairman of the program. As such he represents the top administrator in the change
process, and thus he has a great deal of influence on teachers and all subordinates
involved in the change. According to McLaughlin and Marsh, “The Change Agent data
shows that the more effective the project director, the higher the percentage of project
goals achieved” (McLaughlin and Marsh, 1978:81).
McLaughlin and Marsh also assure us that; “The support and interest of the
central office staff is very important to staff willingness to work hard to make changes in
their teaching practice.” (McLaughlin and Marsh, 1978:81).
It follows that the chairman of the committee should show his support of the
change to the staff members so they become encouraged to adopt and implement the
changes.
Five of the committee members should study the individual and social
characteristics of the students taking the new program in order to re-categorize the
students later. They can also manage the preliminary SOCs of the teachers, and they can
arrange for committee meetings.
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The remaining five committee members should study the old curriculum and
suggest the major topics of the new curriculum. They are also responsible for suggesting
books or materials that can be bought to help teachers prepare themselves to teach the
new curriculum.
They are also responsible for choosing a sufficient number of trainers from inside
and outside the country to help in the workshops and the training sessions needed for the
teachers. The trainers have to be scholars who have distinguished publications or who
have had enough experience in teaching this language.
The teachers’ responsibilities are to get involved in the change as much as
possible, try to educate themselves in the new curriculum using the materials and the
training provided to them, and finally, start to develop their own materials in the areas
they teach, using the gained information. They should also consider that they will have
some difficulties keeping a balance between control and instruction when the change is
first implemented. They should know that this is natural and try to keep this balance as
much as possible.
The students in the new program should understand that the change is for their
own benefit. They should help their teachers through this difficult task by giving them
the reward of showing their interest in the subject and working hard to learn the language.
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TIME FRAME

Month

Stage

Week

Activity

Objective

Sept. (14)

1

1, 2

Staff meeting

Establishing program
improvement
committee. Choosing
chairman and members

1

3

Committee first
meeting

Identifying roles, time
schedule and objectives

1

4

Two committee
members interviewing teachers.

Preliminary SOC data
gathered

1

1, 2

Investigation

Gathering information
about educational
factors in the program

1

3

Investigation

Identifying
characteristics
of students

1

4

Gathering
publications

Selecting some books
and materials to be used
in the new program

2

1

Committee
meeting

Establishing staff
development program

2

2, 3

Committee
meeting

Inside and outside
trainers are chosen
and hired

2

4

Training
sessions begin;
one session a
week for three
months

Staff development
program begins.

Oct.

Nov.
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TIME FRAME CONTINUED

Month

Stage

Week

Activity

Objective

Dec.

2

1, 2

Theoretical and
applied linguists
attend the committee
meeting

Studying the old
curriculum and
deciding how change
is made

2

3

Committee and
trainers meeting

Choosing specific
books and materials
from the selected
lists

Dec.

2

4

Sending order
forms

Ordering books and
materials to be used by
the teachers

Jan. (15)

3

1, 2

Committee
meeting

Recategorizing
students, choosing those
ready for the new
program

3

3

Committee
meeting

Rescheduling teachers
for subjects and
classrooms

3

4

Classes begin

New curriculum is
taught to students

--

1, 2

Interviewing
teachers

Gathering data

--

3, 4

Interviewing
teachers

Gathering innovation
configuration data

Mar.

15

TWO MICRO INTERVENTIONS

1.

Staff Development Program
Staff development should not be a very complicated task in this innovation,

simply because the teachers are not taught brand new skills of teaching a foreign
language. The language they will teach in the new program is the modern version of
English. It is actually the most frequently used language in everyday activities. People
hear it everyday in the media, they read it in the newspapers, and they use it to
communicate with each other in meetings.
The trainers should have no problems with their trainees, because the trainees
know the language very well. All the trainers need to do is provide the research
conducted in this form of the language. The differences are grammatical, lexical,
phonetic, or they might relate to discourse or usage.
The trainers may also provide their trainees with the results of their experiences in
teaching this form of the language. They might want to emphasize how they have
developed their own materials and which forms of assessment they have used. They may
want to tell their trainees about their experiences with the learners of this language—their
concerns, their preferred subjects, and their typical questions.
It is very important that these trainers be chosen carefully; otherwise they will not
satisfy the training program needs. As for the time needed to complete the programs,
twelve meetings should be sufficient. A session can be offered every week for three
months. Each session may last from two to three hours to conclude the 24 to 36 hours of
training.
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The trainers can divide the training sessions to cover the different skill areas, such
as: listening, speaking, reading, and writing. During these sessions the trainees should
share their ideas and insights with the group in view of the fact that they will soon be
teaching the new program.
The trainers should not have to worry too much about finding activities and
techniques to use in the training sessions because they are dealing with scholars who have
been teaching for years.
It adds to the strength of this innovation that staff training is not a difficult or a
very expensive task, and this adds further value to the innovation.
2.

Materials Development
Modern or recent English is a language that is used everyday during many

linguistic activities in the world. The language is heard in the media, read in the
newspapers, and spoken in official meetings.
Although not much literature is available to language teachers that deals with the
structure of this language, it is not difficult for the teacher to develop their own
curriculum materials. Any newspaper article, for example, can be a potential reading text
for an intermediate or advanced reading class. A composition assignment can be given to
write two or three paragraphs on an important recent event. For a listening
comprehension assignment, the student can present reports about the news on the radio.
TV reports are also important to enforce comprehension.
For beginners, selecting common words used in daily life for a vocabulary lesson
is necessary. It is, however, important to teach students to use these words in a
communicative context. The main objective is to teach students how to communicate
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using these words, and not just memorize them. Words such as car, teacher, airport,
letter, meeting, today, tomorrow, etc. are interesting and important for the students’
vocabulary.
For grammar lessons, there are some good books available, such as those :
The Understanding and Using English Grammar series, including the Chartbook:
A Reference Grammar by B. Azar. I found this series very fruitful in helping instructors
choose grammatical topics related to modern or recent English. Other very fruitful
books: Academic Writing for Graduate Students by Swales and Feak, and Noteworthy in
Listening Comprehension by Lim and Smalzer, and Clear Speech by Gilbert in
pronunciation. The primary methodology test in TESOL Module is: Teaching English as
a Second or Foreign Language, 3rd Edition, by Celce-Murcia.
The students have important roles in material development. They should try to
communicate with native speakers as much as possible, listen to the media (especially the
news), try to comprehend and make sense of the entire discourse and write down words
they do not know to be discussed with the teachers during the training sessions. They
should also read recent books for pleasure and to enlarge their vocabulary and
comprehension.
Developing materials is possible and inexpensive, and can be done on a session
by session basis. The material does not have to be prepared completely before the
semester begins. The ease of material development also adds to the power, strength and
value of this innovation.
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Abstract
Unlike traditional assessment, which demonstrates a student’s paper -and-pencil
test scores as the primary indicator of an individual’s abilities, multiple assessment
focusing on students ’ learning process, integrates teaching instruction with different
assessments to provide learners’ the bridge to promote their hidden learning potential
during assessment. Multiple assessments have emerged as a significant approach in
the development of language assessment, especially in English learning. The form of
multiple assessments can be classified as performance-based task, portfolio,
presentation, and peer assessment. In the present study, the researcher aims to explore
college EFL students’ perceptions of their English learning on multiple assessments.
The qualitative method is used in this study to investigate whether multiple
assessments served to improve students’ English learning. One hundred and twenty
students taking the English Freshman course participate in this study. After the
multiple assessments are utilized through the18 weeks in one semester, there searcher
will distribute the questionnaire of the students’ perception on multiple assessments
towards their English learning. Collecting the data, there searcher will conduct
ANOVA for independent samples and qualitative analysis. Through analyzing the
data, the study aims to reveal that multiple assessment approach plays a positive role
to promote EFL students’ language learning. Expectably, the results of this action
research of multiple assessments on EFL college students’ English learning will shed
light on the improvement of students’ English learning outcomes towards the multiple
assessment approach. Moreover, the finding of this study will make a contribution to
the multiple assessments, the medium to empower students and enhance their deep
English learning.

Key words: multiple assessments, English learning

Introduction

The trend of English as a Foreign Language (EFL) teaching has undergone significant
modification during the last twenty years. Many language experts have argued that
interaction and communication between students and teachers are essential
components in language learning. (Ellis, 2003; Nuan, 2006). Therefore, the EFL
teaching methods and assessment practices have evolved profoundly. The movement
of language assessment has also followed the sands of TESOL teaching methods. It
has been shifted from the translation, psychometric approach, interactive to
communicated approach. In particular, the purposes of assessment may be classified
as follows (1) to identify the strengths and weaknesses of students’ learning outcome,
(2) to monitor student learning progress, (3) to evaluate students’ learning
achievement, and (4) to place students in appropriate learning groups based on their
learning ability (Heaton, 1990; Popham, 1995).
Multiple assessments can include both a traditional discrete-point, paper-and
pencil test and discrepant integrated alternative assessments such as performance
based, portfolio, presentation, observation and peer assessment. Multiple assessments
can facilitate student with an opportunity to demonstrate their knowledge but also
disclose more in-depth information on their academic needs. It allows the teacher to
identify the strengths and weaknesses of the students, as well as track their progress
over time. In other words, assessments should be practical, authentic and should
promote communicative language use in the long term. The interactive and
collaborative process is the focus and the performance in natural classroom
instructional encounters. (Hedge, 2000). It is believed that alternative assessment
offers an inseparable connection between instruction and assessment. In particular, the
implementation of alternative assessment in language learning originated with the
statement that “language ability is a broad and complex construct that cannot be fully
measured by tests” (Shoamy, 1994, p. 135).
For this reason, Brady (1997) clarified this assertion by supporting that
discrepant forms of assessment are much more appreciate that the traditional one-shot
form in terms of aspects of learning. Using student-centered communicative
approaches in the language classroom, teachers are required to design more reliable
forms of multiple assessments. Different administrative perspectives can interpret the
concept of “multiple” in multiple assessment (Yeh, 2001). The specific definition of
multiple assessment is classified as (a) formative assessment is applies during the
learning process for the purpose of taking the outcomes to improve instruction; (b)
summative assessment is administrated at the end of a course to offer congregate
information on program results to educational authorities (Brindley, 2001); (c)
traditional test-based assessment encompasses written or oral tests; and (d) task-based

assessment is based on activities, and is composed of teacher-student interaction,
student-student interaction, body movement, teamwork, portfolios, and other language
requirement and activities.
However, it is a great pity that most of the studies on assessment in Taiwan have
focused on the teacher’s belief and multiple assessments in English classroom. The
participants were likely to be elementary students and junior school students.
Apparently, the focus of the perception of college students on multiple assessments in
language learning has not been explored yet. The aim of the present paper is to
examine EFL college students’ performance on multiple assessments in the English
classroom. Despite the awareness of multiple assessments presents the focus of this
study, the study investigates the perception of multiple assessments including the
traditional and alternative assessment to boost EFL college students’ English learning.
The study seeks to bridge difficult gaps between the traditional test and alternative
assessment. Furthermore, the study will examine learners’ language proficiency after
using of multiple assessments. In particular, this study seeks to answer the following
questions.
1. Do multiple assessments have a positive effect on EFL college students’ overall
language proficiency?
2. What are EFL college students’ perceptions on multiple assessments in English
classroom?
3. What assessment types are favors to college students?
Literatures Review
Traditional Assessment
Noted as “static assessment,” most traditional assessment are apt to measure
learners’ actual development or what they have already learned (Feuerstein, Rand, &
Hoffman, 1979). Typical types of traditional assessment are usually presented by
paper-and-pencil tests with discrete-point format, formal procedures, and controlled
time limitations; also, they make samples of an individual’s performance in a specific
domain. According to Khattri and Sweet (1998), cited traditional assessment is
commonly regarded as assessing methods like multiple choices, true or false,
matching, fill in the blanks, translation, short answers, and essays. Traditional
assessments are “tests” taken with paper and pencil usually in forms of true/false,
matching, or multiple choice.
These assessments are not difficult to score, but only test isolated application, facts, or
memorized information just required lower-level thinking skills. Traditional
assessment provides little evidence of learners’ actual use of a language. Traditional

paper-and pencil tests, discrete-point tests, lay much emphasis on linguistic forms and
structures. Language skills are separately measured by way of such as multiple-choice
tests. Multiple-choice tests: Multiple-choice tests are commonly applied by teachers,
schools, and assessment organizations for the reasons as follows (Bailey, 1998, p.
130):
1. They are fast, easy, and economical to grade. In fact, they are scorable by
machines.
2. They can be scored objectively and thus may have higher face validity than
subjectively scored tests.
3. They “look like” tests and may thus appear to be acceptable by convention.
4. They reduce the chances of learners guessing the correct items when comparing to
true-false items.
In consistence with Bailey (1998), indirect and inauthentic are two major features of
traditional assessment. She also adds that traditional assessment belongs to
standardized assessment and for that reason, they are one-shot, speed-based, and
norm-referenced. Traditional achievement tests that are employed for the purposes of
assessment and accountability may not provide English language learners (ELLs) with
reliable and valid outcomes because extraneous sources may confuse the outcome of
assessments for these students. Likewise, the outcome of test result cannot distinguish
what particular difficulties the students encountered during the test. Bailey (2005) also
states that learners receive no feedback in this type of assessment. The projects are
generally individualized and the procedure of assessment is usually decontextualized.
Law and Eckes (1995) mention that most standardized tests assess the learner’s
thinking skills only at the lower-order level. Likewise, Smaldino et al. (2000) state
that traditional assessment often focus on learner’s lower level of cognition skills such
as memorization and recall. Additionally, traditional assessment tools require learners
to demonstrate their knowledge by means of predetermination (Brualdi, 1996).
However, Huerta-Macias (1995) claimed that even though traditional assessments can
somehow suitably measure students’ performance, they often have difficulty giving
information about what the students can do with their second langue.
Traditional language tests have been prevailing for many years around the world.
Lin and Kuo (2006) reported that teachers in junior high school have a high frequency
(70.8%) to use traditional paper-and-pencil tests. However, paper-pencil tests do not
absolutely measure what students have learned in class. Many factors may influence
the outcome of the tests, such as the quality of the tests, time limitations, and the
students’ personal physical condition.
Linn and Gronlund (1995) mentioned the disadvantages of the traditional assessment:

1. Traditional assessment may violate students’ privacy. In a traditional
classroom, teachers are commonly observed that they reveal student’ grades with their
names in front the class, or teachers ask students to raise their hands if they have the
correct answers. Sometimes students are asked to correct their peers test sheets. In this
situation, student feel embarrassed upon their privacy.
2. Traditional assessment may group students and be harmful to their self-esteem.
Students may be afraid of being “labeled” by their teachers on account of the bad
grades. Under these labels, students’ confidence may be shook.
3. Traditional assessment may deepen anxiety and hinder learning. Traditional
assessments mostly provide grades. Theses grades usually represent more or less
meanings for teachers, students and parents. The grades also cause comparison among
students. For this issue, students may be stressed out and increase anxiety.
4. Traditional assessment may be unfair for the highly creative students (p.l3).
Alternative assessment
A movement has been started from traditional assessment towards alternative
assessments. Before 1990’s testing and assessment were in the light of behaviorist
views of cognition and improvement; however, after 1990’s it was suggested that
some alternative ways of testing are brought out to evaluate a person’s performance
(Hancock, 1994). Studies have indicated that instead of having unique mental sections,
innovative individuals use what they already have in more well-organized and flexible
ways. Such individuals are enormously concerned about their activities, their time use,
and the quality of their products (Gardner, 1993). Thus a need for a new assessment
process was created to test the learners.
Chi (2005) mentioned alternative assessment is a movement that reforms
school-based assessment. Alternative assessment is considered a kind of evaluation of
training exercises that the trainee needs to create his/ her response to a problem,
question, or task. Due to the limitations of the traditional assessment, an alternative
assessment was created. Like a kind of activity, alternative assessment can directly
show what students do with languages. It focuses on their strengths more than their
weaknesses. Structures and designs of alternative assessment instruments are different
from those of a traditional test, as well as the way they score or grade. Alternative
assessment is performance based; therefore, the instructors should stress on
meaningful communication on the purpose of language learning. Chen (2003)
mentioned that applying alternative assessment in class, teachers should observe
students’ performance during the process of doing different kinds of tasks, give
appropriate responses to students’ requests and questions, encourage students to write

down their own self-reflection on their work, and finally corporately work with
students on evaluations, such as student self evaluation or peer evaluation. When
alternative assessment is utilized, teachers will monitor their students’ learning
situation and progress.
The characteristics of alternative assessment are as follows Brown and Hudson (1998,
pp. 654-655):
1. It requires students to perform, create, produce, or do something.
2. It is no intrusive in that they extend the day-to-day classroom activities.
3. It allows students to be assessed on what they normally do in class everyday.
4. It focuses on processes as well as products.
5. It provides information about both the strengths and weaknesses of students.
6. It calls upon teachers to perform new instructional and assessment roles.
Likewise, Simonson and others (2000) discuss the several advantages of alternative
assessment. In the first place, they tend to create real life contexts. Teachers teaching
students with these kinds of alternative assessments will surely teach in ways that
focuses on reflection, critical thinking, and personal contribution in one’s own
learning. Learners have opportunities to practice the authentic activities in real-life
situations. These activities allow them to effectively apply their skills into altered real
world associated settings. Second, collaborative working is worthy to be advocated.
Finally, alternative assessments benefit instructors to have a further understanding of
student learning (Winking, 1997). In other words, instead of looking at scores,
checking students’ product will assist instructors to get further insights concerning
students’ knowledge and skills (Niguidila, 1993).
Methodology
Participants
The participants of this study are 120 undergraduate EFL freshman students at one of
universities in central Taiwan. Those participants are non-English major freshman
students whose English proficiency level has been placed in the group of low
intermediate level to intermediate level. Their average age will be 18-20.
Instruments
The questionnaire of multiple assessments on college student English learning
designed by the research is composed of three parts. The first part of the survey
questionnaire elicits basic demographic information, including gender, years in school,
their major, the scores of online English proficiency test. The second part of the
questionnaire is designed to examine how EFL college students perceive the multiple

assessments in English learning. This questionnaire consists of 17 statements,
measuring students’ perception towards the use of multiple assessments such as
traditional test, alternative assessment in the English classroom. The respondents will
be asked to rate each item on a four-point Likert scale ranging from 1 (“strongly
disagree”) to 4 (“strongly agree”). The last part of the questionnaire, consisting of 17
statements aims to seek EFL colleges’ opinions on the multiple teaching in the
English classroom in order to understand which multiple teaching benefits students
most from their English learning. Before the questionnaire is administered and
conducted, the questionnaire will be distributed to 5 senior college students for a pilot
test. Furthermore, the questionnaire will send to several TESOL professionals for a
pilot study to assess its content validity.
Procedure
At the beginning of academic year, participants are asked to take an English
placement test to identify their English proficiency level in order to place them into
appropriate classes. The intermediate-level group freshman English classes are
selected. The study is conducted for the whole semester. Participants’ English abilities
are assessed by the traditional paper-and-pencil tests and diverse alternative
assessments. For example, group presentation, online computer assessment and
vocabulary portfolio, performance assessment. At end of the semester, participants are
required to complete the questionnaire, including their personal information, general
attitude towards multiple teaching instructions in the English class, and their
perception towards multiple assessments of their English learning.
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The Verb Prohibit and its Complementation in Early Modern English:
A Historical Survey

The present paper discusses the historical development of the verb prohibit and in
particular, highlights the shift of its complementation patterns in early Modern English.
Iyeiri (2010) shows the overall development of this verb in Modern English by
exploring the quotation base of the Oxford English Dictionary. She shows that prohibit
was in the past followed by that-clauses and to-infinitives but that it is now more or less
constantly followed by gerunds, quite often preceded by the preposition from. The
present study investigates the newly-compiled corpus, the Early Modern English Prose
Selections (EMEPS) (see Iyeiri 2011 for details), and sees if the overall development
described by Iyeiri (2010) is applicable to this early Modern English database. The
method employed is essentially a variationist one, which assumes that the gradual
change of complementation patterns is observable in the form of changing frequencies.
More specifically, the frequency of that-clauses becomes lower and lower in the early
Modern English period, while the use of to-infinitives expands. The second stage will
then be represented by the decrease of to-infinitives and the expansion of gerunds. The
introduction of the preposition from is supposed to be a feature in late Modern English,
but it is interesting to see if the beginning part of the development is visible in the latest
part of EMEPS. Finally, the present paper will also discuss the usability of EMEPS, as it
is still a new corpus and needs confirmation as to its appropriateness for linguistic
research. This is the second and additional aim of the present paper.
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The Basic Function of Film Music
by Dr. Richard Trombley
This is the fifth chapter of my current book on film
music: Ears Wide Shut. Chapters I, II, and III have already
been presented at the International Conference on the Arts
and Humanities in Hawaii. The five chapters include:

I. The Fate of Art Music at the End of the Century,
in which it is suggested that art music has been dying
a slow death since 1950, and film is shown as the major
form to still incorporate it.
II. A Serious Look at Film Music, in which the most
important film composers and their scores are
discussed.
III. A Critical Look at Film Criticism, in which it is
suggested that the vast majority of film critics lack a
fundamental understanding of the part that music
plays in film.
IV. 34 Films that Received Two or More Awards for
the Best Score of the Year, from: The Academy
Awards, The Golden Globe Awards, and The British
Academy of Film and Television Arts. Also included
here are many important scores that were simply
overlooked.

V. The Function of Film Music, in which many
examples are given, showing the various uses of music
in film.
VI. The Best of the Best, including 30 full length
analyses of films that combined drama, photography,
and music in a highly successful way.
Due to its often subliminal reception, the film score
is typically unobserved by most viewers (and reviewers).
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Abstract

English has become a required subject for Taiwanese primary school pupils since
the Ministry of Education in Taiwan implemented the new curriculum for the
nine-year compulsory education in 2001. However, some issues remained the
topics for heated debates such as the urban/rural divide, the hiring and evaluation
of native English speaking teachers, the parental pressure on both students and
teachers, and so forth. In light of these issues, the current researcher thus set out to
explore Taiwanese primary school teachers’ perspectives of the English education
in Taiwan. A custom-made questionnaire was administered to a total of 30 primary
school teachers in Taiwan and their responses were analyzed mainly quantitatively,
giving rise to four major findings. First, the teachers endorsed teaching English to
students when they were in the first grade. Second, they indicated that adopting
multiple forms of assessment posed a great difficulty for them mainly because of
the large number of students in a class. Third, they asserted that the supplementary
materials and textbooks could use some improvement. Lastly, they recommended
holding workshops on the design of innovative teaching methods and/or materials.
These findings combined to pinpoint the fact that the implementation of new

curriculum has still much room for improvement. Based on these findings, the
current researcher proposes implications for policy makers, school administrators,
and English teachers in Taiwan.

Who Was Shakespeare? Authorship Question 101
Abstract:
The publication of the First Folio in 1623 firmly established William Shakespeare as the “Soul of the
Age,” arguably the greatest writer in the English language, perhaps any language. But was he? Was
The Bard the man from Stratford? Professor Sallie DelVecchio presents the case against the Stratford
lad by considering the challengers and challenges to his claim, and the reasons for those challenges.
From the beginning, even during Shakespeare’s tenure as the leading playwright in London, some of his
contemporaries doubted his ability to produce such masterful works. Ben Jonson and Robert Greene
lambasted him in separate works, even accusing him of stealing the plays. But why? Was there a
question even then? The name William Shakespeare shows up on many of the plays, so didn’t he write
them?
This literary whodunit has captured the imagination of some of the greatest writers and thinkers—and
actors—of the last four centuries. Sigmund Freud, Henry James, Charles Dickens, Ralph Waldo
Emerson, Mark Twain, Derek Jacobi, Jeremy Irons are among the many who have questioned the
identity of The Bard. But why question his identity? Why is there a question and when did it
originate? To arrive at the answers to those questions, we’ll examine a few others: What do we know
of the man from Stratford? What did his contemporaries think of him? What didn’t he leave behind in
his will (yes, an important question)? What was the basic knowledge needed to produce the canon?
There are other questions as well that we’ll consider. Once we’ve answered these questions
(questions, questions, questions), we will look at some of his contemporaries, authors who might have
penned the works. This is a storied group—Marlowe, Bacon, Oxford, North, the Countess of
Pembroke—all of whom seem to have a better claim. The Stratford fellow may indeed have been The
Bard, and his candidacy will receive the same consideration as the others.
Through Q and A and a PowerPoint presentation, each question is answered with a lot of facts, a bit of
speculation—and a “groatsworth” of humor. Ms. DelVecchio has been on a quest to answer the
authorship question for herself and has researched the issue extensively. She shares that research and
provides sources for further study.
To be or not to be Shakespeare. THAT is the question.

Seni Pencak Silat: Utilizing the Malay Warrior Arts As a Method for Actor
Training in Malaysia.
Abstract
The Malay martial art of seni pencak silat (after this referred as silat) is an important
source of traditional acting technique. During the colonial period and post-colonial
modernization, Western models of theatre replaced traditional performance and the
physical technique of theatre was largely modeled upon Western acting: the importance
of the text ascended and realistic representation of life predominated. This resulted in
adopting psychological acting styles and neglect of the martial tradition as a significant
resource for actor training. Understanding the Malay art clarify the underpinnings of
Malay traditional performances. Though I will look at at silat as a whole, in my
conclusion I will point out the use and implication of this art in actor training. Hopefully
this then will help illuminate why I feel it necessary to return to it as a base if Malaysia is
to have its own acting method for the training of actors. The rational for revival of
pencak silat as actor training is based on its vital position in the productions of
bangsawan, (Malay Opera), purbawara (history play) and the experimental plays of
Malaysia’s National Laureate Noordin Hassan and National Artist Syed Alwi.

Introduction
One Malay theatre genre that uses the pan-Malay martial art pencak silat (hereafter, silat)
extensively is bangsawan, an operatic theatre form, popular in Malaysia and Indonesia, which
started in 1885 and reached its peak between 1920 and 1935 (see Tan Sooi Beng 1993).
According to Ghulam Sarwar (1994: 14), bangsawan was transitional genre from the older
theatres like wayang siam and mak yong that were performed on improvised stages in the open
air, by performers who might be farmers during the day, with the audience attending for free,
since a patron sponsored. In contrast, bangsawan pioneered modern elements: the prosceniumarch indoor theatre with its strict actor-audience division, salaried performers, and paying
audiences. The flash and excitement that drew enthusiastic audiences to bangsawan was
indebted to the strong movement and dramatic fight sequences, which were high points of the
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presentations. The principle roles—hero and warriors—demanded actors proficient in silat.
Famous actors like Pak Alias and Rahman B. (directors and owners troupes), and Mohamed June
(famous film actor) were all proficient in silat. Adventures of real or imaginary heroes were a
major part of the traditional bangsawan repertoire. Popular narratives include Admiral Bentan
(Laksmana Bentan), The Admiral Was Murdered (Laksmana Mati Di Bunuh), and Jula Juli The
Three Stars (Jula Juli Bintang Tiga): all require extensive displays of fighting skill. Silat was a
core skill of pre-World War II Malaysian performers.
Even today some noted actors of stage and media continue to have silat backgrounds, and
are better actors for it. As an example, the TV series of Pendekar Kundur (Kundur the Warrior)
in the l970’s, lead acted by Emma Manan was a popular hit. The acting was superb and the
execution of fighting scenes, excellent. The actors physical skills, concentration, and convincing
and lively moves, were due to their training in silat.
While the examples I have just given of how silat has served artists comes from twentieth
century bangsawan and modern media, I could also have chosen many other Malay genres: silat
moves are also seen in the traditional theatres of mak yong (a dance drama of Kelantan), mek
mulung (a dance drama of Wang Tepus, Kedah), main puteri (a healing theatre of Terengganu),
dabus (a dance ritual of Perak where performers stab themselves with awls but are not injured)
and especially randai, a dance theatre form of the Minangkebau people (also found in Negeri
Sembilan).
Elements of the martial dance are also found in the movement repertoire of traditional
dances, including zapin (a dance popular in Johor that has Persian influences), and asli (the
‘original’, forerunner of the basic genre of Malay traditional dance). The aesthetic that informs
these dances may derive from practical applications of the martial arts. The use of hand with the
curving wrist turns would allow for capturing and deft twisting of the opponent’s hand. The wide
sweeping flourishes of arms would deflect attackers from the dancer’s body core. The open and
balanced stance of the legs (kuda-kuda) or low to the ground movements through space
developed to help the fighter in silat may have been borrowed by these dances.
Therefore, until the development of modern drama in the 1960s, the basic mode of actor training
and movement—be it traditional theatres and dances or the more transitional forms of
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bangsawan or sandiwara—required actors proficient in silat. Most stories had frequent fight
sequences, which involved the use of Malay weapons like the kris (dagger) or other weapons
(kerambit, badik) in silat style.
Even modern experimental plays written in the late twentieth century sometimes use silat;
for example the plays of Noordin Hassan (National Laurete), such as It Is Not The Tall Grass
That Is Blown by The Wind (Bukan Lalang Di Tiup Angin, 1970), and Children of the Soil (Anak
Tanjung, l992) and National Artist Syed Alwi’s plays—Tok Perak (performed 1975, 1977) and
Sang Puteri (The Princess, 1978), both named after the featured characters—require actors who
are silat exponents.

For the actor of the past, besides supplying the style of fighting, silat traditionally provided
the basic physical training of an actor. I will argue below that this resulted in focus,
understanding, and a certain aesthetic that informed the traditional Malay theatre, which can be
as relevant in the preparation of an actor today as it has been in the past.
To understand the theatre training of the past, that I as a practitioner of both silat and
contemporary Malay theatre espouse as the sine qua non for revitalizing the theatre of the
present, it is necessary to 1) explain what is silat; 2) show how it has been used as the basis for a
philosophy of performance; and 3) explain the uses of the art at present as a source of actor
training. In my own work, I combine silat forms I have studied, which include Kuntau Harimau
Jawa (Javanese Tiger in Chinese Style), Silat Gayong Fatani (Fatani Silat Gayong), Silat Lok
Sembilan (The Nine Wave Silat), and Kuntau Melaka (Malaccan Kuntau) styles of silat and the
teaching of my Gurus (Wak Karto, Anuar Wahab, Azlan Ghanie, and Pak Mat Samurai) as well
as my reading, informs the discussion.
History and Practice
The interrelationships of theatre and the local fighting tradition are widespread in popular
theatres in Asia that were developed in the pre- to early modern period. Jingju (Beijing opera)
draws on wushu (Chinese martial traditions) and has prominent roles for wu (martial) characters,
whether female or male. Kabuki’s tachimawari (fighting technique) draws on bushido (martial
arts practice) of the Tokugawa era. Indian kathakali draws on kalaripayattu for stance and
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training. In the same way that fencing was a needed technique for the European actor until the
realist revolution of the late nineteenth century, martial arts were part of actor training in Asia.
The advent of modern realist drama in Malaysia brought in psychological acting influenced
by Stanislavski and other masters around the globe. But in contemporary Western actor training
and in some areas of Asia there has been a strong move from the mid-twentieth century to return
acting to physical roots. An important strand of this movement-based training has included
martial arts and many turn to Asian genres for inspiration.
Robert Dillon, writes that “since the sixties the notion of ‘martial arts for actors’ has gone
from being alternative in every sense of the word to being mainstream” (1999: 1). Dillon goes on
to suggest that martial systems can be integrated into actor training or stage combat programs,
but with careful adaptation and modification (p. 2). Paul Turse (2003) discusses the similarities
between martial arts (here karate) and acting, drawing parallels between the preparation of a
kabuki actor with how a modern actor prepares himself by using Stanislavsky’s system or
method acting. Edwin Wilson, in his introductory text, The Theatre Experience, specifically
discusses tai chi in some depth and mentions “martial arts” as actor training tools (1998: 119121). David Boushey (1999) reported that Asian martial arts would be introduced during the
Summer 1999 National Stage Combat Workshop. Many Western practitioners and trainers have
turned to specific Asian martial genres as a way of actor development. Craig Turner talks about
techniques, principles, and belief systems of aikido and tai chi chuan, showing they have much in
common with the art of acting and feels martial arts training can provide a useful and powerful
variation in the attempt to develop more flexible and responsive actors. (2010: 2).
Richard Nichols who has trained in Japanese and Korean theatre compares martial
arts outcomes to actor training outcomes. His article lists commonly held goals for each:
“Development of focus: staying in the moment, the ’here and now’; placement of images; focus
of energy and economy in action/gesture; playing one action at a time; unification of mind and
body; appreciation and development of discipline” (1991: 44). Phillip Zarrilli, who has
specialized in South Indian theatre, in his introduction to Asian Martial Arts in Actor Training,
discusses how martial techniques can be included, offering “four ways of integrating Asian
martial arts into training process:”
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1.Students are immersed in long-term study of one or more martial disciplines.
2. Selected exercises from one or more martial arts are integrated into a comprehensive
program of acting/movement training.
3. A teacher trained in martial arts uses his own experience as an inspiration or taking-off
point for his own teaching, allowing it to influence how he attempts to approach and solve
acting/movement problems.
4. The student is advised to seek martial arts training under a master outside of the
prescribed course of study in acting/movement. (Zarrilli 1993: 16)
Similar patterns of ongoing training were the norm in Malay martial arts and affected
theatre in the past. Silat was once an art of war, with roots in the Malay world. It was part of the
education of all young men, and was an integral part of a boy’s path to manhood. Silat can
strengthen self-awareness, self-discipline, integrity, responsibility, loyalty and cooperation
amongst its practitioners. When taught by a qualified teacher, it offers an opportunity for
students to develop physically, mentally, morally and spiritually.
Since it was used in Malay theatre until the 1960s before the rise of Western training that
focused on Stansislavi’s techniques, ideas of Brecht, or more recently biomechanics of
Meyerhold, I merely call for a return. The Malay martial art helps clarify the underpinnings of
Malay traditional performance and prepare the future. Though the next section will look at silat
as a whole, in my conclusion I will point out what the use of this art implied for acting and
illuminate why I believe it can give Malaysia its own method of training actors.
Pencak Silat
Seni pencak silat is the martial art of the Malay speakers of Mainland Southeast Asia and the
Indonesian archipelago. Seni means “beauty” or “knowledge”, pencak denotes trained body
movements, and silat carries the meaning of a fighting situation. I therefore translate the term as
“the beauty or knowledge of the trained body in fighting”. Seni pencak silat is the Malay art of
self-defense. Warriors were trained in silat to defend the early Malay kingdoms of Langkasuka
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(1 AD), Champa (2 AD), Srivijaya (7 AD), Majapahit (1200 AD) and Melaka (1400 AD) (Abd.
Rahman: 2008: 9).8 Silat is no mere skill, but focused instead on molding individual human
qualities. Besides mastering its techniques and physical skills, a pesilat (practitioner) is also
expected to develop the “inner self”, a process which involves learning about strengthening one’s
soul, the faithfulness of one’s heart, and controlling one’s emotions (see O’ong 1995: 1)
Silat Styles
The basics of all styles are similar in their kuda-kuda (horse stance), tumbuk (punches),
tendang (kicks), kunci (locks), and tepis (deflections). The main differences are between “hard”
and “soft” styles, with the former more aimed toward fighting and the latter toward dance.
Another way of dividing the styles is based on which of the four elements they feature. Angin
(wind) styles are known for immobility or seeking stillness within poses (represented by Silat
Cekak), tanah (earth) silat styles emphasize stances and dance poses (represented by the Silat
Sendeng), api (fire) styles highlight expressiveness and punches (represented by the flashy Silat
Gayong), and air (water) styles play with shifting balances (represented by Silat Lok 9). But
even beyond this are hundreds of styles of silat based on their places of origin. For example,
Kuntau styles such as Pukulan Mersing, Gayang Lima, and Lian Padukan are said to be derived
from China.
The silat styles with the most adherents in contemporary Malaysia are Silat Cekak, Silat
Sendeng, Silat Gayong Fatani, and Silat Lok 9. Silat Cekak boastfully declares that they are the
“hard” style without any dances. Silat Lok 9 humbly accepts that they are a “soft” style and
emphasize dance display, Meanwhile Silat Gayong Fatani and Silat Sendeng claim that they
include both the “hard” and the “soft’ styles. Other schools adopt variations of these styles, or are
derived from the Indonesian silat.
This Malay art is passed via the oral tradition and practice from generation to generation. It
teaches ideas which are important to Malay culture and which informed Malay arts. In my
analysis, central teachings of silat are 1) a philosophy of living through the cycle, 2) being in the
moment, and 3) oral and/or secret transmission. Later, I will argue that these ideas should be part
of development of a strong contemporary Malaysian actor, giving depth and resonance to
performance.
6

Philosophy of Living through the Cycle
Silat, according to the gurus, is more than for a self-defense system: education in silat
develops skills needed to become truly human and live to the fullest as one moves through the
cycle of life. As an example I will share the views of my own guru, Wak Karto, who had been
teaching silat in Pontian, Johore, since 1950’s.
Dalam silat, kita mesti teroka siapa kita dan apa yang membuat kita manusia
atau insan. Jadi kita musti cari kekuatan sendiri, yang berupa tersurat dan
tersirat.
(In silat, one is expected to explore what is it that makes him or her human and
discover his or her individual power, which is both physical and metaphysical).
Hence, silat is a lifelong development of a character and identity, learning of one’s
strength and weaknesses. The training of boys (who predominate) and girls begins in youth and
extends through old age. One begins weak, gains strength entering adulthood, and later declines.
One learns the natural human cycle. But experience and maturity provide strategies and tactics
that compensate for the decline of physical strength. I have elsewhere noted that my teacher,
Wak Karto, taught me, “The silat exponent learns to benefit from the advantages of having
everything and having nothing. We started life with nothing, yet we manage to make use of
everything in our daily life to survive. We also must realize that we came to this world with
nothing and we will leave also with nothing, leaving everything” (Zainal Abidin 2007: 21). This
idea of lifelong learning with response to change is valuable for a performer who must
understand that his or her artistry will go through different phases, but training must always
continue and helps us understand the absolutes of birth and death that form our life borders.
Being In The Moment
Silat also functions to equip the exponent with an appropriate weltanschauung for living in
the moment. One assumes nothing and accepts all eventualities with modesty. When one leaves
the house, each step must be taken without ego and with love and compassion, so that no one
will harbor ill-will or attack. Silat helps the practitioner to avoid pitfalls, and be prepared for any
unexpected eventualities. This humility and acceptance keeps the practitioner in the moment and
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ready to encounter each new experience or energy. So must the actor, as he enters the stage,
carry an openness and responsiveness to all he meets in the performance.
Oral and Secret Transmission
Malay martial arts exist primarily as an oral tradition. This contrasts with the Japanese or
Chinese martial traditions, which—at least in the last fifty years—have been significantly
documented. Knowledge about silat is handed down from guru to student by word of mouth. In a
number of cases the teaching given to one student may only be partial or differ from that given to
another, even if the two students are of the same school. The teacher will study to have “insight”
about each student’s characteristics and will then impart the knowledge according to each
student’s capability and personality. Therefore it is quite impossible to find any consensus in
terminologies, techniques, or even origin stories of silat. Sometimes, the teacher will only impart
the “real” knowledge to his descendant or his favorite “trusted” student.
This prompts the student to be active in his learning and construct for himself from the
pieces of knowledge a whole that is both shared with others of the same school or style and, yet,
uniquely his or her own. This style of teaching and learning, I will argue has benefits in
performer development. Thus silat is a genre which creates a philosophy of continuing growth
for the performer, that demands absolute availability to what is encountered in the moment, and
passes through secret, oral lines from teacher to student. Acting and the teaching of acting share
many of these features of embodied and personalized transmission.

Silat As A Method for Acting: A Manifesto with Martial Arts Characteristics
Though my efforts to integrate silat in actor training based on Malay culture have not
always been understood by some of my peers, I think my project is important and has some
similarities to what Indian modern artists were trying to do with the “Theatre of Roots”
movement (see Erin Mee: 2008) or Suzuki Tadashi (1986) or the makers of butoh, were trying to
do in Japan as they sought indigenous sources for their work in the post World War II era. While
my development of a new training system is only partially done, I offer it as a model of a needed
process of decolonization of the way actors approach their art in a Malaysian context.
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Beginnings
While at the University of Hawaii where I did an MA (l977-78), I took an Asian Acting
Technique course, which Professor James Brandon innovated in the curriculum. After some
tastes of nō, kabuki and Suzuki work, we were assigned to invent our own pieces using
techniques and stories from Asian culture. I chose the Malay legend of Hang Tuah, stylized the
vocalization of the dialogue I wrote, and used my silat training which I had learned since 1964.
Royal Shakespeare Company-trained Professor Terrence Knapp saw this performance and asked
me to do sessions of silat for his students, who were rehearsing Romeo and Juliet. I felt honored
and asked him why. He told me that the moves would help agility, grace and grounded-ness:
“stiff” American actors could benefit from a silat workout. When I returned to Malaysia, Belgian
theatre Professor Tone Brulin, who had previously taught at University of Sciences Malaysia
(1972-1975), sent Malay actress Siti Fauziah, who was preparing herself for a l980s tour of her
one-woman show in Europe, back to Malaysia for one week silat intensive session with me.
Those two incidents made me think about the relevance of silat in actor training. Europe
and America were seeking new resources in physical theatre from Asia in these years. Professor
A, C. Scott used tai chi for the Acting I and Acting II classes, at the University of Wisconsin as
early as 1954 (Liu 2011). Professor Phillip Zarrili, UCLA, University of Wisconsin and now at
the University of Essex used the Indian kalaripayattu starting in the late l970s. Professor Andrew
Tsubaki at University of Kansas began using nō-kyōgen in the same period (Swain 2011). Why
were drama institutions in Malaysia not offering silat courses in their curriculum? To my mind,
this maybe due to their “colonial thinking” added to the fact that most of the teachers/directors
did not have any silat training, but were trained instead in Western techniques which focused on
psychology and character analysis. I made up my mind to introduce silat, as a method for the
training of an actor.
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The Struggles
I then discussed with my colleagues at the drama department about the possibility of
introducing silat in the curriculum. I had resistance from the head of department. None-the-less
from then till now, when I taught acting, I incorporated silat movements. Later I had the
opportunity to introduce new courses at Akademi Seni Kebangsaan (the National Academy of
Arts), from 2000 to 2004. I convinced the head drama, Zakaria Ariffin, to let me experiment with
actor-training by using silat in a Movement for the Stage course. Students who joined told me
that they felt more confident when they performed, especially in bangsawan or plays that require
physical activities. Later at UNIMAS ( University Malaysia Sarawak), University of Sabah (with
the support of department head Dr. Andika), UPSI (Sultan Idris Education University), and
University of Malaya, I incorporated silat in various courses. Only at UPSI, the education
university, did I meet resistance—the time needed to refine silat moves had the teachers-to-be up
in arms. But in other sites the material has been well received. I still have a long way to go to
popularize silat as a training method, but feel the work is important to reconstruct Malay identity
in performance. I highlight Malay values and norms in silat.
The resurgence of physical theatre in contemporary Malaysia at present helps in introducing
silat as a method in physical training. I teach secular silat, void of the rituals and mantras that are
frowned upon by clergy in contemporary Malaysia.
Prospectus for a Malay Culture-based Actor Training
I feel it is proper for actors to be trained in a method developed from their culture and belief
systems. Silat, as mentioned earlier, has already been used in the traditional theatres (mak yong,
mek mulung, and randai), transitional theatres (bangsawan and sandiwara), and modern
experimental plays, but current performers lack the skill to present these works well. What is
more silat can be used to perfect the self and being. It can help achieve a balance in which the
physical, psychological, and spiritual all merge in the actor. Silat can form the basis for evolving
a distinct training method for the performer since techniques instill discipline and dedication.
Silat is useful for developing sensitivity towards the body, improving the body’s mechanics and
freeing up the body for a better stage presence
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Among benefits are full body physical training with balance and body control, flexibility,
coordination, kinesthetic awareness, relaxation, and breathwork. This training leads toward
efficiency in movement and improved physical control. This develops self-confidence and actors
face and overcome fear.
In any Western acting syllabus, the components that are involved, include relaxation,
concentration, building awareness, sensitivity training, imagination, and movement training. I am
discussing the Western acting theory here, because the Malay actors are familiar with these
acting styles and usually train in systems from Stanislavsky, Meyerhold, and Brecht. Till now,
there is no acting method or theory based on Malay culture that has been articulated in writing as
I am proposing.
Relaxation
This first step to any physical activity is for the body to eliminate needless tension followed
by a balance between tension and relaxation. The body should then be conditioned for strength,
flexibility and endurance and there should be a development of awareness of the body in the
kinesthetic sense.
This kind of preparation can be found in silat, before the exponent starts. He relaxes his
mind and body, taking a few cleansing breaths of nafas Melayu (Malay breathing), prepares his
mind and body before his first langkah (steps). He then does the tapak 9 (9 Points) exercise,
where he “feels” through the nine targets of the souls. This maneuver will serve to relieve
“wind,” rejuvenate the body, and improve blood circulation in the lower extremities. This work
involves concentration, centering, and heightening awareness—important beginnings for acting.
Awareness of Self
The actor communicates to the audience through his physical sensations, which he creates
for the audience to experience. Thus the actor has to heightened his expressive qualities and must
know the different part of his body, how they function, building body coordination and his sense
of space.
Silat can be used for the training of the actor’s instrument. Through the basic movements of
the kuda-kuda ‘s open leg horse stance in the jurus (moving training exercises). Through the
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movements of tetak (chopping-use of the open palm), tumbuk (punch of clenched fist), kelek
(evading with the turning of the waist), tepis (evading with the wrist, elbow and/or the whole
arm) and tendang (kicks), the actor develops agility and precision of movement.
The actor’s goal is to learn his/her ideal posture and free carriage with correct alignment
over one’s center of gravity. When the body is properly aligned (with the center strongly built)
the actor is ready for any subsequent moves that displace or modify movement for the individual
characterization. Here again, silat movements can be utilized to gain body control, body balance
and body coordination. Different poses of silat are also useful for centering, stretching, shifting
of weight, and actors’ warm-ups. In this context, exercises that are involved include “The
Resting Dragon”, “Warrior’s Sitting”, “Tiger’s Stretch”, and the “Bear’s Slap”. As an example,
the “Resting Dragon” exercise has a multitude of extrapolations. It strengthens the joints from
the waist downwards. It demands discipline, focus, calmness and patience, during the transition
from one pose to another.
Awareness of self allows for growing body co-ordination as the performer moves with ease
and justification. The basic five basic jurus build awareness and the bunga (dance like patterns),
which are taught next, expand aesthetically from the jurus core ideas of hits and blocks. The
mover gains understanding both of his body itself and its changing relationship to the space
around. Next silat pushes the performer into close encounters with others.
Awareness of Other Selves
The actor knows that acting is “reacting”. He reacts with truth to others actors, situations, moods
and feelings. After warm ups in jurus and dance (bunga tari), one practices silat with a partner or
group. The combat technique is most useful in training immediate responsiveness to the other.
Such pairings can also use for the training of concentration, body coordination, precision, reflex
action and agility.
Basic Concepts in Training
In my training I follow standard sequence from silat which starts with the salutation and
then moves through basic stances and patterns (jurus), culminating in dance (bunga tari). I use
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this work as the warm up and acting class and from there might have the class do sparring
exercises or character work on a scene, exploring dialogue while working in pairs.
Sembah (Salutation)
It is important that actors learn to respect their collaborators and the work itself. As a show
of respect, and adab (etiquette) silat practitioners begin and end each practice session by saluting
their teacher, partner and any spectators. The hand gesture used is dependent on style and
lineage. Most silat exponents press the palms together and place them in the middle of the
forehead. This represents the balance of two opposing forces such as light and dark or hard and
soft. The head or upper body is usually bowed as a sign of humility, especially when honoring
the Sultan. The practical purpose of the salute is to trigger the proper state of mind for training or
fighting (and, here, acting). Additionally, it serves as a technique in itself to block attacks aimed
at the face.
Kuda-kuda (Stances)
In Silat, emphasis is on a multi-level fighting stances (sikap pasang), or preset postures
meant to provide the foundation for remaining stable while in motion. The horse stance is the
most essential posture, common to several Asian martial arts and requires an open plié position.
Beginners once had to practice this stance for long periods of time, sometimes hours, but today's
practitioners train until it can be easily held for a few minutes. Stances are taught with langkah
(steps), a set of structured steps called juru.
Jurus (Forms)
Jurus are a series of prearranged whole body-movements, put together in dance-like
patterns of progressive difficulty. Their main function is to pass down style's, techniques and
highly stylized combat applications in an organised manner, as well as being a method of
physical conditioning. They also are used to display the form in public demonstrations. While
demonstrating them, silat practitioners often use the open hand to slap parts of their own body
such the shoulder, elbow, thigh or knee, making the sequence even more dramatic.
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In my training there are five basic jurus, which are like the katas in karate. They are
essential because they make the mover aware of his body, his space and his surroundings. It is
through these jurus that the actor will discover his strengths and weaknesses. Before the actor is
introduced to stage combat, he must master the movements of the jurus, which are also a
preparation for the actor to dance. The first jurus is to train the actor’s first stance (kuda-kuda),
his walk, and his punch. This exercise is good for body posture, and training in groundedness.
The second jurus is to practice the second stance (kuda-kuda dua), his grabbing technique and
his turning movement. This is appropriate for body coordination and agility of the actor. The
third jurus is to introduce the double punch and the evading technique. This is suitable for the
training of imagination and quick reflection. The fourth jurus is to train the actor’s hand
movements in evading and attacking. This exercise is good for speed training and stamina. The
fifth jurus is to introduce the blocking and the kick. Here the actor is training his balance, his
coordination, and accuracy in targeting his opponent.
Tangan (Hands )
Besides the jurus, there are exercises for the arms, hands and wrists. In silat, there is much
turning of the wrist in movements. These exercises are vital for defending and attacking. The
gestures are stylized movements taken from nature and daily activities. These hand movements
can also train the actors to be imaginative, perceptive, and creative. They may be ideas taken
from nature (“The Flower Blooms”, “Spreading the Eagle’s Wings”, “The Elephant’s Trunk”,
“The Snake Moves”, “The Waves”), action of humans (“Pulling the Bow”, “Sharpening the
Sickle (parang)”, “Putting on a Garland”,” The Shuffle”, “Basic Counting”, “Cutting and
Lifting”, “The Warrior Sits”, “Careful Turn”, or “Catching the Fly”), or visual patterns
(“Swastika” or “Full Circle Throw”). These exercises allow imaginative thinking, as well as
physical training, when the actor finds the animal or mimed action in the pattern.
Bunga Tari (Dance)
“Tari Pendekar” (Warrior Dance) can also be used as a training tool for the preparation
of an actor, developing concentration, memorization, agility, versatility, mind-body connection,
”animal energy”, and the concept of “motion in stillness”
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Tari comes in two forms. One is a structured choreography and the second type is a
freestyle form which can created spontaneously. The aesthetic aspect is flower (bunga) or art
(seni). Dances are performed in slow, graceful movements with a strong presentational quality.
The proverbial saying about the dance, loosely translated is: “In the move, there is the dance, In
the dance there is the flower, In the flower there is the fruit. In the fruit there is the punch, and in
the punch there is the crunch”. (Dalam gerak ada tari, dalam tari ada bunga,dalam bunga ada
buah, dalam buah ada pukul, dalam pukul ada isi).
From the poem, one can deduce that the philosophy promotes humbleness and hiding the
deep meaning. The viewer should not fooled by the outer appearance, but one has to think deeply
to understand the real meaning, the subtext, of outward manifestation. So if applied to theatre, it
may mean that the actor (and later audience) must humbly approach the work, realizing that to
understand the underlying meanings of movement and dialogue one must work deep and look
inside. On the stage an actor must be able to come to his work humbly (salutation), combine the
training exercises (built through jurus and hand gestures), cloth the work in art (as he has found
it in the dance), and think on his feet (as he has learned to do in combat exercises). It he does so
he will be wise in his actions and reactions.
Conclusion
Silat, as I have argued, could be used as an acting technique, and as a method for actortraining. For productions such as bangsawan, purbawara, and randai, actors must be proficient
in silat, especially when they are involved in stage combats. For modern and experimental plays,
silat is useful in the training of actors in movement and physicalization. One can also see that
silat can be utilized as a method in the preparation of an actor not only for his role on stage, but
also for his role in life. The actor is more likely to become a better person from his rigorous,
long-term, and discipline in silat training. I would also propose that in the acting programs in
Malaysia, the actor should be trained “through” silat and not “in” silat, in order to be proficient
and versatile.
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Factors in Film Editing
the social network and sensors

Abstract. In social network, we all participate to share what we’ve like, what’ve don’t like by like a
status, a page. If you don’t like it, you hide it or block it. In the world of these graph databases, we
got the relationships and connections among people and the object. The object could be a film, a
product, a philosophical view, anything that is specific enough to own a node to present. In this
paper, I would like to demonstrate the abilities of social network wisdom in the field of film editing.
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Introduction

The film editing nowadays happens to be a director with the film editor, to select what the
director wants. And they tried very hard to fits in the timeframe that allowed for a cinema
play. (Normally around 105 minutes). In the film industry, no matter how the VFX improved.
The editing processes are still stick to few key-person with many more technical staffs. The
chain to produce a film has not changed much. Therefore, I predict there is a factor that would
change the film industry in the production level very soon.
We are human. we perceive and interpret things differently. I could have imagined how the
cinema works in few decades in the future. First of all, the computer will sort out your favorite director, and you are going to select few of those, and the film starts to play. And what the
computer does is, it calculates how likely you are going to like a scene, the prerecorded editing script act as the music notation of film. And your film will be called “Film Title >
(Woody Allen, Stanley Kubrick, Friends whom got similar interest with me, localized in
Hong Kong)”. It’s a unique cut which is dedicated for your own interest. It’s like a formula of
a film, where the chemistry works the best.

2

The framework

2.1

Accessibilities

Here, I want to show how the profile builds to improve the quality of the cut. Tom, a ten years
old boy. It’s his first film in theatre, he got no preference whatsoever. On the screen, we got
the most popular cuts, which you may call it recommended cut since we got no information
about Tom in the Graph database. So you may ask how the system knows what’s the popular
cut? First of all, the system captures the audience’s brainwave and heartbeat rapidly, and
overtime, the computer gathers up enough information of which cuts works the best. The system learns from the viewers. The query will looked something like this
SELECT film_title FROM HongKong WHERE popular AND censor_data(heart, brainwave)

2.2

Segmentation – the state of the Art

What it means by popular is a factor that analyze with a massive data of audience feedback in
a particular geographical region which hopefully shares the very similar cultural background.
So that Tom finished his first film, he starts to build up his very own profile on the Graph
database. Tom get to know many friends in school, and they starts to connect with them in the
social Graph. And the computer knows that Toms wants to get involved in his friends, he
would like to know what their friends like, which friends shares the similar interest with Tom.
And gradually, the computer learns the pattern of Tom and his friends. Next time Tom visit
the theatre, the queries performed like this.
SELECT film_title FROM (friends IN HongKong) WHERE sharing_simular_interest AND
censor_data(heart, brainwave)
As you may see his friend will do the cut proportionally, and it also includes the geographical
factors and Tom’s previous feedback captured in the censor. The proportion of the film are
calculate with many factors using the existing resource captured and real time data. Real time
data including the trend of the user emotion. Give an example that 70% of the audience think

the climax is on the 90 minutes of the film, and if we could get such kind of line of emotional
change during the film. We could provide real time feedback in advance even if the audience
haven’t even reach the scene.
After adding those factors, our query is convincing and normalized from the sensors and social media profiles. But the learning still in process, since the effect of fine tuning is a key
part of the system. You may wonder the quality of the film could be very low if we don’t
have enough data. Therefore, an initialize procedure kicks in, we invite the best cinematographers, film reviewers (we called it Pro) to join the initialize process. It act as a base of the data,
the proportion could be adjusted. The computer adjusts the proportion of the data used in calculation. Here’s how the computer adjust the proportion during the film rolling.

2.3

Appendix of the existences

This experiment not only changing the way we enjoy the film, it do have critical impact on
the film on-demand services, like iTunes, Netflix and YouTube.
WITH Citizen (ID) AS
(SELECT AVG (Satification)
FROM sensors.brain
GROUP BY CitizenID)
SELECT Film.*,
FROM sensors.brain INNER JOIN facebook.friends ON my.interest3D=friend.interest3D
WHERE Film.director IN
(SELECT Director FROM Favourite ORDER BY Impact DESC)
Since all we know that we didn’t pay as much attention while we watch film on internet,
comparing in theatre with your family, friends. Since we got the mouse on hands, we don’t
necessary to pay full attention on the film. While we get used to watch the online video normally length 30 seconds to 10 minute, it will shorten our patient to keep watching the film
even if we paid for it.
Case 1.

0 minutes (70% Pro, 30% Social) = 0.5/1 satisfaction
10 minutes (60% Pro, 40% Social) = 0.1/1 satisfaction
20 minutes (80% Pro, 20% Social) = 0.6/1 satisfaction
30 minutes (90% Pro, 10% Social) = 0.9/1 satisfaction
Result: the Pro data are useful
Case 2.

0 minutes (70% Pro, 30% Social) = 0.3/1 satisfaction
10 minutes (60% Pro, 40% Social) = 0.4/1 satisfaction
20 minutes (50% Pro, 50% Social) = 0.6/1 satisfaction
30 minutes (40% Pro, 60% Social) = 0.9/1 satisfaction
Result: the Social data are slightly more useful

In this case, we are not able to deploy sensors, but the cursor movements. We are able to collect the user’s mouse movement, the distance in pixel between the user cursors to the close
button. With all of that gesture would means that how likely the user will quit the film while
watching it. If the user does quit, it means the recommendation system fails, and it gives the
user negative experience and not purchase a film again. I would like to rephrase that this is
very important for returning customers, since they are the people who still protecting the industry from internet piracy. They are paying not because they don’t know the ways to get a
illegal copy, they paid for quality and respect. If we could offer the best recommendation and
make the film viewing on small screen on desktop more pleasant, they will come back for
another film purchase. In a chance, they might share it with their friends, friends of friends.
It’s relying on the word of mouth.
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African History on Film: A Bridge between Generations
by
Martine Boumtje
Southern Arkansas University
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Abstract: Looking at the film production in Francophone Sub-Saharan Africa in recent years, it is
noticeable that the subject of African history has commended the attention of a growing number
of films by well-established and newer film directors such as Ousmane Sembene, Dani Kouyaté,
Jean-Marie Teno, Med Hondo, Gaston Kaboré, Omar Sissoko, Gnoan M’Bala, Issa Serge Coelo,
Monique Phoba, Souleymane Cissé, to cite just a few. The aim of this study is to question the
relevance of the past in a postcolonial and modern context in the filmmakers’ attempt to fill a
trans-generational as well as a trans-national gap. The main objective of the study will be to
investigate the complex relationships between the past (pre-colonial/colonial), the present
(post/neo-colonial), and the future through the interaction of space and time. This approach will
allow us to look at different trends and tendencies observed in “historical” films by selected
filmmakers from Burkina Faso, Cameroon, Chad, Democratic Republic of the Congo, Ivory
Coast, Mauritania, and Senegal, as they try to imagine and create alternatives in order to bridge
past, present and future generations across the nations. We will investigate some of the historical
events chosen by filmmakers, and their meanings in their attempt to re-invent a continent torn
between the altered past and the challenges of globalization. The study will closely examine
both the themes / issues dissected in the stories, and the form (or construction) of the films in
order to understand what aesthetic, cultural, political, and social goals motivate Francophone
African filmmakers today.
The concept of “historical” film may raise a lot of questions among scholars who emphasize the
fictional character of feature films, just like in any written or oral work of fiction. When looking
at the films, what is usually forgotten in such accounts is that fiction has the power to shape ideas
and influence actions in real life. Therefore, it is a mistake not to recognize that film is perhaps
the chief carrier of historical messages in contemporary culture. Film directors, like writers of
fiction, have every right to rewrite the past as well as the present, based on their experiences and
emotions. In order to make their audience empathize with their heroes, reject their villains, or
experience ambiguity, directors of such films may argue that what matters “is not factual
accuracy but the significance of events, and they may claim artistic license to influence the
audience more effectively. Historical films offer "a legitimate way of doing history--of
representing, interpreting, thinking about and making meaning" (Gugler 69). Rosenstone
suggests that a historical film, like any work of written, graphic, or oral history, is part of a body

2

of preexisting knowledge and debate. In his article: “Visions of the Past” (1998), Rosenstone
argues that:
To be considered “historical”, rather than just a costume drama that uses the past as an
exotic setting for romance and adventure, a film must engage, directly or obliquely, the
issues, ideas, data, and arguments of the ongoing discourse of history. Like the book, the
historical film cannot exist in a state of historical innocence, cannot indulge in capricious
invention, cannot ignore the findings and assertions and arguments of what we already
know from other sources. Like any work of history, a film must be judged in terms of the
knowledge of the past that we already possess. Like any work of history, it must situate
itself within a body of other works, the ongoing (multimedia) debate over the importance
of events and the meaning of the past. (42-43)
This perception of historical film helps define the scope of our study looking at the relationship
between history and image. It will be best to look at the recorded images in order to determine
whether the filmed history can be measured up to the written history in selected films by
Francophone African filmmakers. This approach will also allow us to go beyond the traditional
views that define films as texts reflecting their specific cultural contexts. Images convey ideas
and information that lie beyond words and may be used as a serious vehicle for thinking about
our relationship with the past.The connection between history and film brings us to a wide range
of films based on recorded facts and their meanings. It also provides a way of thinking
historically. Such films like Abanggaman (M’Bala), Afrique, je te Plumerai, Le malentendu
colonial(Teno),Daresalam (Coelo), Emitai, Camp de Thiaroye, Ceddo (Sembene), Keita: the
Heritage of the Griot (Kouyaté), Pièces d’identités (Ngangura), Sarraounia (Hondo), Un Rêve
d’indépendance (Phoba), among others, convey facts, make arguments, and bring the past to life.
African history is created or re/invented in these films, using facts from archives, personal and
popular memories, tourist sites, televisions, or museums, in order to explain emergent conditions
in their societies.
It seems impossible to ignore the prominent place accorded to memory and history in the search
for and construction of identity in postcolonial Francophone Africa. Knowing less or almost
nothing of their future, filmmakers see films as a powerful tool that helps them put together a
collection of documented and undocumented facts in their effort to organize and give meaning to
the past and present. To clarify this choice of perspective, the Tunisian filmmaker Nouri Bouzid
(1996), explains: “We are in the presence of men and women at the crossroads of lost paths, but
with the knowledge of their past. They know nothing of the future; they only have a past. They
are very often searching for an identity” (52-53).
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Beyond “Wood is Warm”: Exploring the Psychology of Interior Finish Materials
Shapes, sizes, adjacencies, orientation and alignment are just a few of the many considerations to take
into account when designing the built environment. Every decision a designer makes has the power to
influence the users of their spaces in subtle, yet powerful ways.
Some rooms encourage lingering, while others motivate individuals to move quickly on their way. How
can retail displays increase sales? In what way can workplace design promote productivity? Through a
careful examination and application of the principles inherent in the study of environmental psychology
these questions and more can be answered.
Much research has been conducted in this field on the effect of color on human behavior. Multiple
studies have determined that colors can aid designers in all of the situations listed above. Color does not
always dominate our designs however, and often the materiality of interior finishes, rather than hue, is
the priority in modern design.
Far less research has been focused on how materiality affects a user’s mood, energy levels or
engagement in a space. To this end, a survey of more than 200 individuals nationwide was conducted
featuring images of materials to determine words, emotions and building types associated with each.
Multiple images of concrete, masonry, wood, metals, glass (clear and colored) and plastic were used in
each question to eliminate color as a factor.
Existing data on each material was examined and weighed against the outcomes of the survey, resulting
in evidence that may be utilized by designers and architects to provide a valid understanding of how
their material selections can influence the behavior of users in their designs.
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ABSTRACT
This presentation introduces the extraordinary story of the first “official” diplomatic mission to
Europe known as the Keichō Mission to Europe and Hasekura Tsunenaga. On October 28,
1613, Date Masamune dispatched a diplomatic mission to visit the king of Spain and Pope Paul
V, headed by Hasekura Rokuemon Tsunenaga, retainer of the Date clan, and Friar Luis Sotelo, a
Spanish priest in the Franciscan order who helped organize the mission and assumed the role as
ambassador, interpreter, and advisor to Hasekura. The Keichō Mission is considered “one the
most remarkable episodes connected with the political and religious history of this period”

Hasekura Rokuemon Tsunega and
Friar Luis Sotelo’s Diplomatic Mission to Spain

During the Tokugawa Shogunate
by
Dr. Ikuko Torimoto
St. Norbert College
At the Sendai City Museum in Sendai, Japan, visitors can enjoy a permanent exhibition on
the History of the Japanese Exploration of the Western World. According to the Sendai City
museum’s publication titled Date Masamune and Hasekura Tsunenaga, Date Masamune
(1567-1636) was born in Yonezawa castle in the province of Dewa, in present-day Yamagata
Prefecture in 1567, as the eldest son of Date Terumune (1543-1584), head of the Date Clan of
Mutsu Province, Yonezawa. When his father was killed in 1584, he succeeded him as lord of
the domain, at the age of eighteen and became the founder of the Sendai Domain.
Masamune was born during the late Sengoku-jidai, period also known as the “Age of Warring
States” (1467-1600), when the Muromachi shogunate gradually lost its central authority because
provincial officials had organized local warriors into armies run by feudal barons known as
daimyō. The upheaval in social, political and economic centers throughout Japan, and the rise
of regional daimyō, accompanied by military conflicts among prominent daimyō, was a
distinctive feature of the Sengoku-jidai. Masamune lived through this chaotic era and became
one of the powerful daimyō in the Tokugawa regime.
Here, I would like to introduce a brief history of early modern period of Japan to show how
Date Masamune dispatched a remarkable and ambitious adventure mission known as the Keichō
Mission to Spain and Rome, which was the first official diplomatic mission in the history of the
Japanese exploration of the Western world.
After the death of Toytotomi Hideyoshi, Date Masamune allied with the Tokugawa Ieyasu of

the Eastern Army at the Battle of Sekigahara. In 1600, Masamune began building Aoba Castle
in Sendai, Miyagi Prefecture, and on April 1601, he moved into the castle and started laying the
groundwork of a castle town, becoming the first lord of Sendai Domain. Masamune was known
to have a great interest in Western culture and civilization and foreign trade, including
Christianity. He was a progressive thinker who promoted foreign trade and encouraged
missionaries to come to his region to preach Christianity. It is interesting to note that Date
Masamune’s name appears in many books written on the early history of Christianity in Japan,
published in several European languages.
According to the exhibition the Keichō Mission to Europe and Hasekura Tsunenaga in the
Sendai City Museum, one of the Masamune's greatest contributions was funding and initiating
Japan's journeys of exploration and diplomacy to far away places across the Pacific Ocean and
onto Europe. It is remarkable that the Keichō Mission to Europe, which received the Tokugawa
shogunate’s authorization, considered as the first “official” diplomatic mission to Europe.
However, it was around the same time when the incident of the Okamoto Daihachi occurred, and
Tokugawa Ieyasu proclaimed the prohibition of the preaching of Christianity, as if it was
doomed to fail the purpose of mission.
On October 28, 1613, Date Masamune dispatched a diplomatic mission to visit the king of
Spain and Pope Paul V, headed by Hasekura Rokuemon Tsunenaga (1571-1622), retainer of the
Date clan, and Friar Luis Sotelo (1574-1624), a Spanish priest in the Franciscan order who
helped organize the mission and assumed the role as ambassador, interpreter, and advisor to
Hasekura.

Otis Cary states in his book titled A History of Christianity in Japan, the Keichō

Mission is considered “one the most remarkable episodes connected with the political and

religious history of this period” (Otis 167). The First chapter of The History of Sendai-city (the
8th special edition): The Keichō Mission to Europe, begins with an excerpt from an Italian
historian’s personal recollections: Scipione Amati Romano had accompanied the Keichō Mission
from Madrid to Roma, serving as interpreter. He dedicated the book to Pope Paul V, and gave it
the title Historia Del Regno Di VoxV Del Giapone, Dell’Antichita, Nobilta, E Valore Del Svo Re
SidateMasamvne, Delli Favori, C’ha Fatti (The History of Sendai-city: the Keichō Mission
28-98).
The Franciscan Friar, Luis Sotelo, was sent to the Philippines after Pope Paul V ordered him
to go to Japan to proselytize Japanese. In 1608, he left the Philippines for Japan and arrived in
Uraga, near Edo with other Franciscans. In 1609, the ship, San Francisco was wrecked on the
coast off Chiba, near Edo, but the crew was miraculously rescued. Retired shōgun Ieyasu
welcomed the captain of the ship, Rodrigo de Vivero. Sotelo left Kyoto for Sunpu in Suruga,
(present-day Shizuoka), was invited by Tokugawa Ieyasu for the first time, and served as
interpreter for Rodrigo de Vivero. Later, Sotelo took Vivero’s place in negotiating a treaty with
the Spanish with the Tokugawa shōgunate, concluding an agreement on February 2, 1610. After
that, Sotelo served as an interpreter on several official occasions for the Tokugawa shōgunate.
On August 1, 1610, Tokugawa Ieyasu redounded and sent Father Munoz as an ambassador along
with Vivero, to King Philip and to the Viceroy of New Spain. On June 10, 1611, Sebastin
Vizcaino, an ambassador from Mexico, an envoy for returning courtesies to the shogunate
arrived in Uraga and met with Tokugawa Hidetada (1579-1632), the second shōgun, in Edo
castle and later he met with Tokugawa Ieyasu in Sunpu castle. Sotelo served as an interpreter
on both occasions for Tokugawa Hidetada and Ieyasu. On November 10, 1611, Sotelo and

Vizcaino visited Date Masamune in Aoba Castle in Sendai, where Vizcaino discussed the
purpose of the mission. While Sotelo was in Sendai, Masamune heard him preaching, but
allowed him to preach Christianity in his region.
The Tokugawa shogunate built several ships, under Mukai Shōgen (1582-1641), who was the
Admiral of the fleet, including the San Sebastian, which left for Mexico on October 3, 1612,
carrying Luis Sotelo on board to deliver Tokugawa Hidetada’s trade agreement to New Spain.
However, the ship was wrecked shortly after departing from Uraga and the mission failed. In
April, Date Masamune visited the shogunate and received permission to build a ship. On April
29, he sent a letter to Mukai Shōgen thanking the Tokugawa shogunate for providing him with
ship building carpenters in Sendai to build his ship. Sotelo stayed in Edo to establish a new
Franciscan church on June 29, 1613, but he was imprisoned and members of his congregation
were also arrested and those who refused to apostatize were beheaded. On August 16, 1613,
Masamune requested to release Sotelo from prison. Masamune left Edo and returned to Sendai
and Sotelo followed him. Shortly after Sotelo arrived in Sendai, Masamune composed a letter
of introduction to the King of Spain and to the Pope, and on October 28, 1613, Masamune
dispatched the Keichō Embassy (October 28, 1613- September, 1620) to Spain.
The purpose of the Keichō Embassy was to deliver an official letter from Date Masamune to
request Pope Paul V’s support for sending missionaries to the Sendai Domain and establish a
commercial relationship directly with Nueva España (Mexico), which was still a colony of
Spain. The Japanese delegation boarded the San Juan Bautista, a 500-ton galleon-type ship,
Japan’s first ocean-going, Western-style warship built by the Sendai Domain, in the port of
Tsuki-no-Ura Bay in Sendai to travel to Spain for a meeting with Philip III, the King of Spain,

and from there to Italy to meet with Pope Paul V. The delegation crossed the Pacific Ocean,
headed for America, stopped at C. Mendocino, then continued on to Acapulco, Nueva España,
before finally arriving in Mexico City. Next, they transferred to a Spanish frigate at San Juan de
Ulúa, Mexico, before heading for Havana, Cuba, and then crossed the Atlantic Ocean, arriving at
San Lucar de Barrameda, Spain on October 5, 1614. Their final destination, however, was
Madrid. On January 30, 1615, Hasekura Rokuemon Tsunenaga was granted an audience with
King Philip III of Spain after which, on February 17, 1615, he was baptized, receiving the
Christian name Don Filippo Francesco Faxecura. A short time later, on October 18, 1615, they
arrived in Civitavecchia, Italy. On October 29, 1615, a very warm welcome ceremony was held
to commemorate the delegation’s arrival in Rome. On November 20, Hasekura Tsunenaga and
seven other mission members received a certificate of honorary citizenship from the city of
Rome. As The Keichō Mission to Europe and Hasekura Tsunenaga exhibition includes this
certificate, was giving to Tsunenaga (and seven other mission members), and states “the
municipal assembly of Roma presented Tsunenage with a certificate bestowing him with the
official rights of Roman citizenship befitting a member of the nobility.” However, only this one
certificate has survived (Date Masamune and Hasekura Tsunenaga: Sendai City Museum 17).
On November 23, 1615, the Keichō Mission was granted an audience with Pope Paul V, and an
impressive ceremony with a large attendance was held; Tsunenaga presented Date Masamune’s
official letter in Japanese and gifts to the Pope, which proposed to “propagate Christianity within
the Date realm and to start direct trade relations between Japan and New Spain (Mexico).” (Date
Masamune and Hasekura Tsunenaga: Sendai City Museum 16)
In his book titled A History of Christianity in Japan: Roman Catholic and Greek Orthodox

Missions, Otis Cary includes the English translation of Date Masamune’s official letter to the
Pope:
I, (I)Date Masamune, King of Oshu in the Empire of Japan, while kissing with profound
submission and reverence the feet of Popo Paul V., the great, the universal, and the most
holy Father of the world, say as suppliant:
When Father Louis Sotelo, …. came to my kingdom and preached the Christian faith, he
visited me. I have learned from him a bout that religion and he has explained to me many
mysteries concerning the rites and ceremonies of the Christians. I have received these
teachings into my heart, and upon examining the have seen that they are true and salutary.
…. On my part, from the moment they enter my domains, I will never cease to protect them.
I will help them by erecting monasteries and in all other possible ways…. For these reasons
I am sending to you Father Louis Sotelo as my ambassador, from whom you will be able to
inquire at pleasure concerning my intentions, for he well understands my views upon the
above-mentioned matters. I beseech Your Holiness to lend a favorable ear to him and to
receive him honor. He will be accompanied by a noble gentleman of my house by the name
of Ha(shi)sekura Rokuemon, who has likewise been made my ambassador so that the two
may go to the very holy Roman Court as bearers of my homage and obedience, and there
kiss your sacred feet…
I have also learned that my kingdom is not far from the states of New Spain, which form
part of the dominions of Philip, the very powerful King of Spain. Desiring therefore to
enter into relations with him and with his Christian states, I wish to enjoy his friendship,
which I certainly hope to obtain through the intervention of your authority. I therefore

humbly pray that Your Highness will undertake and accomplish this, and so much the more
as these states are on the road necessarily to be taken by the monks that will be sent by you
into this Kingdom.
Above all pray to Almighty god that ….For the present, since they come from a distant
country, permit me to offer with reverence and respect a few slight gifts from Japan. For
the rest, we reply upon the aforesaid Father Sotelo and Rokuemon, and we ratify all that
they arrange and conclude in our name.
From our city and court of Sendai in the eighteenth year of the Keicho era, the fourth day
of the ninth month, that is, October 6, in the year of Salvation 1613.
Matsudaira Mutsu no Kami, (I) date Masamune (Cary 170-171)
(“Léon Pagès, “Histoire De La Religion Chrétienne Au Japon
DePuiPte Anneyes [French Edition] published by Paris Charles
Douniol, Libraire-Editeur Rur De Tournon, 29, 1870 130)
Otis also quotes the following nine points in which Masamune showed how strongly he
supports Christianity in his domain and was eager to promote trade relations with New Spain
(Mexico) and fully supportive of the Spanish in his domain:
1. I am willing that my people should become Christians. Send me therefore some Fathers
who belong to the order of St. Francis. I will treat them kindly. 2. Send Fathers every
year. In the ships now dispatched to Mexico I send some of the products of Japan.
Hereafter please send for my use some goods made in your land. 3. When my ships return,
you can send in them people or goods without expense. Should my ship suffer damage,
please give my men what is necessary for repairs. 4. When ships on their way from the

Philippines to New Spain come to this land, I will protect those on board. If ships are
injured, I will supply whatever is necessary for repairs. In case it is necessary to rebuild the
ships, I will take like care to provide what may be needed. 5. When you wish to build ships
in my country, I will supply wood, iron, carpenters, and whatever else is needed.
6. When ships come here from your country, I will allow them to trade freely and will treat
the people kindly. 7. When Spaniards come here to live, I will give them houses and other
things. In case any of them commit a crime, I will refer the matter to their own chief and
look to him for punishment of evildoers. 8. If the English and Dutch, who are your
enemies, come here, I will not honour them. Sotelo will tell you in detail about this.
9. Having once assented to these articles, our agreement should be perpetual (Cary
171-172).
The ultimate goals of the Keichō mission were met when they were granted an audience with

the Pope and presented him with a message from Date Masamune; however, the Tokugawa
shogunate had already forbidden Christianity in Japan during their journey to Spain and gave out
ordinances banning Christianity and ordering the exclusion of missionaries. Moreover,
Tokugawa Ieyasu’s son, Hidetada, the second shōgun, in 1616, reissued the ban on Christianity.
This infelicitous news from Japan, which had already reached Spain naturally interfered with the
objectives of the Keichō Mission, and the Pope, doubted the words of Date Masamune, who had
not yet been baptized. In spite of the many years of hardship, the mission failed to accomplish
its purpose and the Keichō Mission was compelled to leave Spain without the Pope’s approval.
In June 1617, they departed from Spain retracing the same route back to Acapulco, Mexico,
before crossing the Pacific Ocean and arriving in Manila, as Cary has noted, in Manila, “Sotelo

fell into the power of his enemies. In accordance with orders from the council for the Indies, his
papers were taken from him and he was not allowed to proceed to Japan” (Cary 174).

In the

Philippines, they had to spend two years waiting for permission to return to Japan. Finally, they
could set sail for Japan, leaving Friar Luis Sotelo in Manila, arrived in Nagasaki, and then
returned to Sendai on September 22, 1620. In all, their mission had taken about seven years
from start to finish. As Cary writes: “It was not until 1620 that Hasekura …. related, reached
Sendai, where Date was then proving to be anything but a patron of Christianity” (Cary 174).
As previously noted, the Keichō Mission was the first “official” diplomatic mission approved
by the Tokugawa shogunate and carried out by Date Masamune. The Tokugawa shogunate
supported the mission and helped build the ship; however, in the same year the mission departed,
the Tokugawa Shogun Hidetada suppressed Christianity. Masamune, who was fully aware of
the Tokugawa shogunate policy, nevertheless fully behind the mission and also supported the
preaching of Christianity in his domain.

As Ieyasu had outlawed Christianity, he was

suspicious of Masamune and threatened his life since he saw Masamune’s intention to protect
Christianity as an attempt to revolt against the Tokugawa shogunate. Upon discovering the
failure of the Keichō Mission, Masamune was defeated and had to abandon his dream of building
a domain where Christianity and trade with New Spain were tolerated.
The members of this remarkable mission was not welcomed back to Japan, and there is no
detailed record of what ultimately happened to Hasekura, or to other members of his mission
when they were back in Sendai. Historical records simply suggested that he died one year later
from illness, at the age of 52, on August 7, 1622. Friar Luis Sotelo who had been staying in the
Philippines, was smuggled back to Japan, but imprisoned and after two years, was executed on

August 25, 1624 in Bizenkoku. He was fifty years old. Masamune passed away on June 27,
1636, at the age of seventy.
Among the 47 mementos from the Keichō Mission, the exhibition at the Sendai City Museum
includes portraits and pictures of Hasekura Tsunenaga (oil on canvas), Pope Paul V (oil on
canvas), Hasekura’s certificate of Honorary Citizenship from the City of Rome (color on
parchment) 1615, Date Masamune’s Official letter to the Pope (written in ink on paper
reproduction), short swords and daggers (sword with hand protector attached “kris” dagger), St.
Mary (oil painting on copper plate), a sculpture of a cross (made of copper and wood), a
vestment (made of velvet with embroidery), and a sculpture of a Cross (made of copper and
wood), which were brought back to Japan. However, this proselytizing mission was never
rewarded and Hasekura was dismissed and a letter Father Sotel was carrying back with him
never reached to Date Masamune. This historical event was soon forgotten as Japan closed its
country to the outside of world, and only was rediscovered after letters of Hasekura and Sotero to
Giovanni Bembo (1543-1618), the 92nd Doge of Venice, chief magistrate and leader of the Most
Serene Republic of Venice on January 6, 1616 and to a senior statesman of Venetian on February
4, 1616 were uncovered during the diplomatic mission known as the “Iwakura Mission,” headed
by Iwakura Tomomi (1825-1883), when this ambassador plenipotentiary arrived at the Venetian
museum in Italy, Europe on May 6 & 29, 1873 (Sendaishi-shi: Tokubetsuhen 22, 320, 323).
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Abstract:
A vakıf is a foundation. Endowed by the pious, these foundations are open to anyone that is
interested in righteous deeds for the good of their souls, their lives and even after life, provided
they meet certain social and economic conditions. The social status of the pious ranges from the
sultan whose foundation may be an immense complex-kűlliye, to the wealthy of the neighborhood
whereas a library or a neighborhood fountain is more likely to bear their names. Adequately
endowed both in revenue and personnel for its operation, maintenance, and repairs, a vakıf (or
evkaf- plural)) becomes a way of wealth-sharing, good citizenship, and a means for beautification
of the environment-city in addition to proclaim beliefs and institutionalize legitimacy of the state.
The Koran (Qur’an) does not make specific references to these good deeds, but certain verses
clearly suggest sharing as a righteous way of living.
Among the many functions of vakifs, this paper focuses on their role in urban revitalization and
development as a means of beautifying the environment in accord with the topography, which
affords visibility to major buildings, in Istanbul. Following a description of the topography is the
summary of its relationship with the Byzantine era edifices and the Ottoman kulliyes, lesser
buildings that establish similar ties with the land as evidence of continuing ancient wisdom in site
selection as given also in the impressions of artists, writers, and travelers throughout the ages.
Further investigation continues with two pious foundations of the members of the 16th century
imperial family: Suleyman I’s (Magnificent) immense learning center - kűlliye and the Double Baths
of his wife Haseki Hurrem to represent the other end of the scale, selected from in excess of seven
hundred Ottoman pious foundations large and small, developed after the conquest in 1453. Finally,
1

the paper concludes with a summary of the intricate inner structure of foundations in order to
explain its essential elements and the requirements for establishing a vakıf accompanied with a
limited glossary. Withal, the paper is hoped to shed some light on the role of powerful men and
women of the imperial household, while attempting to explain the act of vakif-making by grand
viziers, chief eunuchs, military commanders, and the wealthy of the town, even those of a
neighborhood.
Keywords: Istanbul, pious foundations, urban development, topography, site selection,

Introduction
Beginning in 1204, the Fourth Crusades had left a depopulated and ruined Constantinople
behind as a result of their invasion and plunder for fifty years. , The shrinking Eastern Roman
Empire (also wrongfully called the Byzantine Empire) was practically reduced to a city kingdom
with impressive fortifications and some land in the Morea. The Ottoman armies had conquered
Constantinople on 29 May 1453 under the command of Fatih (the conqueror) Mehmed II, who had
renamed the city “Islambol.” 1
Immediately following the conquest, the Ottomans had begun repopulating Istanbul with people
from all over the Empire, reconstructing, and beautifying the city with buildings, roads, gardens,
and harbors that express Islamic beliefs, urban and architectural ideals that they had developed
during the Great and Anatolian Seljuk Empires and eventually those of the deep-rooted traditions
of the Eastern Roman Empire... Built by those from many strata of the society, ranging from the
sultan to the wealthy of the neighborhood, pious foundations of various types and scales were
used as tools of urban transformations. This paper aims at pointing out the relationship between
the use of vakif-pious foundations that are architectural expressions of imperial and societal
beneficence - an entire way of Ottoman life – and the physical topography of the city, which is used
as the specific guide for the urban development according to ancient beliefs and traditions in the
Ottoman city of Istanbul, as an example.
An introduction to the topography of the city follows a summary of religious premises that
obliged those with worldly means to establish their foundations great and small, consistent with the
heritage, persistent characteristics, and the ideals of the nascent Ottoman Empire. The next
section presents the two select 16th century imperial foundations Suleymaniye Complex and
Haseki Hurrem Double Baths in a critical typological analysis of architectural expressions of such
foundations. The study concludes with the logical foundations and societal prerogatives of the vakif
institution in general, with a brief glossary of terms. Below, we introduce the religious premise,
which defines and gives rise to good deeds.
The Premise
There is no direct explanation in Koran about vakifs but to righteous acts and good deeds. The
first reference states that:
“And those that believe and do deeds of righteousness –those are the inhabitants of Paradise; there they
shall dwell forever.” (Koran, Bakara - II: 82) 2

1 Inalcik, H. (1990). “Istanbul: the Islamic City,” Journal of Islamic Studies, 1-23.
2

The Holy Koran, Bakara – II, 82. The Diyanet (the Directorate of Religious Affairs) Translation.
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Another reference is in one of the hadiths (teachings of the Prophet Mohammad):

“When a person dies his achievement expires, except with regard to three things – ongoing charity,
or knowledge from which people benefit, or a son who prays for him.”

The first vakif is ascribed to Umar al-Khattab, who has received valuable lands. He was not sure if
he should donate them. The Prophet had replied when he was asked about this:
“Retain them if you want and devote its fruits to pious purposes.”

In addition to the religious and altruistic purposes for which foundations are established, their
role and form in life carry many aesthetic messages as well. The imperative “ku’un-ol’ arrives in
the form of a moral and aesthetic obligation, which defines the role of Islam as to put in order,
organize, and in so doing, to beautify the environment, 3 where it is accepted as a way of life. In
fact, this idea is not far from what ancient Greeks contemplated the cosmos -a derivative of the
word cosmeii - an orderly place 4 The idea then is to believe and use foundations to beautify the
soul by making a profoundly positive difference in the life of others on one hand and beautify the
city by using their physical form as tools of urban development, on the other.
The Topography of Istanbul – Pious Foundations - Külliye as an Element of Urban
Revitalization and Development
Geographically, the city of Istanbul is unique. It straddles Europe and Asia, separated by the
great strategic waterway called Bosphorus. The southernmost Asian side is the ancient Chalcedon
- Kadikoy, home to the Council of Chalcedon - 4th Ecumenical Council (451 AD) and to the north,
Scutari-Uskudar, which has been in Ottoman hands since the beginning of the 14th century. The
Golden Horn – a natural harbor- separated Constantinople from its northern quarter Galata on the
European side. Also referred as the Latin Quarter and governed by the Podesta, the Genoese or
Venetians were granted trading rights based on the interests of the Empire and the colony, which
had acted as an information and trading outlet with Europe, despite the 1054 schism between the
Orthodox and the Catholic churches. The Romans kept a small military garrison in a narrow stretch
on the Galata side to guard the immense chain stretched between the two shores that had blocked
the entry to the Golden Horn. 5
At times, the relationship between Constantinople and Galata was an uneasy one,
manifestations of which ranged from mere angry mob yelling from opposing shores to saber rattling
and finally reaching its climax with the invasion of the city by the Fourth Crusaders, led by the blind
Doge of Venice, Henricus Dandolo at the beginning of the 13th century.

Yavuz, Hilmi (2010). “Peyami Gürel’in Resimlerinde ‘Ikra’ Emrinden ‘Kün’ Emrine: Kuun” Zaman Gazetesi, 27 Ekim (October).
Vlastos, Gregory (1975). Plato’s Universe, p. 4.
5 A section of this chain is on display in the Military Museum in Istanbul.
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Figure 1 – Topography of the City

Figure 2 – Constantinople

Like Rome, Istanbul is said to have seven
hills; six of which are aligned along a northerly
ridgeline parallel to the Golden Horn. The seventh
one is on the other side of the Bayrampasa Deresi
(the ancient stream of Lykus) valley, in the vicinity of
Altimermer – Marble Bottom (Mokios Cistern).
Beginning with the Eastern Roman and continuing with the Ottoman Empire, all these special
locations are connected with major thoroughfares that have been still in use and occupied by great
edifices throughout its history.
The walled ancient Byzantion Acropolis area, widely known as the Seraglio Point – Sarayburnu,
the land jutting out at the tip of the promontory, like an aggressive chin, forms an extremity and
overlooks three bodies of water, Bosphorus, the Golden Horn, and the Sea of Marmara that
confluence in front of it. It is considered a convenient origin of the city’s westward growth. Once
included In the Roman Empire by Septimius Severus and declared as the Nova Roma by
Constantine I in 384, the old city walls were demolished and moved westward to incorporate more
land. Constructed by Theodosius II in the 5th century, the existing land walls are one and a half
miles west of the estimated location of the walls of Constantine. Today, the Topkapi Palace
occupies the First Hill since 1457, the location of the Acropolis of ancient Byzantion and has served
as the seat of power for the Ottoman Empire for about 450 years. Hagia Sophia, and the
Sultanahmet Meydani - Hippodrome are the other occupants of this relatively high plateau. The
Sultanahmet (the monumental plaza) district teems with other historic structures of significance.
Among them were the Great Palace of Constantine, and the Palace of Justinian that had stretched
on the land between the Marmara Sea and Hagia Sophia. Today, the 17th century Sultanahmet
Mosque (the Blue Mosque) and its surrounding complex-kulliye occupy the same area as the most
recognizable exterior of the city. In a westerly direction, the Forum of Constantine - Cemberlitas
4

signifies the Second Hill on the ancient Mese (the middle road) – Divanyolu. Bisecting the
peninsula as a major thoroughfare, this famed road, which once carried Ottoman and Roman
armies returning from military campaigns, seemed to be one of the busiest even today, attesting to
the fact that the topography, despite inevitable changes in its form and occupied by successive
civilizations through the ages, have been playing a determining role in the development of cities.
Onward again in the westerly direction on Divanyolu, the road reaches the Beyazid Square – the
ancient Forum of Tauri, which had been the site for many landmarks since the time of Theodosius
I, such as the Eski Saray (Old Palace), the Beyazid Külliye-Complex, the Ottoman Harbiye Vekaleti
(The War Department), and presently the Istanbul University administrative center and the
Faculties of Law, and Economics. Acknowledging the topographical and the historical significance
of this location and located adjacent to the Grand Bazaar, the old kulliye has the largest imperial
library (still in use), the oldest Ottoman imperial mosque, a medrese (college building) and other
dependent buildings.
Besides being prominent elevations in the historical peninsula, these locations offer visibility to
their edifices when traveling on the Golden Horn or approaching the city by sea. Tanpinar6
explains as follows:
“Istanbul is not just a city of monuments and monument-like edifices. Its nature helps her edifices be
seen. … Seven hills, two, even three seas with the Golden Horn, the city affords a great deal of
perspectives and finally, remaining in between northerly and southerly winds, causing many light
shows that bring out these edifices in many different conditions.”

In his travels, the French poet Teophile Gautier 7 observes with a painter’s eye (he has studied
painting) in a poetic expression that the “Seraglio Point-Sarayburnu” shoreline is a rising land of “a
superbly varying line that meanders between heaven and earth.” He then continues that this view,
“augmented by the silvery light that bathes the vaporous contours” includes the six minarets of
Sultanahmet Mosque rising like “ivory masts.” It seems not just the mere land form but also, as
was observed by aesthetes Tanpinar, Gautier and others, the conditions of light that vary from one
location to another, compounded by many other astute considerations that are beyond our scope,
had played a great deal of role in placing these great edifices that mark location and emanate
subtle messages of power and beneficence through their land selection, use, and architecture in
the development of the city.
Examples of Ottoman Pious Foundations in Istanbul
Figure 3 - The Ottoman Istanbul 8

Sultan Suleiman the Magnificent and his wife Haseki
Hurrem are the members of the Ottoman imperial
family established the two 16th century foundations
presented below: To name only two, the
Suleymaniye, and the 15th century Fatih Complex of
Mehmed II the Conqueror is the largest example in
the Ottoman building typology and considered as
the apogee of the art and science of design and
construction of its time. The second example, the

Tanpinar, A. Hamdi (1979). “Istanbul,” in Bes Sehir- Five Cities, 6th ed. Dergah Yayinlari, Istanbul, p. 31; translation by Erdener.
Gautier, Teophile (1854). Travels - Constantinople.
8 Map by Erdener.
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public bath at the Sultanahmet district, located at the beginning of the At Meydani-Hippodrome
across from Hagia Sophia.
The Ottoman city is a city of pious foundations large and small and they introduce a
fundamental element of change in converting Istanbul from a Roman city to an Ottoman-Islamic
one. Beginning with the public square of Augusteon in front of Hagia Sophia, a series of forums
located in a westerly direction constitute a linkage-chain of open-extroverted urban spaces in
Constantinople that were later occupied by great complexes in Istanbul after the conquest. Kuban
(1997, p.24), in his comparison of East Roman and Ottoman urban spaces, explains that the most
urban of all spaces in an Islamic city, thus in Istanbul, are buildings-enclosed-introverted spaces,
especially mosques. Beginning with their main halls, courtyards, and surrounding buildings of the
kűlliye, such as a hospice or a public kitchen, mosques are the most urban spaces of an Ottoman
city where people get together and worship five times a day as a social and religious task.
The Sűleymaniye
Figure 4 – Engraving of the Suleymaniye Complex by Lorich

Located on the Third Hill and once known as the Forum of
Theodosius, Beyazid Square slopes down toward Galata
immediately beyond the ridgeline in the northerly direction.
The great Architect Sinan, at the behest of Suleyman I
(Magnificent), has selected this site for the Suleymaniye
complex to create a crowning center for the city, visible from
the Bosphorus and the Golden Horn, thus had created a
dominant urban development element in the Istanbul skyline.
All parts are subordinate to the whole, since all gradually rise and culminate in the single central
dome in its composition. At its center, stands the great mosque of Suleymaniye; judging from its
type, it is at once a place of worship and – a great mosque-cami nevertheless, meaning of which is
that which gathers, a place of meeting. An introverted urban Ottoman urban structure, the complex
is a 16th century higher learning center. It has four colleges-medreses, a public kitchen, a medical
college and a hospital, a hostel, a public bath, and the school of hadith- the Prophet’s teachingsstudies. The humble tomb of the great architect Sinan is at the northeast tip of the triangular land.
Sitting both on leveled and sloping land, the northern side of the complex, the land under tabhanethe hostel, the hospital and the public kitchen are deeply vaulted. One can observe on the
northeast side of the complex the Third (Sâli) and Fourth (Râbi) medreses gently cascade toward
the Golden Horn, displaying the mastery of fit between the architecture and its site. It took seven
years to complete the great complex (H966/1558)9.

9http://www.google.com/imgres?imgurl=http://www.learn.columbia.edu/ha/images/islamic_suleymaniye.jpg&imgrefurl=http://www.lea

rn.columbia.edu/ha/html/islamic.html&h=500&w=517&sz=41&tbnid=CePhWUN_o1gJnM:&tbnh=90&tbnw=93&prev=/search%3Fq%
3Dsuleymaniye%2Bplan%26tbm%3Disch%26tbo%3Du&zoom=1&q=suleymaniye+plan&usg=__K7If020_DrcSsHz3YyJ82XMaaLU=
&docid=0uOVhUunejV39M&sa=X&ei=3a0rUYOLJpLE2QWDq4EI&ved=0CDUQ9QEwAQ&dur=165 Accessed, 2/24/2013.
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Figure 4 – The Suleymaniye Complex

Haseki Hűrrem Double Baths at
Sultanahmet
Figure 5 - Haseki Hurrem Sultan

Although the
word
“Haseki” has
numerous
meanings in
Ottoman
Turkish, the title refers to her origin;
Hurrem was brought to the Palace
probably from Ukraine and later had
gotten married to the Sultan after going
through a strict course of studies and
skills under the watchful eyes of the
Valide Sultan in the Harem. She is also
known as “Roxelana” in European

sources.
Figure 6 – The Porticoed Men’s Entrance to the Haseki Hamam

Designed and constructed by architect Great Sinan (H964/1556), the
Double Baths of Haseki Hurrem at Sultanahmet is located across
from Hagia Sophia, roughly aligned with its apsidal axis across the
ancient forum of Augusteon, represents an example for a practical
application of the concept of a pious foundation by the wife of the
Sultan. As well documented, she had established many other
foundations in Istanbul, Jerusalem and elsewhere in the Empire. 10
Connected back-to-back, plans on both male and female sides, follow a linear path, established on
the principle of gradual thermal adjustment of the human body to normal, warm, and hot
temperatures. Facing the ancient forum on the east, the front –men’s entrance- is a porticoed
celebratory space with six Ottoman columns adorned with Turkish triangle capitals and bronzehooped bases. Unadorned and private, the women’s entry is placed symmetrically on the opposite
end. These identical plans are designed to accommodate the religious and personal rituals of
bathing and pleasure. A Turkish bathhouse ‘hamam’ is a meeting place as well, considering the
fact that bathing has always been a social event as much it is a private one.
Figure 7 – Plan of Haseki Hurrem Hamam 11

‘Camekan’ is where people check-in, disrobe, and given
thick piled Turkish towel to rest and adjust to the indoor
temperature. It is a square shaped, lantern domed, high
ceiling generous space designed as the largest
10 Singer, Constructing Ottoman Beneficence…
11 Goodwin, Ottoman Architecture, p. 249.
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component of the building. The next space sogukluk–cold room is the three-domed narrow
rectangular space with an access to toilets. Entering through an arched doorway, built into thick
masonry walls is the sicaklik’– hot room where bathing takes place. The ‘sicaklik’ is an elegant
orthogonal domed space; its four corners have private cubicles-halvets placed around a central
marble platform-göbektasi that contain three basins and mostly reserved for epilation and
exfoliation. Placed between halvets are the eyvans – open bathing spaces with basins for mixing
water to the desired temperature. No doubt high quality opus sectile marble work of the hamam
enriches the spatial experience in this once much frequented public institution, which is fully
restored and used as an exhibition space for Turkish carpets and kilims today.
Having presented two pious foundations of opposite scales, we introduce the conditions,
elements, and its major document in the following sections.
Pious Foundation - Conditions
The etymological roots of the word vakif indicate that its meanings are “halting, stopping.” In
this context, the word describes the inability to carry out any transaction on a property linked to a
foundation. Once the transfer is complete, the ownership becomes no longer available for sale,
surety, mortgage, and legacy. 12 Any charitable foundation established by the pious for the good for
the soul, reputation, legitimacy, and for the afterlife, may be a mescit (a small mosque), a fountain,
a library, or a great kűlliye (complex) (Goodwin, 455). Other goods and lands, that are given to
maintain a külliye and pay for its workers, are also considered endowments. There are a wide
variety of reasons a pious foundation is established, especially for the Ottoman Imperial family: for
image building, legitimation of power, social welfare, urban development, preserving the order, and
channeling resources to predetermined needy population as recipients of food, services and
employment.
Not everyone was allowed to establish a pious foundation. There are numerous general but
strict criteria to be followed. Below we list the five conditions the individuals that are planning on
such an enterprise, are still expected to meet: First, the founder must own the property to endow it
to a foundation. Second, he/she should be of sound mind (ậkil), third, be an adult (baliğ), fourth be
free (hür), and fifth, unencumbered by unfulfilled liabilities at the time of establishing an
endowment 13. The managers of the foundation are usually the heirs in perpetuity of the founder;
they are called műtevelli-nazir (regent). Provided the above criteria are met, the next step was to
put together an extensive document called the endowment deed (vakfiye) prior to any transfer of
property as endowment as new construction or renovation. These deeds were entered in their
entirety into the written records of judges (kadi sicilleri) in the Ottoman period, thus making the
document public and legal. As part of the Ottoman practice, the vakfiye had identified the
temporary and permanent staff with their job descriptions based on required trade and skills,
identified the endowment manager and the mütevelli-regents, thus securing the perpetual
succession, permanence and irreversibility, in other words, the desired continuous existence of the
foundation. Akdag 14 explains the basic conditions of foundations in his seminal work:
“ As known, since the state, following an old custom, was not taking over certain tasks that would
benefit the needy, the well-to-do have been establishing the needed public institutions by setting
aside their own money, goods, and property, to perform pious acts. For example, taking care of

12 Singer, A. (2000). Constructing the Ottoman Beneficence… p. 21.
13 Ibid., p. 18.

14 Akdag, Mustafa (1974). Turkiye’nin Iktisadi ve Ictimai Tarihi (The Economic and Social History of Turkey) Vol. I, p. 313;

translation by E. Erdener.

8

the invalids, orphans and the disowned, establishing and maintaining the institutions of public
training and education, schools, soup kitchens, dervish hostels, fountains, bridges, and commercial
buildings had been erected for the good of the foundation owners instead. These activities hitherto
mentioned constitute the first phase in the realization of pious public service institutions. The
second, once the buildings were erected, is the last phase that brings up the foundation to be a
properly functioning entity, which will stand up and perform its assigned functions through the ages
within the framework of the law (sharia), repair or enlargement of its buildings and institutions, the
payroll, and its other transactions, as had been demanded that continuous and sufficient amount of
revenues be placed at the disposal of the institution. Because, the institution, which is also known
as foundation, is an organization created to perform its functions throughout the ages, as stipulated
in the endowment deed (vakifname), the system, through which the institution’s expenses are paid
from the cash and other revenue sources the founder had endowed, is called the “foundation
management.”

Since it was their privilege and could afford their construction, the sultan, his mother-the valide
sultan (queen mother) - head of the Harem, and the immediate members of the imperial household
were the patrons, who had established the largest pious foundations-public buildings. Grand
viziers, viziers, black and white eunuchs of the harem, who possessed immense influence and had
amassed considerable resources, were among the other palace-based patrons of foundations.
Extensively used by the public, in satisfying the need for food – soup kitchens- education,
transportation, health, and religious practice, pious foundations had connected the administration,
the privileged, and the wealthy with the citizenry.
It is to be evident by now that there exists no gender restriction of establishing vakifs for imperial
or a regular wealthy women and their subsequent management in the Ottoman Empire and in
Islam (Peirce, 1993, 2000)15 16. 17 From the Ilhanlis, Mamluks, Khayyubis, Safavids to the
Ottomans, the role of imperial women in vakif-making is an act of recognition, which reinforces the
sultan’s power as the head of the state, resulting in elevation to a state of prominence, since the
palace women, although powerful were not allowed accede to power. It is the ultimate
acknowledgement, legitimization, and the power of the state imperial family as its symbol under the
imperative of Islam, “beautify.”
Elements of a Pious Foundation
We have briefly explained above that pious foundations vary in type and scale, ranging from
great kulliyes-complexes to a neighborhood fountain. Among the other types of foundations, such
as bridges, caravanserais, roads and marketplaces, medreses-colleges, and mills play a great deal
of role in sharing the wealth with the needy and the general public. For example, Suleyman I’s
renowned grand vizier Sokullu Mehmed Pasha had built a caravanserai18 and a bridge, which
connects both sides of the town of Visegrad over river Drina, near his native village Sokolovic in
today’s Bosnia-Herzegovina. 19 Sokullu had also established his pious foundations – kulliye in
Istanbul in the neighborhood of Binbirdirek (the vicinity of ancient cistern of Philoxenos) and in the
15 Singer, Ibid., p. 21
16

Peirce, (1993).

17 Idem. (2000).
18 No longer exists.

19 Ivo Andric’s 1960 Nobel Prize winning novel Na Drina Čupriya – The Bridge Over Drina, is inspired by the story of the

construction of this bridge, which still stands today, and the following four hundred years of history of the region under the Ottoman
rule.
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town of Luleburgaz on the way to the second Ottoman capital city Edirne on the ancient Via
Ignatia, in addition to many others in Thrace, the Balkans and Anatolia.
The Foundation Deed – Vakfiye
A foundation deed - vakfiye, like any complex document, contains a
number of sections. It begins with praises to Allah and followed by a
panegyric to the Sultan. A deed is a lengthy document that describes the
parties concerned, the revenue-generating lands, forests, villages,
industrial establishments, other types of buildings were identified before
the any pious foundation was built and established. The list of sections
of a Vakfiye is given below:
• Praises to Allah (God), chapters from Koran and Hadits concerning
the pious deeds, for which the foundation is established,
• The list of the endowed property,
• Managing the endowed property,
• Allocation of revenues
• The managing personnel
Figure 8 – A Page from a Foundation Deed

• The ruling of the judge (kadi) concerning the well-being, and the necessity of the foundation,
and
• The official stamp of the judge placed on the top of the vakfiye document.
The image above is the first page of the Fatih Mehmet II foundation. 20
It is also customary to add a foundation prayer by the founder. Here is an example from Suleyman
I’s foundation deed: 21
“ Whoever is concerned with a measure of continuity for the perpetuity of my foundations and
contributes to the increase of their revenues, his works are beauteous and acceptable to the
compassionate God Almighty, may his rewards be beyond count, be protected from the worldly
worries and troubles.”

After a summary of general considerations concerning, the premises, conditions, procedures,
and the required fundamental documentation, the foundation deed, we introduce the topography of
the city of Istanbul in the next section, which has been a major determinant in locating urban
complexes, beginning with the East Roman and Ottoman Empires, which still continues today.
Conclusion
An idea shared by many historians, the Ottomans have always considered their state as the
third Roman Empire and did not hesitate to adapt its administrative, military structures that are
common in all empires, and had comfortably associated themselves with existing buildings and
structures. In the example of Hurrem’s bathhouse the proximity to Hagia Sophia, the Topkapi
Palace and spatial relationship with these two complexes points out such a flexible and unifying
20 www.vgm.gov.tr
21 "Her kimse ki; Vakıflarımın bekasına özen ve gelirlerinin artırılmasına itina gösterirse, bağışlayıcı olan Allahu Teâlâ'nın

huzurunda ameli güzel ve makbul olup, mükâfatı sayılamayacak kadar çok olsun, dünya üzüntülerinden korunsun ve muhafaza
edilsin..." Kanuni Sultan Süleyman Vakfiyesinden... 1543 (950 H), From the Foundation Deed of the Suleyman I; translation by
E. Erdener. www. vgm.gov.tr
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Figure 9 – Gazanfer Aga Medrese and the Aqueduct of Valens

attitude. Although the city has many of these examples extant
throughout the Empire, we present two more urban examples to
advance the idea:
The first one, Gazanfer Aga Medrese 22 built by one of the powerful
Palace Aghas, is adjacent to the Aqueduct of Valens (378 AD) Bozdogan Kemeri, which both physically and visually connects the Third
and the Fourth Hills with its imposing dimensions and stoic lines. On the
fundamental level however, the medrese relates to and uses the aqueduct as a linear, organizing
element, with its relaxed horizontality, while creating an introverted, centrally organized space
within itself. It is a union of contrasting elements under a general ordering design principle at the
urban scale, elements of which have been constructed more than eleven hundred years apart.
Situated across the valley on the other side of the aqueduct, the Sehzade Kulliye 23 creates a
similar organization of the same type at a much larger scale.
Located on the northern route of the Mese and much celebrated and protected through the
ages by being part of the citywide processions, the second example is a column. Erected in the in
the honor of Emperor Flavius Marcianus Augustus (396- 457) on the northern route of the Mese.
The Column of Marcian-Kiztasi once was in the rear garden of a mansion. It had been
reestablished with its surrounding small circus after one of the devastating Istanbul fires and
rehabilitated following the recent Great Marmara Earthquake of 1999.
Even these limited examples show that succeeding civilizations, no matter how comfortably
separated from each other by the historian for classification purposes, had not always obliterated
whatever they achieved and built, but had preferred to reuse and relate to as part of the past
greatness and maintain the continuity of human heritage both at conceptual and physical level
within their cultures.
A Glossary of Terms:
•
•
•
•
•
•
•
•
•
•
•
•
•

Vakfiye: Foundation Deed:
Vakif Duasi: Foundation Prayer
Vakif: Pious Foundation
Siyakat: Specially coded financial information for the vakif
Külliye: Large vakif complex
Nakip: Inspector
Ikta: Land Grants
Vekil-i Harc: Expenditure Agent
Kilerci: Pantry Keeper
Anbarci: Granary Keeper
Reis Asci: Chief Cook
Tapu Tahrir Cetvelleri: Imperial Survey Registers
Mühimme Defterleri: The Register of Imperial Decrees

22 Designed and built by Architect Davud Aga in 1599 (986 H), the building houses the Museum of Cartoon and Satire today,

http://t3.gstatic.com/images?q=tbn:ANd9GcSxczCaDMOLGdE-SuQpffYUvTGZmpsK_930GU8IUe3OLVZxlYbm
23 Designed and built by Architect Sinan in 1543 (930 H).
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•

•
•

Kethüda: Vakif Managers – they are well-established, proven, and dependable public
officials that have incomes independent of imaret-vakif manager salaries. At times of
need, they were expected to infuse cash in order to balance the budget from their personal
income. The term also appears in other sections of the Ottoman hierarchy as it describes
a managerial position in general.
Kadi: Judge
Imaret: Pious Foundation
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Abstract
Traditional forms of music education are being both subtly and radically transformed by digital
tools. This paper focuses on how specially designed technological tools can engage students who
are learning to play musical instruments through weekly lessons by supporting the development
of student self-regulated learning. We describe how research evidence informed the design for a
web-based tool called iSCORE to support music learning, and the overall results of our research
to date on the effectiveness of iSCORE.
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Enhancing Music Learning with Digital Tools
Digital technologies have become ubiquitous in our daily lives. We use digital applications
on our computers, tablets, and smartphones to find, organize, and exchange information, to
communicate with our friends and family, and to play games. The availability of such tools
allows music teachers and students almost seamless access to musical resources. Technology can
also be a catalyst for exposing teachers and students to new musics and genres. Together with
digital communication tools, these technologies have the potential to transform independent
music teaching that takes place in music studios around the world. But while the digital age
presents opportunities for music teachers to use new tools to enhance and even transform their
teaching, it also—sometimes painfully—causes teachers to critically examine the approaches
they take to teaching music, including pedagogical styles and musical core content.
Using technology is not always an easy matter for independent music teachers, who often
work from home studios. It is recognized that most students are digital natives, that is, they have
only lived in a world with Google searches, emails, and iPods (Prensky, 2001). Conversely,
many independent music teachers are digital immigrants, meaning that their original resources
for learning and communicating were hard copies, analog audiotapes, and face-to-face
interactions. Many established independent music teachers have entered the digital world as
newcomers to a strange land. And like other immigrants, digital immigrants wish to become
more proficient with technologies and to develop their expertise in ways that will allow them to
work effectively to the digital age. The challenge to enter a digital world is made more
formidable by the isolation that often characterizes the work context of the independent music
teacher, as many of these teachers work in their studios and rarely interact with other teachers in
contrast to music teachers working in schools (Feldman, 2010; Uszler, 1996).
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Another crucial difference between studio music instruction and classroom music
instruction is that students of independent studio music teachers are expected to practise
without their teacher’s presence, applying, at home, the ideas demonstrated and discussed
during their lessons. These students must prioritize the ideas presented at their lessons, clarify
their goals, execute strategies to meet these goals, and reflect on their progress. Thus, selfregulatory behaviours are particularly important for students who learn music through studio
lessons. In this paper, we describe how iSCORE, a web-based learning portfolio, was designed
to enhance student self-regulation in music learning, and present a summary of research results
to date on the effects of using iSCORE in music instruction and learning.

Linking the Lesson with Practice: Transactional Regulation
Kostka reported in the 1980s that most of the lesson time consisted of student playing
or performance (57%) and teacher talk (42%)—with the implication that students rarely get
a word in edgewise (Kostka, 1984). This finding was also prevalent in Hepler’s (1986) study
of 20 college-level studio teachers. Using an observation instrument called the Observational
System for Applied Music (OSAM), Hepler categorized teacher and student behaviours,
validating the instrument with a panel of music experts. Again, the results were described in
terms of play and talk: Hepler concluded that “students play and teachers talk” (Hepler,
1986, p. iii). His findings in terms of student talk were similar to Kostka’s with the
overwhelming proportion of time being spent on teacher talk and student performance.
However, the proportions of play and talk were different than those reported by Kostka,
possibly because the students were more advanced in Hepler’s case. Hepler found that 25%
of the lesson time was devoted to student performance and over 70% of the remaining time
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was made up of teacher talk, performance, appraisal, and questioning. Students spoke for 1%
of the lesson time. Hepler characterized the lessons as highly active and concentrated in
nature: just over 1% of the time was classified as “inactive off-task.”
No doubt this “play and talk” characterization, against a backdrop of quick moving
and concentrated lessons, has a great deal of truth to it. But even though the students may
not speak often, or only speak in response to direct questions from the teacher, this does not
mean that the student’s voice is a silent one in studio instruction. We are beginning to
develop a more nuanced understanding of what “play and talk” entails. It is not, as Kostka’s
(1984) and Hepler’s (1986) numbers suggest, merely the student playing and the teacher
providing guidance and instruction in a top-down teacher-directed fashion. There are many
important and subtle ways that the students also take charge of the lessons. Kennell (1992)
argued that lessons can be viewed as jointly guided by the teacher and student for at least
two reasons. First, the particular task—such as learning to develop phrasing in a particular
piece of repertoire—is selected as a result of the student’s current musical capabilities and
interests. Second, the teacher has extensive knowledge of the student and shapes the lesson
accordingly. In referring to the theoretical work of Vygotsky (1934/1978), Kennell claimed
that independent music teachers are extremely attuned to shaping the lesson so that it occurs
in what Vygotsky (1934/1978) termed the Zone of Proximal Development. In the Zone of
Proximal development, the task is neither too difficult nor too easy, thus allowing the
student to learn in a joint problem-solving situation where the student is challenged and
guided by the more capable music teacher (Kennell, 1992).
There may be an even more appropriate way to characterize the joint interactions that
occur between student and teacher during the lesson and further, to describe what happens in
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the week between lessons. We are attracted to the idea that the learning that occurs both
during the lesson and between lessons can be characterized through Sameroff’s
“transactional regulation” model (Sameroff, 2010). Under this model, it is suggested that coregulation, that is a combination of self-regulation (McPherson & Zimmerman, 2011;
Zimmerman, 2011) or independent learning (Kennell, 2002), and other forms of external
regulation—such as the support provided by music teachers—is necessary to support music
learning. Drawing on Sameroff’s theory of transactional regulation, McPherson and his
colleagues claim that in music learning we do not move linearly from other regulation to
self-regulation, but rather self-regulation includes other elements of regulation, just as other
regulation is tempered with self-regulatory abilities (McPherson, Davidson, & Faulkner,
2012; Sameroff, 2010). Other regulation includes the input of ideas and strategies from
teachers during lessons, and also from parents and peers in the time between lessons.
McPherson, Davidson, and Faulkner (2012) followed 157 students in Australia over a
14-year period, and found that environmental factors such as having supportive parents,
performance opportunities, and positive peer interactions served to regulate and enhance
student learning. Consequently, one of the long-term aims of our research program is to gain
a better understanding of who is involved in various activities related to learning to sing or
to play an instrument with an independent music teacher. On the basis of the transactional
regulation theory, in our research with teachers, we ask who is primarily involved in setting
goals for the year, setting goals for the time between lessons, choosing repertoire, breaking
down complex tasks, creating a practice schedule, and so on, knowing that these tasks are
accomplished with the input of teachers, parents, and students. We are beginning to
determine who leads these activities—that is, whether it is the teacher, parent, student or the
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various combinations that are possible—providing a much richer picture of the ways that
student learning is guided. Gaining an understanding how student learning is regulated and
how students move towards independent musicianship, both through the literature and our
own research, has formed the theoretical basis for the iSCORE learning portfolio, which was
launched in January 2012.

iSCORE: A Digital Portfolio to Support Student Self-Regulation in Music Learning
iSCORE is based on ePEARL (Electronic Portfolio Encouraging Active Reflective
Learning), a web-based portfolio to support SRL that was developed at the Centre for the Study
of Learning and Performance (CSLP) at Concordia University. Prior studies using ePEARL for
music teaching suggested that ePEARL enhanced musical competencies and encouraged teachers
to use self-regulation strategies to guide student learning (Upitis, Abrami, Brook, Troop, &
Catalano, 2010). Based on the ePEARL research, the specialized iSCORE version for music
study was created at the CSLP in partnership with Queen’s University and The Royal
Conservatory and publically launched in January 2012. iSCORE is available without charge to
interested users through Canada’s Royal Conservatory (www.rcmusic.ca). Supporting materials
appear on the iSCORE News website (www.iscorenews.com).
iSCORE helps students set goals, develop strategies for music learning, and to
communicate with teachers, parents, and peers. It has the potential to enhance learning for a wide
variety of users with different skill levels and musical interests. Like its predecessor, ePEARL,
the iSCORE electronic portfolio is reflective of the principles of self-regulated learning.
Throughout the portfolio, there are places to plan, execute, and reflect on one’s learning.
Students can display and reflect on their work through text, image, and sound.
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The web-based format of iSCORE allows for communication with teachers and other
members of the studio. Teachers have access to portfolios of students in their class. Parents have
access to their children’s portfolios as well, and students may choose to share their portfolios
with siblings and peers. Teachers, students, and parents can comment also on the artifacts, some
of which are related to music outside the lesson itself.
The iSCORE portfolio contains seven pages: Home, Work, Overview, Sharing, Calendar,
Files, and Mailbox. The first three pages—Home, Work, and Overview—support students as
they set goals, learn new repertoire, develop self-regulatory strategies. The other four pages—
Sharing, Calendar, Files and Mailbox—serve to enhance communication between students,
teachers, parents, and peers.

Supporting music learning: Home, work, and overview. Home is the first page that
students see when they open their portfolios. Students can personalize this page by uploading a
picture, selecting a banner, and/or writing a welcome message. On the homepage, students also
write their overall learning goals for the term or the year (General Goals) and are informed of
upcoming events on their calendar. In addition, this page contains the students’ discussion board,
called ‘Notes & Posts’, which allows others to leave messages or post links or documents. A
sample student homepage appears in the figure below.
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Figure 1. Personalized Student Home Page

Work refers to the section of the portfolio where students set goals, describe tasks and
strategies, create documents and recordings, and reflect on their work. In the Planning section,
students outline their tasks and goals, and identify strategies that will help them achieve their
goals. Strategies are compiled across work pages.
The Doing section is where students display their work. In addition to a text box and
hyperlink functions, students can record work using an embedded recorder. They can also upload
audio or video files and use the annotation tool to reflect on their learning. With the annotation
tool, students and teachers can type or audio-record feedback directly on the uploaded
recordings.
The Reflection section provides scaffolding to help students think about how well they
were able to execute their plan. This section includes a series of prompts to guide students as
they think about their processes and the products that resulted.
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The Overview page allows students to examine their progress. Students can view all of
their strategies at once as well as a tally of how often each strategy is employed. The overview
page also shows students how often they are addressing aspects of their general goals through
their work.

Supporting communication: Sharing, calendar, files, and mailbox. iSCORE supports
the exchange of information related to development of students’ work and studio activities.
Students retain the ability to control what they want to share, and with whom.
The Sharing page serves as a gateway for students to view others’ work and is also where
students grant permission to others to view their portfolios. Students can allow others to see
specific pieces of work, or all of their work items. On this page, students see a list of other studio
members who have granted them access to various parts of their portfolios. By clicking on these
names, students can view their peers’ portfolio, examine their work, and leave posts regarding a
specific piece of work or leave a message on the Notes & Posts discussion board on the Home
page.
An electronic Calendar in iSCORE is linked to the Planning portion of the work tab,
whereby students can schedule practice sessions. In addition, students and teachers can schedule
rehearsals or make-up lessons on the calendar.
To respond to the need for teachers and students to distribute documents, recordings, or
other multi-media to students, a filing cabinet was created, where teachers and students can
upload and distribute Files. iSCORE help resources are also included in all filing cabinets. These
help resources include a User Guide, instructions to help users set-up their portfolios, and sample
lesson plans.
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iSCORE contains a Mailbox system. If two users are online at the same time, this mailbox
system can become a chat feature. Unlike the Notes & Posts discussion board, the mailbox
remains private to the author and receiver of each of the messages.
We now turn to a description of the long-term research program we have designed to
assess the efficacy of iSCORE in the studio music teaching context and provide an overview of
research results to date.

iSCORE in the Studio: A Seven-Year Research Program
Phase 1: Preliminary studies with iSCORE
Preliminary studies conducted from 2010 to 2012 indicated that iSCORE, and its
predecessor ePEARL, produced student gains in musical development and self-regulation. Case
studies involving over 30 students, 20 parents, and 6 teachers provided evidence that iSCORE
supported the increased use of self-regulation strategies by students and helped students create
links between music lessons and music making in other contexts (e.g., Brook, Troop, & Upitis,
2011; Upitis, Abrami, Brook, Troop, & Catalano, 2010; Upitis, Brook, Abrami, Varela, & Elster,
2012; Upitis, Varela, & Abrami, 2013). There was also evidence that iSCORE helped reduce
isolation and build community, by helping peers and teachers access one another’s work and
prompting users to offer constructive feedback on the work presented (Troop, Brook, & Upitis,
2011).
One of these early studies involved a year-long investigation from 2011 through to 2012, in
which 5 teachers and 25 students took part (Upitis, Brook, Abrami, Varela, & Elster, 2012).
Teachers were given a one-day introduction to the ePEARL/iSCORE portfolio, where they
learned about the theory and research on self-regulated learning and were taught how to use the
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tool. Researchers documented the use of the portfolios through interviews, observations, surveys,
and data from the portfolios themselves. The results demonstrated the value of the tool in
supporting student learning as well as increasing communication amongst students and teachers,
thus reducing the sense of isolation associated with private music instruction. The findings also
indicated that students used various features of the tool to plan, execute, and reflect on their
work, developing stronger self-regulatory skills—such as goal setting—in the process (Upitis,
Brook, Abrami, Varela, & Elster, 2012). Outcomes from this research influenced the design of
future studies and guided the further development of the iSCORE tool itself; Version 2 of
iSCORE was released in August 2013.
In summary, our Phase 1 findings indicated that iSCORE:
•

contributed to greater use of self-regulation strategies by students

•

helped students create links between music lessons and music making in other
contexts

•

reduced isolation between lessons

•

contributed to students’ abilities to set more effective and specific goals regarding
their musical studies

Phase 2: Targeted Case Studies and Large Scale Surveys
During Years 3 and 4, we will continue to be involved in two kinds of activities: targeted
case studies to deepen our understanding of what was learned in the preliminary phases of the
work, and large-scale surveys of teachers, parents, and students across Canada and the United
States.
During Year 3 (2012–2013) we collected data from ten music studios with teachers using
iSCORE and another ten studios where teachers did not use iSCORE (Troop, Brook, & Upitis,
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manuscript in preparation). However, although we had matched studios by instrument (e.g.,
voice or guitar), years of teaching experience, and geographic location, we found that other
characteristics of the studios (e.g., teaching style, student population) rendered it meaningless to
compare the control and experimental groups. Consequently, a re-designed randomized control
study is planned for Years 5 through 7 (see below).
That said, the case studies of the 10 teachers who used iSCORE in their studies further
illustrated the potential of iSCORE. Of these 10 studios, there were three teachers who used
iSCORE extensively. The features that were most often employed by both teachers and students
were the home page (Notes & Posts and the To Do list) and the annotator. All three teachers used
the home page as an individualized electronic dictation book as well as to share information with
all students in their studios. The annotator was used for mid-week check-ins between lessons, to
archive performances, and to reflect on learning (Troop, Brook, & Upitis, manuscript in
preparation).
The data from the 20 teachers also yielded important information about the independent
music teacher population as a whole. These data, in combination with a teacher survey of over
200 teachers that was carried out on July 2013, indicated that contemporary music teachers often
incorporate improvisation and composition in their teaching, in addition to learning to perform
from notated repertoire. Importantly, many of these teachers embrace digital technologies
(Upitis, Brook, & Abrami, submitted).
We are presently in Year 4 of the research program (2013–2014), and our focus is on
learning how iSCORE is being used by thirteen music teachers in Toronto, Ontario, Montreal,
Québec, Sherbrooke, Québec, and Kingston, Ontario. This targeted case study design was
developed to learn from teachers who are using iSCORE with piano, guitar, stings, clarinet, and
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voice students of all ages. There is ongoing data collection from students, teachers, and parents
for the thirteen case studies. Some of this information is being gathered with surveys and
interviews. The research team is also observing students as they interact with their teachers
during their lessons, and video taping segments of lessons and performances.

Phase 3: Large-scale randomized control study
On the basis of the Year 3 and 4 work, a three-year randomized control study will be
designed to compare iSCORE users with students who are learning to play instruments in more
traditional ways. This randomized control study will take place in Years 5 through 7 and will
involve between 48 and 60 studios in both urban and rural settings across Canada. The
overarching goal of this research and knowledge dissemination project is to transform the studio
music culture with the aid of an ostensibly powerful, highly interactive, web-based tool that
engages students with music-making. The aim is to find out if students using iSCORE make
greater advances in musicianship than the students in the control situation—as indicated by their
level of playing—and whether students using iSCORE make more use of self-regulation
strategies than students in the control situation. In addition, we will determine the extent to
which self-regulation strategies are more pronounced in advanced students, regardless of whether
they use iSCORE. Finally, we will be looking for evidence of more engaged and connected
musical communities for learning.

Disseminating Research Results
In keeping with the digital nature of iSCORE, not only will research be shared through
conventional means—conferences, papers, books—but also, by reaching teachers directly
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through Canada’s Royal Conservatory, national and provincial music organizations, and through
the ubiquitous presence of digital technologies. Student work and teacher support materials are
regularly showcased on the iSCORE website (www.iscorenews.com) and we work regularly
with teachers through face-to-face workshops and webinars. It is hoped that these combined
efforts—involving researchers, teaching professionals, students, and software designers—will, in
the longer term, mean that more students continue with their private music studies, and more
important, perhaps forge stronger links between their private music study with other aspects of
their musical experiences.
Conclusions
The iSCORE research program we have outlined contributes to the general body of SRL
literature and adds to our knowledge of a ubiquitous, yet under-researched area of music
education. In addition, our research results demonstrate how iSCORE, a web-based tool
structured on SRL theory, has the potential to enhance learning through its multi-media features,
to support the multi-faced nature of music making, and to improve communication amongst a
wide variety of users with varying levels of skills and musical interests.
We close with another observation by Kennell, who wrote that independent music
teaching is “a deceptively simple term that represents an extremely complicated professional
practice” (2002, p. 244). The literature reviewed, along with the findings to date, suggests
that indeed this is so. And it is a professional practice that affects the lives of millions of
children. For that reason alone, it is worthy of systematic and sustained study.

Upitis & Abrami

Digital music tools

16

Acknowledgements
The authors thank the studio teachers and their students who have taken part in the research, as
well as the graduate students involved in the project, the teacher-advisors, and the iSCORE
Advisory Board and Student Advisory Committee. This work was supported by a grant from the
Social Sciences and Humanities Council of Canada (SSHRC), by The Royal Conservatory, by
Concordia University, and by Queen’s University.

References

Brook, J., Troop, M., & Upitis, R. (2011). Developing Self-Regulatory Skills in Learning to Play
an Instrument. Paper presented at the Research in Music Education Conference, Exeter,
UK.
Feldman, S. (2010). RCM: A quantitative investigation of teachers associated with the RCM
exam process. Toronto, ON: Susan Feldman & Associates.
Hepler, L. E. (1986). The measurement of teacher/student interaction in private music lessons
and its relation to teacher field dependence/independence. Dissertation Abstracts
International, 47, 2939-A.
Kennell, R. (2002). Systematic research in studio instruction. In R. Colwell & C. Richardson
(Eds.), The Handbook of Research in Music Teaching and Learning (pp. 243–256). New
York, NY: Oxford University Press.
Kennell, R. (1992). Toward a theory of applied music instruction. The Quarterly Journal of
Music Teaching and Learning, 3(2), 5–16.
Kostka, M. (1984). An investigation of reinforcements, time use, and student attentiveness in
piano lessons. Journal of Research in Music Education, 32(2), 113–122.
McPherson, G. E., Davidson, J. W., & Faulkner, R. (2012). Music in our lives: Redefining
musical development, ability and identity. Oxford: Oxford University Press.
McPherson, G. E., & Zimmerman, B. J. (2011). Self-regulation of musical learning: A social
cognitive perspective on developing performance skills (pp. 130–175). In R. Colwell & P.
Webster (Eds.), MENC Handbook of Research on Music Learning, Volume 2:
Applications. New York: Oxford University Press.
Prensky, M. (2001a, September/October). Digital natives, digital immigrants. On the
Horizon, 9(5), 1-6. Retrieved from http://www.marcprensky.com/writing/Prensky%20%20Digital%20Natives,%20Digital%20Immigrants%20-%20Part1.pdf

Upitis & Abrami

Digital music tools

17

Sameroff, A. (2010). A unified theory of development: A dialectic integration of nature and
nurture. Child Development, 81(1), 6–22.
Troop, M., Brook, J., & Upitis, R. (manuscript in preparation). iSCORE in the 21st century music
studio.
Troop, M., Brook, J., & Upitis, R. (2011). Enhancing the Music Studio Community and SelfRegulated Learning Through the Use of Electronic Portfolios. Presented at the Leading
Music Education International Conference, University of Western Ontario.
Upitis, R., Abrami, P. C., Brook, J., Troop, M., & Catalano, L. (2010). Using ePEARL for music
teaching: A case study. In G. Pérez-Bustamante, K. Physavat, & F. Ferreria (Eds.)
Proceedings of the International Association for Scientific Knowledge Conference (pp. 36–
45). Seville, Spain: IASK Press.
Upitis, R., Brook, J., & Abrami, P. C. (submitted). Independent music teaching in the 21st
century: What teachers tell us about pedagogy and the profession.
Upitis, R., Brook, J., Abrami, P. C., Varela, W. & Elster, A. (2012). Revitalizing Studio Music
Learning Through Digital Portfolios. Presented at the Research Commission of the
International Society for Music Education, Bi-Annual Conference, Thessaloniki, Greece,
July 2012.
Upitis, R., Varela, W., & Abrami, P. C. (2013). Enriching the time between music lessons with a
digital learning portfolio. Canadian Music Educators Association, 54(4), 22–28.
Uszler, M. (1996). The independent music teacher: Practice and preparation. American Music
teacher, 46(2), 20–29, 62–63.
Vygotsky, L. (1934/1978). Mind in society: The development of higher psychological progress.
Cambridge: Harvard University Press.
Zimmerman, B. J. (2011). Motivational Sources and Outcomes of Self-Regulated Learning and
Performance. In B. J. Zimmerman, & D. H. Schunk (Eds.), Handbook for self-regulation
of learning and performance (pp. 49–64). New York, NY: Routledge.

Title:	
  "Globalization	
  and	
  Cultural	
  Sensitivity	
  in	
  Architectural	
  Education.”	
  
Submission	
  ID:	
  183	
  
Topic	
  Area:	
  Architecture	
  
Presentation	
  Format:	
  	
  Paper	
  Session	
  
Author:	
  Margarida	
  Yin	
  
	
  
	
  	
  Architecture	
  Department	
  
	
  
	
  	
  Cal	
  Poly,	
  San	
  Luis	
  Obispo,	
  CA	
  93407	
  
	
  
	
  	
  myin@calpoly.edu	
  
	
  
Description: This paper examines the important influence of international
projects on the education of architecture students in the United States. It
argues that this introduction will expose and increase the awareness and
sensitivity of architecture students in an increasingly globalized world.
What, Why and How is it important
• In this globalization era, we need to bring into academia the awareness
and the understanding of its impact and its implications and come up
ways to appropriately advance our field.
• We, architectural professionals and educators, need not just follow the
globalization discourse, but also to take the lead in shaping the
appropriate direction towards a more lasting and healthy physical
environment. In other words, architects should intervene in broader
debates about urbanity and society.
• Globalization’s meaning and goal should not just to bring together all
the different countries closer together financially, economically, and
politically, but to respect and retain each individual country’s unique
social richness and the world’s rich cultural tapestry, so diversity will
flourish and continue to enrich our lives.
In academia, within the architecture design studio setting, what can we do to
achieve the objectives listed above?
• Introduce International Projects
• Enter International competitions
How will this help students to be more aware of the globalization’s impact and
implication in the design field?
First, the overall initial design process in my studio, prior to design generation
and alternatives, was mainly focused on the urban fabric, or the physical
aspects or forces that shape the design, which are:
1. Concept development, or, the exploration of the core meaning of the
project
2. Site and context analysis and synthesis
3. Precedent Study
4. Building systems integration
5. Client’s goals and objectives primarily in terms of the final physical entity.

Second, in Architecture Design Studio, most of the time, there is a tendency
to forget, or, misunderstand the importance of the Social Fabric in which the
project is designed. In other words, no matter whether the design scope is
local or global, in many occasions, we have misinterpreted the real need of
the users and forgot their inherited cultures. Consequently, the majority of the
design proposals in design studios are insensitive to their users. Furthermore,
in the real world, this phenomenon resulted in the abandonment of the
structures by their users.
Therefore, in order to emphasize the importance of the social aspects in the
design process, I incorporated the BACKGROUND research into the design
process of my studio teaching, in hope to increase students’ globalized social
awareness, and therefore, to develop and broaden their design sensitivity.
In hope to bridge the social culture gap in design process, and to
consequently broaden the design sensitivity in students, particularly to
different culture background I introduced some international projects in my
Third year design studio during the Spring 2012. The following are selected
student projects that clearly show the impact of the international projects in
broadening student sensitivity to their culture differences.

Student: Aaron Betzer
Project: Horizontal farm in New Delhi, India

	
  

	
  	
  

	
  

Researching, Analyzing & Synthesizing the following influential design issues
while emphasizing the social fabric in all the design steps:
1.
The context and site:
The proposed project site will relocate the squatter settlement close to the
downtown where it is intermingled in a multiple different zonings: N=high
class residential, S=mid-low class residential; W= SS to E= Government
complexes.
Design response:
Open up the ground level to provide open public spaces in order to bring
together all different sectors of the urban social fabric
2.
The City planning and circulation arteries:
New Delhi’s city planning is based on the concentric organization pattern
designed by British City planner, who held India as Colony. Its circulation
pattern is radial and circulatory rings manner. The different activity zones
were dispersed throughout the radial fashion.
Design response:
Open site plan at the ground level allowed the 2 longer sides to be the major
entrances and exits, this way it promotes more social interaction.
3.
Cultural, urban and social trend:
New Capital of India, New Delhi, where the government wanted to improve
the social consciousness by providing the exiting squatter settlement better
living condition with working opportunity, consequently become a contributing
population segment to the society.
Design response in progression:
Propose a sustainable living/working self-sufficient farming community:
1.
First design proposal was to provide one high-rise apartment building
with the spread horizontal farming land;
2.
Second design proposal was to provide multiple vertical living-farming
clusters;
3.
Third design proposal was to provide two vertical living quarters with
the horizontal farming in the middle segment of the site;
4.
Who are the inhabitants? What are the Squatters daily routines and
rituals?
They are the poorest population segment in the society. Their living condition
is under the basic condition & standards. They are overly populated, without
any safety & health provision.
They build their shelters with the scraps found in garbage dump and build
wherever they can find space.
Design Response:
Based on their existing clustered living condition, the multiple low rise clusters
of centralized & self- sustainable communities, where the living quarters are
in the outer ring and the farmland in the center.
The foreign project increased this student’s cultural sensitivity in the
following ways:

Aaron’s first thought was to provide a vertical farming and living which has
been fashionable and popular globally. But, after studying and understanding
the history and culture in New Delhi, India he began to realize who the
squatters were and how they lived, Aaron decided that the vertical living and
farming was not appropriate for the project. Instead he proposed multiple
clusters of low rise self sufficient and sustainable structures.
Student: Spencer Bittner
Project: Artist Retreat in Boka, Montenegro, Spain

	
  	
  
Prior to the research, analysis of the place, people, culture, local urban/social
fabric, and architecture of Boka, Spencer proposed one big glamorous
complex with different angles and directions to introduce the latest flashy
design to his project.
After the researching Boca, Montenegro, Spain Spencer found out that:
• The climate of Boka, Montenegro, Spain is quite similar to that of the
California Central Coast, where Cal Poly is located
• The site location was comparable to Shell Beach, CA a nearby cliff
community. It is protected from the wind yet with a gorgeous
panoramic ocean views.
• The existing abandoned historical structures on site needed to be
respected.
• The richness of the small colonial town’s planning and architecture
nearby Boka could be embraced in order to give a local identity to the
project.
His Design Proposal:
• A site plan with winding paths and clusters of structures that were
inspired by the layout of the nearby small colonial town.
• The indoor and outdoor spaces were interchangeable due to the
temperate climate and site’s wind-protected location.
• All the structures open to the gorgeous ocean view.
• The existing historical structures and new structures are totally
interlocked.
As result:
Spencer’s gained cultural awareness was clearly expressed in his integration
of his design into the existing historical building, landscape and climate.

Student: Natalie Chu
Project: Modern Art Museum in Buenos Aires, Argentina

	
  
	
  
As Natalie’s sensitivity to context increased, she shifted from a common
whimsical museum building to a final design which was a semi-transparent
building that visually connected the harbor to the north and the old town to the
south. She came to understand the meaning of the harbor to the old town: old
town would not exist without the harbor.
2nd role of her museum could play in strengthening the relationship of the
building structure and its art display. This was decided on a flexible structure
framework that would accommodate all different forms of art expression
throughout the Argentina’s history. This is because Natalie found out that
Argentine painters and sculptors have a rich history, dating from both before
and since the development of modern Argentina in the second half of the 19th
century and its major influence were from Europe.
Student: Kyle Mendizaba
Project: MOBILIcity in Tiran, Albania

	
  

	
  

The named MOBILIcity project is to design a multi-modal transportation Hub,
which will accommodate all the ne	
  cessary present and future modes of
transportation, at the same time it was a place to gather, interact and

exchange with all the cultural and economical venues. It would be the ICON,
or symbol, to welcome and connect Albania to its neighboring countries.
This iconic symbol was the design concept and proposal that Kyle adopted
after extensive research into the country’s goals and objectives, plus, its
exiting transportation routes, and, its urban fabric and architecture.
His idea of an iconic architecture was a soaring glass tower, which would emit
light likes a light house, and would provide tower views of the neighboring
countries. He believed that this iconic tower would reach the projects goals
and objectives which is to connect Albania to its neighbors.
Conclusion:
All the above-mentioned students design process proved to be the crucial
ingredient In order to increase their designs sensitivity because, most
importantly, they were:
1. Exposed to and appreciative of the richness of the diverse cultures and
2. Opened to the challenge of the acceptance and respect to the different
people of different cultural backgrounds.
Therefore, the students become more well-rounded designers who attempted
to embrace the true human spatial needs and desire for their daily routines
and rituals, and, ultimately fulfill their dreams.
Final note in employing globalization projects in design studios, we will make
sure that:
1. The initial intensive emphasis be placed on background research and
interaction,
2. Continuous feedback and change based upon new cultural findings,
and
3. Finally a rigorous check on the appropriateness of a given idea for the
specifics of people and place.
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Preface

This book aims to explore and interpret the relationship of the music within
Thoreau’s poetic text Walden (1854) with the music composed by Minnesota‐
based composer Dominick Argento in Walden Pond, Nocturnes and Barcarolles for
Mixed Chorus, Three Violoncellos and Harp (1996). In addition to contributing to the
scholarship and research related to Argento—there is little research on Argento’s
choral music, and none pertaining to this specific piece—this paper will serve as
a model of one type of analysis for the music of Argento, who is known
primarily for his lyric operas and choral music.
The objectives of this document are to analyze thoroughly the poetic sounds
and devices of Thoreau’s otherwise prose text, to analyze the music elements and
structure of Argento’s musical setting, and to demonstrate the interrelationship
of Thoreau’s poetic text and Argento’s setting of it in each of the five movements
of the piece. By recreating the Stimmung of the poetic text, Argento captures the
aesthetic, religious, and philosophical ideas held by Thoreau.
In the introduction, I provide detailed background information on Thoreau,
his book Walden, and the American Transcendentalist movement that provided
much of the philosophical, spiritual, and natural inspiration for the text.
Additionally, I have included biographical information about Argento, as well
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his and others’ insights into his compositions, specifically his choral music and
Walden Pond.
I have dedicated a chapter of in‐depth analysis to each of the five movements
of the work. Each chapter will follow the same organization of methodology. In
each chapter, I first analyze thoroughly the poetic text of Thoreau, paying special
attention to the “music” that is created through sentence sounds, rhythm, tempo,
etc., using Robert Pinsky’s The Sounds of Poetry (1998) as a principal guide.1 I then
look closely at how Argento honors Thoreau’s poetic music in his setting of the
text (rhythmic and melodic correlations with the rhythmic and intonational
implications of the text). Finally I examine how Argento captures the overall
imagery and atmosphere of the text (Stimmung) globally through texture,
instrumentation, and topics, and locally by identifying specific word‐painting
examples and leitmotifs.
In this book, I define leitmotifs as recurrent referential sonorities and motives
that carry extramusical meaning. Like the harmonic leitmotifs of Wagner and
Strauss, many of the leitmotifs in Walden Pond are chords. Likewise, many of the
leitmotifs I have identified occur in the accompanying instruments. I have used
Leonard B. Meyer’s books Emotion and Meaning in Music (1956) and Explaining
Music (1973) to guide me in identifying motivic structures. I also discuss
Robert Pinsky is Poet Laureate of the United States and teaches in the graduate writing program
at Boston University.

1
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Argento’s implementation of musical topics, doing so in Robert Hatten’s use of
the word.2
It is assumed that the reader has access to a score to refer to while reading
this document. All of the quotations of Thoreau’s text in chapters 1–5 are set in
the musical composition, and the entire text of Walden Pond can be found in
appendix A. I have also provided a catalog of leitmotifs for easy reference in
appendix B. It is my hope that this book will serve as a model for this specific
type of analysis and a valuable resource for those who perform Walden Pond.

2

Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation
(Bloomington, IN: Indiana University Press, 1994).
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adnomination. Emphasis of a word root through its use in various parts of
speech.
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allophone. A written speech sound that includes all of its possible
pronunciations.
anabasis. A rhetorical gesture in music depicting physical upward motion or
locational height through melodic contour or tessitura.
assonance. The repetition of vowels.
catabasis. A rhetorical gesture in music depicting physical downward motion or
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Introduction

Henry David Thoreau and Walden

On July 12, 1817, Henry David Thoreau was born in Concord, Massachusetts,
to John Thoreau, a skilled pencil maker, and Cynthia Dunbar, who ran a
boardinghouse.3 He graduated in 1837 from Harvard University but immediately
returned to Concord and began working there. He first worked as a teacher and
then as a day laborer; most importantly, he worked for Ralph Waldo Emerson
and lived in his house.4 In 1845 at the age of twenty‐seven, Thoreau borrowed an
axe from Emerson and built a log cabin on some land—Walden—which was
owned by Emerson.5
Thoreau went to Walden in March of that year to see if he could achieve a
suitable balance between labor and leisure by living life as simply as possible.6
Following in the footsteps of European Romantics, Thoreau moved to Walden to
observe and write about nature; however, he also sought to teach a lesson to
society about the value of work.7 Thoreau did write specifically about his own

James. Thorpe, Thoreauʹs Walden (Pasadena: The Castle Press, 1977), 3.
Ibid., 5.
5 Ibid., 9.
6 Paul F. Boller, American Transcendentalism, 1830‐1860: An Intellectual Inquiry (New York: Putnam,
1974), 206.
7 Robert Sullivan, The Thoreau You Donʹt Know (New York: Harper Collins, 2009), 123.
3
4
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motivations for inhabiting Walden: “I went to the woods because I wished to live
deliberately, to front only the essential facts of life, and to see if I could not learn
what it had to teach, and not, when I came to die, discover I had not lived.”8
Thoreau spent precisely two years, two months, and two days at Walden,
although he did make regular trips into town to visit friends.9 While he was
there, Thoreau wrote most of A Week and Walden, but he left in 1847 because he
“had other lives to live and could spare no more time for that particular life.”10
Although he had written the majority of Walden while living there, Thoreau
spent nearly six years continuing to write and edit the book, finally publishing it
in Boston in 1854.11 Thoreau died eight years later in May of 1862 from
tuberculosis, which he had contracted some twenty‐six years earlier in the spring
of 1836.

American Transcendentalism

One cannot entirely understand Walden without reading it within the context
of the contemporary American Transcendentalism movement; as George
Hochfield writes, “Like those of all movements in intellectual history, the

Thorpe, 10.
Ibid.
10 Boller, 207.
11 Thorpe, 17.
8
9
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outlines of American Transcendentalism are indistinct.”12 Paul Boller describes
American Transcendentalism as a religious, philosophical, and literary
movement that promoted free thinking in religion and both Romanticism and
individualism in literature.13 This ideology began as a movement against
traditional, historical Christianity out of the Unitarian Church in New England in
the 1830s.14 Clearly delineating this ideology, Ralph Waldo Emerson suggested
that “if a person wished to know what Transcendentalism was about, he should
empty his mind of everything coming from tradition and the rest would be
Transcendentalism.”15
In the most basic of definitions, American Transcendentalism sought to
reconcile science and religion, aimed to bring to the forefront the role of the
intellectual in the world, and desired to emphasize both freedom and
individuality.16 Transcendentalists were “relentlessly self‐critical, endlessly eager
to expand their knowledge, experience, and understanding of life.”17 At the same
time, the Transcendentalist aesthetic of art and literature came from organic
growth. Artists’ and writers’ inspiration came from within one’s self, and that

George Hochfield, ʺAn Introduction to Transcendentalism,ʺ in American Transcendentalism, ed.
Brian M. Barbour(Notre Dame, IN: Notre Dame Press, 1973), 35.
13 Boller, xix–xx.
14 Ibid., xviii–xix.
15 Ibid., 34.
16 Hochfield, 51.
17 Boller, xv.
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inspiration manifested itself in a physical form naturally and freely by following
his or her own creative spirit.18
The American Transcendentalists were quite concerned with the “organic
metaphor,” which is interpreting reality in terms of analogies to the natural
world (that is, plant life and animal life).19 The ideas of many writers, such as
Emerson and Thoreau, include “the divinity of nature, the glory of human
aspiration and freedom, the power of intuition as opposed to reason, [and] the
creative energy of the poetic imagination.”20 Boller states, “Transcendentalism
placed great emphasis on the unity as well as the variety of nature,” and notes
that Emerson had called it “all for each and each for all,” meaning that
everything is part of the perfection of the whole.21
More specifically, the American Transcendentalists envisioned a divine
power or energy that creates all that is good and beautiful in the universe,22 but
they were often scorned for seeking God in nature, or more importantly, for
simply seeking God beyond the church’s walls.23 For the Transcendentalist,
nature keeps understanding and reason in balance and, according to Emerson,
serves as a source of resources, an unblemished world of beauty, and inspiration

Ibid., 95.
Hochfield, 41.
20 Ibid., 36.
21 Boller, 77–78.
22 Ibid., 67.
23 Sullivan, 42.
18
19
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for writing.24 Thoreau wrote that nature is as much a part of the person as the
person is a part of nature, and the Transcendentalists realized that although
individual, each person is comprised of a series of relations.25
With this in mind, the American Transcendentalists focused on creativity,
sociality, and most importantly, individuality—Emerson said, “Nature never
rhymes her children, nor makes two men alike.”26 They believed that the
individual—not society—was the source of all inspiration, creativity, and
originality, and although society may exert a certain amount of influence, it
cannot create as the individual can.27 Emerson insisted on “an individual’s self‐
reliance . . . a reliance on the activation of one’s own soul, an interior awareness
of the world’s divinity and the divinity inside one—i.e. you.”28

Thoreau, Transcendentalism, and Walden

Of the American Transcendentalist philosophies, Thoreau concerned himself
primarily with two in writing Walden: nature and the individual. He did not
leave behind any manuals on theories, philosophies, or aesthetics,29 but his views

Boller, 50.
Ibid., 195.
26 Ibid., 190.
27 Ibid., 191.
28 Sullivan, 45.
29 Verena Kerting, Henry David Thoreauʹs Aesthetics (New York: Peter Lang, 2006), 5.
24
25

6

on such matters were not entirely unknown. Of all the American
Transcendentalists, Thoreau most ardently rejected establishment, religion in
particular, although he did not consider himself an atheist. He once said that he
preferred the sound of cow bells to the sound of church bells.30 He did not
believe in personal immortality and wrote that there was “no heaven but that
which lies about me.”31 For Thoreau, nature was his religion. He did not align
himself with traditional Romanticists that viewed nature as a supernatural or
imaginative realm; rather, he believed that “truth could only be derived from an
empirical contemplation of the actual, phenomenal world.”32 Richard Schneider
sums up this philosophy quite well: “For Thoreau, the purpose of life’s journey is
to explore this [spiritual] potential, and nature provides the world, the moral
landscape, in which to explore it.”33
Personally, Thoreau wanted to bridge the gap between body and mind, the
physical world and the spiritual realm.34 While Emerson viewed nature as a
“physical means to a spiritual end,” Thoreau found spirituality through nature.35
In fact, Thoreau felt such a deep connection with nature that he achieved an

Boller, 29.
Ibid., 30.
32 Kerting, 1.
33 Richard J. Schneider, ʺWalden,ʺ in The Cambridge Companion to Thoreau, ed. Joel Myerson (New
York: Cambridge University Press, 1995), 100.
34 Kerting, 61.
35 Schneider, 100.
30
31
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ecstatic state that overwhelmed his consciousness.36 He became unified with
nature, and he had become acutely aware—through all of his senses—of
everything surrounding him.37 But for Thoreau, senses alone did not grasp or
capture full knowledge and understanding of an experience; they merely
introduced the phenomenon to the intellect, and together they would form an
understanding.38 It was through nature that Thoreau sought to understand not
only the world around him, but also to know more thoroughly his own being. In
his essay “Resolution at Walden” Sherman Paul writes, “In Walden Pond,
[Thoreau] saw the image of his purified self—that pristine, eternal self he hoped
to possess.”39
Through Walden, Thoreau aimed to give an account of nature based on his
experiences, since fixed theory does not suffice with nature constantly
changing.40 He marketed this book as a travel book (a very popular genre at the
time) with himself as the tour guide, but Walden is not simply an account of his
travels; rather, the writing serves to inspire people to explore and be seekers of
truth.41 A common myth about Walden is that it is a text about a hermit, a man
who isolates himself from society for two years and spends that time meditating
Boller, 195.
Kerting, 97.
38 Ibid., 70.
39 Sherman Paul, ʺResolution at Walden,ʺ in Critical Essays on Henry David Thoreauʹs Walden, ed.
Joel Myerson (Boston: G.K. Hall & Co., 1988), 61.
40 Kerting, 61.
41 Schneider, 93.
36
37
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in nature. On the contrary, Thoreau is more interested in change than stasis,
exploration than observation.42 In fact, Thoreau adopted a view of life with
mankind as transient and nature as permanent.43
For Thoreau, nature did not need to be idealized in art; to do so would only
reflect a shadow of its true beauty and only a mere snapshot—not a video—of
the experience.44 Kerting expounds upon this idea: “Instead of producing poetry
that conveyed merely the shell of an experience and that was mainly determined
by his self, Thoreau wished to capture and convey the vividness and
characteristics of the objects themselves.”45 Nature was already perfect, and he
did not believe it needed a poet to make it perfect. Instead, he thought that
people needed to learn how to open themselves up to be able to perceive
nature.46 From a very basic perspective (one that Thoreau himself would likely
adopt), Walden is a book about purity and innocence as represented by nature
and about the need for individuality as human beings.47
Thoreau draws his inspiration for Walden from nature, which then serves as
tropes and metaphors that represent his observations and concepts.48 Through

Ibid., 92.
Thorpe, 14.
44 Kerting, 96.
45 Ibid., 109.
46 Ibid., 2.
47 Thorpe, 22.
48 Elizabeth Hall Witherell, ʺThoreau as Poet,ʺ in The Cambridge Companion to Thoreau, ed. Joel
Myerson (New York: Cambridge University Press, 1995), 57.
42
43
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his choice of language, he strategically draws the reader toward the self, society,
nature, and God—all at the same time.49 Thoreau draws upon the images and
scenes of the natural world in and around Concord in his writings and poems,
and “applies the high standards of his idealism to aspects of the human
condition—love, friendship, memory, the transitory nature of life.”50 In his essay
about the deeper truths of Walden, Joseph Boone writes, “One of Thoreau’s
overriding purposes in writing Walden involves his effort to educate his audience
of the difference between the conventional life that merely skims the surface of
existence and the fully‐experienced life that fathoms its depths.”51
To emphasize on a global level the process of death and rebirth in the
reader’s own journey, Thoreau represents Walden chronologically through the
cycle of seasons, condensing his roughly two‐year stay into one year.52 On a local
level, the morning and the light of the breaking dawn represent rebirth and
human potential for abundant life.53 Although Thoreau did not share many of the
Romantic views of nature as supernatural or magical, “in style as well as

Joseph J. Moldenhauer, ʺThe Extra‐Vagant Manuever: Paradox in Walden,ʺ in Critical Essays on
Henry David Thoreauʹs Walden, ed. Joel Myerson (Boston: G.K. Hall & Co., 1988), 98.
50 Witherell, 57.
51 Joseph Allen. Boone, ʺDelving and Diving for Truth: Breaking through to Bottom in Thoreauʹs
Walden,ʺ in Critical Essays on Henry David Thoreauʹs Walden, ed. Joel Myerson (Boston: G.K. Hall
& Co., 1988), 164.
52 Schneider, 97.
53 Ibid., 103.
49
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structure, in language as well as idea, then, Thoreau recapitulates the archetypal
Romantic theme of rebirth.”54
Walden displays a constant interchange between prose and poetry; even in
Thoreau’s poems, there is a constant interchange between the two.55 He was also
quite passionate about etymology and how words having multiple meanings
could lead to deeper truths.56 Thoreau’s use of puns and the fact that words have
multiple meanings, however, sometimes undermine his ability to find certainty
in language.57 In Walden, Thoreau “leavened his message about the economics of
everyday life with puns, wordplays, and outright one‐liners,” as humor was
important to him.58 In fact, the book is filled with puns, such as the unlucky
fisherman, who after a long time realized “he belonged to an ancient sect of
Coenobites (‘see no bites’).”59 Besides the number of puns and subtle jokes,
Thoreau’s writing exhibits clarity of form, fluidity, and a music‐like quality.
Broderick states in his essay, “Many of Thoreau’s paragraphs . . . often begin
with deceptively simple, largely monosyllabic utterances which are succeeded by
poetic, allusive, metaphorical enrichment before the return.”60
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Dominick Argento

Dominick Argento was born to Sicilian immigrants on October 27, 1927 in
York, Pennsylvania. He began his musical studies much later in life than most
prodigious musicians at the age of fifteen, when he began formally studying
piano and informally studying harmony and orchestration from books he
borrowed from the local library.61 During World War II, Argento entered the U.S.
Army through the draft and served as a cryptographer in Northern Africa.62
Upon his return to the United States, he enrolled at the Peabody Conservatory in
Baltimore, Maryland, to begin his collegiate studies in composition, earning his
Bachelors of Music and Masters of Music in Composition in 1951 and 1954,
respectively. In 1957 he graduated from the Eastman School of Music in
Rochester, New York, with a PhD in Composition.63
Soon after completing his doctorate at the Eastman School of Music, he
applied for and accepted a position on the faculty at the University of Minnesota,
where he would spend his entire academic career.64 While there, Argento enjoyed
great success in both the academic and professional arenas. In 1963, he
The McKnight Foundation, Dominick Argento (Minneapolis, Minnesota: The McKnight
Foundation, 1998), 36.
62 Virginia Saya, ʺArgento, Dominick,ʺ Grove Music Online. Oxford Music Online.
http://www.oxfordmusiconline.com/subscriber/article/grove/music/01222 (accessed December 27,
2011).
63 The McKnight Foundation, 36.
64 Ibid.
61
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cofounded the Center Opera Company, now known as the Minnesota Opera,
and composed its inaugural opera Masque of Angels in that same year.
Argento’s work soon gained national recognition; in 1975 he won the Pulitzer
Prize for From the Diary of Virginia Woolf, 65 a thirty‐five‐minute collection of eight
songs for medium voice and piano based on excerpts from Virginia Woolf’s
diaries.66 Sixteen years later, he received nomination for a Grammy Award for a
1991 recording of his Te Deum,67 an oratorio for chorus and symphonic orchestra
set to the Latin Te Deum text and anonymous Middle English lyrics.68 In 1997,
Argento retired from the University of Minnesota on December 31, and in that
same year was appointed Composer Laureate of the Minnesota Orchestra.69

Argento and His Music

For Argento, the process of composing a piece, once finished, is like a distant
memory. He states that it is practically impossible to describe and recount the
events that transpire during his compositional processes. Most of the time, the
piece he begins to compose (or the piece he thinks he is composing) and the

Ibid.
Dominick Argento, Catalogue Raisonné as Memoir (Minneapolis: University of Minnesota Press,
2004), 82.
67 The McKnight Foundation, 37.
68 Argento, 133.
69 The McKnight Foundation, 37.
65
66

13

finished composition stand in stark contrast to one another.70 A long time after
finishing a composition, the piece becomes alien to Argento. He usually cannot
remember the significance of any particular chord or note.71
Argento rarely draws his inspiration or compositional techniques from other
composers, although he is particularly fond of Romantic composers, specifically
Mahler, Tchaikovsky, Verdi, and Puccini.72 According to Argento, the process of
making musical decisions (e.g. the sequence of pitches, dynamics, rhythmic
durations, and placement of dissonance) is essentially arbitrary, as he composes
his music based on his own instinct.73 While some elements of Argento’s music
might be intuitive, his use of established forms, leitmotifs, and recurring musical
material inherently suggests conscious musical decision‐making.
In the earliest stages of his career, his instincts drove him away from vocal
music. In fact, he had a strong aversion to vocal music through his third year at
the Peabody Conservatory. After marrying his wife Carolyn Bailey (whom he
describes as “a terrific soprano”), he began to experiment with composing solo
vocal repertoire, but much time would pass before he began to appreciate group
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Ibid., xv.
72 Ibid., 15.
73 Ibid., xvi.
70
71

14

singing. He admits that living in Minnesota, a state with a rich tradition and
culture of choral music, helped him greatly.74
Stuart Pope of Boosey and Hawkes, one of Argento’s publishers, once told
him that all of his choral music is, at best, challenging and quite often
exceedingly difficult.75 Argento attributes this to his free use of tonality and his
occasional, albeit brief, employment of atonality. He counters, however, that he
always considers the singer and the vocal instrument in general when composing
choral music by designing vocal lines and melodic contours that are not
awkward to sing, placing reference points within the piece for finding pitches,
and avoiding unnecessary demands in regards to vocal stamina and tessitura.76
Most important and relevant to this book is Dominick Argento’s approach to
setting a text to music. He describes setting a piece of vocal music in the original
meter of a given text as “the worst thing you can do.”77 One of the primary
reasons that he has chosen to set mostly prose texts (such diaries, letters,
pamphlets, etc.) and not very many poems is that he retains absolute control over
the meter and the rhythm of the text; that is, he, not the meter of the source text,
decides which words are important and should be stressed,.78
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Walden Pond (1996)

Argento’s meticulous attention to text provided the impetus for his choral
work Walden Pond, a cycle for chorus, three celli, and harp commissioned by the
Dale Warland Singers (Dale Warland, conductor) and premiered on October 26,
1996, at the University of Minnesota. With great care and extensive freedom, he
selected excerpts (quoted verbatim) from Thoreau’s Walden to create the precise
imagery and ambience he sought to capture in the piece, but this is not the first
time he has done so. According to Deborah Ellefson in her dissertation “The
Choral Music of Dominick Argento”, Argento “prefers to design his own textual
structure; of the multi‐movement works, Peter Quince at the Clavier is the only one
that sets a single text in its entirety. All of the others employ excerpts from
multiple poems or texts, selected and rearranged by Argento.”79
In combination with the excerpted texts selected by Argento, his choice of
instrumentation also plays a crucial a role in creating the Stimmung of the work.
The German word for “mood,” the term Stimmung refers to the general
atmosphere, sentiment, or imagery of a musical passage. Virginia Saya writes
that the “three cellos and harp support and illustrate the water images in the
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settings of texts compiled by Argento from Thoreau’s Walden.”80 Argento goes a
step further in specifically noting that the harp mimics the sound of rippling
water and the three violoncelli—Argento borrowed the use of multiple solo celli
from Rossini’s William Tell overture, in which Rossini employs them to depict a
serene woodland scene—“add a sense of warmth, darkness, and depth.”81
The decision for Argento to set a text about the pond at Walden surely must
have been an obvious one. In his memoir, he writes that he has always been
fascinated by bodies of waters—lakes, rivers, seas—and that many of his vocal
and choral works are set on or near a body of water, even if he does not mention
water specifically in the piece’s title.82 Argento writes specifically about his
fascination with water with regard to Walden Pond: “Walden Pond would be the
one work most unabashedly related to this preoccupation [with bodies of water],
using it not merely as a circumstance or colorful backdrop, but focusing directly
on the body of water itself.”83
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Chapter 1

“The Pond”

The Music in Thoreau’s Poetic Text

While not pure poetry in the strict sense, Thoreau’s writing is rife with poetic
devices, textual “music,” and rhetorical gesture. The opening sentence of the
movement (“Nothing so fair, so pure lies on the surface”) exhibits a litany of
sibilant sounds through alliteration of the phonemes [s] and [f]. While the vowels
certainly do not form a rhyme, the words so fair and the word surface, in some
way, do have a rhyming quality to them. One sees (or rather, hears) the same
effect in his juxtaposition of monstrous effect and making fit (here, it is with the
phonemes [m] and [f]). The second sentence, “It is a clear and deep green well”
complements the first sentence with assonance of the vowel [i].
Thoreau employs both assonance and rhyme beginning in the third clause of
the second paragraph, with assonance of the vowel [o] in no, float, own, and stone,
the final two words forming a perfect rhyme. Thoreau also evokes near rhyme in
the ultimate paragraph with the words man’s hand. More prevalent in this
paragraph is Thoreau’s use of alliteration of the consonant combination th, which
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produces allophones /θ/ and /δ/ in the words there, the, thousand, this, and bather.
In addition to the sentence sounds heard throughout the text, Thoreau employs
adnomination in such words as breath and breathed and deep and depth.
Even more impressive than Thoreau’s ability to capture the internal music of
spoken text through sentence sounds is his incorporation of word‐plays,
allegories, metaphors, and other rhetorical gestures that superimpose added
meaning to the text. In the first paragraph, Thoreau refers to the pond as a
“well.” The use of this word evokes an image of a body of water that provides
sustenance to those creatures that draw from it. In this instance, given his
Transcendentalist ideology, Thoreau most likely is alluding not to just a physical
sustenance, but also a spiritual one.
He also refers to the pond as a “perennial spring,” which plays on the
multiple meanings of spring as both a fount of water and a season of year. Again,
the word “spring” connotes life, both as a source of potable water and a season
of the year when new life emerges from winter’s sleep. Joseph Boone concurs: “If
actually a spring, the pond would then be, as a source fed solely from the earth’s
interior, an origin of pure life.”84 Ironically, the pond itself is a water‐table pond;
that is, “Walden has no springs or streams running into or out of it, above or
below the surface. Water is added to the pondʹs volume by seepage, rainfall, and
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snowmelt; it is subtracted through seepage, through evaporation, and through
uptake by trees and plants.”85
Giving even more lifelike qualities to the pond, Thoreau personifies it in two
specific instances. He refers to it as “earth’s eye, looking into which the beholder
measures the depth of his own nature.” If one’s eyes are, as anecdotally
considered, the “windows of the soul,” then Thoreau’s personification of the
pond surpasses that of mere physical human qualities. Richard Schneider writes,
“As a metaphor for the writer’s own artistic eye, the pond’s ‘crystalline
purity’ . . . also suggests a moral purity against which the writer or reader can
‘measure the depth of his own nature.’”86 In yet another reference to the aliveness
of the pond, he refers to the steam or mist rising from the water as its own
“breath” floating as clouds high above its surface, the act of breathing being the
most rudimentary action of a living being.
The reflective qualities of the pond pervade Thoreau’s writing; in addition to
being the “earth’s eye” that the beholder looks into to measure his own character,
Thoreau also calls it an unbreakable mirror, a “mirror which no stone can crack,
whose quicksilver will never wear off,” once again recalling the eternal nature of
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this place. He also describes the magnification and the distortion of things that lie
below its surface but that are viewed from above it.
The most subtle, yet perhaps the most profound, allusion that Thoreau
creates is that between the Mannerist art of Michelangelo and the pond. Thoreau
describes the “alabaster whiteness” of the person bathing in the water and how
“as the limbs are magnified and distorted [the water] produces a monstrous
effect, making fit studies for a Michael Angelo.” This reference to alabaster—a
white variety of gypsum used often in the creation of statues, vases, and other
sculptural art—draws the first connection to Renaissance artist Michelangelo.
The magnification and distortion of limbs, as well as the “monstrous effect,”
make clear reference to the Mannerist art movement, in which one sees a
distorted view of the human body. It is characterized by the abnormal elongation
of limbs, exaggerated muscles and physique, and larger‐than‐life depictions of
human beings (Michelangelo’s “David” stands fourteen feet tall).

Thoreau’s Music in Argento’s Music

Throughout the movement, Argento captures the pacing and flow of
Thoreau’s text with great ease. The sibilant sounds of [s] and [f] in the first
sentence require time to pronounce, and Argento echoes this with slow rhythms
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that contradict the meter (although a clear sense of meter has not yet been
established, Argento primarily uses a 2:3 ratio to create a rhythmic deceleration).
The assonance of “clear and deep green wells” is exemplified through even, half‐
measure rhythms. Argento captures the acceleration of short, quick syllables in
“into which the beholder” with the fastest rhythms yet (eighth and sixteenth
notes), but he respects the deceleration created by the double n of “own nature”
through a full beat given to own and a return to the duple rhythm for nature.
Logically, he sets the words earth (the size of the earth in comparison to the size
of the pond), long, and still as the longest rhythmic durations in the movement.
In several instances, Argento sets the text in a manner that mimics the way
one would declaim it aloud. The best examples of this occur with the phrases
“high above its surface,” “The water laves the shore as it did a thousand years
ago,” and “magnified and distorted.” Argento, in a way, has rhythmically
measured the length of the vowels and consonants and given them respective
rhythmic values. The ebbing and flowing rhythms in the second of those phrases
clearly mimic the lapping sounds of the pond against the shore. Only in one
instance, for the text “monstrous effect,” is the declamation of the text obscured;
the rhythms are suitable for the text, but they pass by so quickly that it is difficult
to discern the words.
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The Reflection of Thoreau’s Text in the Music

The most obvious observation one can make about this movement is its
setting as a barcarolle. A folk song sung by gondoliers in the canals of Venice, the
barcarolle is set to a slow triple meter, most commonly 6/8. It is fitting, then, that
this text be set to a music that would be sung on water, as the unevenness of
compound meters mimics the gentle waves rippling through water. The sparse
orchestration of a cappella choir, three cellos, and one harp embodies Thoreau’s
Transcendentalist philosophy of rejecting modernity for simplicity and society
for nature.
In addition to capturing the sounds and pacing of Thoreau’s text
rhythmically, Argento magnifies Thoreau’s poetic text and his rhetoric through
pitch and harmony. One of the most prominent features of this movement is the
use of leitmotifs or referential sonorities. The most pervasive of referential
sonorities I have identified as the “Reflection” chord, which first occurs in mm.
1–2 (see Example 1). At the most superficial level, it is simply a C major chord
with an added second; upon further study, it is the pitch D reflecting the C and E
which are equidistant from that central pitch, like a ripple in the water after
tossing in a stone. This conjecture is bolstered by the fact that D remains a
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first time that it has not been used in reference to the pond or the actual reflection
of an image. While it is possible its implementation here serves only a structural
purpose, it is possible that Argento is emphasizing the reflection of the human
physique in the Mannerist art of Michelangelo. Additionally, one might consider
that Thoreau’s description of “monstrous effects” and distorted, magnified limbs
suggests that the water not only reflects our humanity, but also reveals our
inhumanity.
The second significant referential sonority is the chord progression in mm. 8–
11 that I have identified as the “Acceptance” sonority (see Example 2). The
progression is a move from iii to V4/3 to I by means of a 4‐3 suspension, and it
provides resolution to major sections of this movement. The Acceptance
sonority, too, has a reflective nature in that structurally, it has a feeling of being
both the beginning and the end of sections. Argento employs this progression to
delineate the form of the movement.
In every instance, the augmented +#2 chord that follows the reflection motive
precedes this sonority. The first time, Argento separates the two with several
measures of other musical material, but in subsequent iterations, the augmented
+#2 directly precedes it. This chord progression, however, is slightly undermined
by the repeated 4‐3 suspension that occurs beneath it in the harp and cello.
Because most of the harmonies and rhythms leading up to this progression are in
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voicing and stepwise motion of the choir in mm. 12–13 and mm. 16–22 capture
the clarity of the “clear and deep green well,” as well as the purity that one
would associate with a natural spring. The slow, even rhythms in both of these
passages magnify the long existence of this place, evoking a sense of space and
expansiveness. In contrast to the aforementioned passages, Argento creates a
disjunct melodic contour through octave displacement from an otherwise
stepwise line in m. 29 over the text “the mirror which no stone can crack,” a
musical representation of a jagged rock or a cracked surface (see Example 4). It is
worth noting that both phrases in mm. 28–33 survive the attempted “crack” with
resolutions to triadic harmonies.
With the text “magnified” in mm. 57–59, one sees a tremendous expansion in
the dynamic and tessitura of the outer voice (“Wedge technique” as described by
Robert Gauldin),87 but the “wedge” contorts and contracts itself back to closely‐
voiced, dissonant harmonies on the word distorted. In addition to musically
painting the image of magnification seen below the water’s surface, Argento
“distorts” the tonality of the movement with this wildly chromatic passage.

87

Robert Gauldin, "The Theory and Practice of Chromatic Wedge Progressions in Romantic Music," Music
Theory Spectrum 26, no. 1 (2004).

28

Exam
mple 4. Disjjunct melod
dy as text‐p
painting;
Walden
W
Pond
d, movemen
nt 1, mm. 288–33.

Furth
hermore, thee listener hears
h
and ob
bserves a nu
umber of in
nstances in
which
w
Argen
nto has emp
ployed rhettorical gesttures of anaabasis and ccatabasis to
o
paint
p
the tex
xt of Thorea
au.88 In mm
m. 38–40, Arrgento describes “to flo
oat as cloud
ds”
with
w a gentlee leap of a perfect
p
fifth
h in the sop
prano line. H
He also com
mbines the ttext
“h
high abovee its surfacee” with an upward
u
arp
peggio of a G‐major triiad on the
word
w
surfacee, mimickin
ng the steam
m rising from
pond.
m the surfaace of the p

88

For more info
ormation regard
ding word-pain
nting and rhetooric, see the folllowing articless: Tim Carter,
"W
Word-Painting," Grove Musicc Online. Oxfo
ord Music Onlinne.
htttp://www.oxfo
ordmusiconlinee.com/subscrib
ber/article/grovve/music/305688 (accessed Jannuary 7, 2012).. and
Blake Wilson, et
e al., "Rhetoricc and Music," Grove
G
Music O
Online. Oxford Music Online..
htttp://www.oxfo
ordmusiconlinee.com/subscrib
ber/article/grovve/music/431666 (accessed Jannuary 7, 2012)..

29

The solo line in mm. 54–56 declaimed by the basses “that the body of the
bather appears of an alabaster whiteness” is particularly special: it is the first
time that the basses have declaimed the text alone, and it is also the first time that
Thoreau has mentioned any object actually in the water! Argento gives musical
life to Thoreau’s depiction with the sopranos sustaining a delicate high D (they
imitate the surface of the water) and the basses declaiming the text two octaves
lower (they fill the role of the bather in the water).

Summary

The movement as a whole floats along gently along with the undercurrent of
the harp and celli, interspersing a cappella and through‐composed sections
throughout the movement. Argento, however, always returns to the Acceptance
sonority, first midway through the movement in mm. 44–47 and again at the end
in mm. 63–67. He approaches it every time with the augmented +#2 chord and in
every instance in this movement, the Reflection chord precedes the augmented
+#2 chord.
The Reflection chord serves as a common thread throughout the movement,
and as I will demonstrate, throughout the entire composition. Argento employs
it to connect various images of the text, making its role less structural than the
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Acceptance sonority. At the same time, Argento always approaches the
Reflection chord by means of a common tone in at least one voice. With the
exception of one instance, this common tone serves as the center axis of the
Reflection chord.
Both Thoreau and Argento seek to capture the pureness, the tranquility, and
the permanence of Walden Pond. Thoreau achieves this by describing its
“crystalline purity” in several instances and specifically referencing its existence
(“a thousand years ago”), while Argento succeeds through the creation leitmotifs
that continuously recur throughout the movement, providing both structure and
continuity.

Chapter 2

“Angling”

The Music in Thoreau’s Poetic Text

Like the first movement of Walden Pond, Thoreau has filled the text of this
movement with a number of poetic devices. The most apparent device,
alliteration, occurs throughout the entire movement. The first paragraph ends
with an alliteration of the letter w in the phrase “which was strewed with wrecks
of the forest.” Although the w in wrecks sounds like the phoneme [r], it is visually
alliterative. A slight alliteration of the consonant combination ch exists in the first
sentence among the words perch, which, and charmed (“the perch which I seemed
to have charmed”).
The second paragraph features alliteration of the sibilant consonant [f], with
words such as forty feet, flaxen, fishes, foxes, and from. One might also hear a
distant connection between the words flaxen and foxes, given they both feature
the sounds [f] and [ks], although this connection is a tenuous one, given their
separation in the sentence.
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The final paragraph offers the most in terms of alliterative characteristics,
both visually and sonically. The second clause of the paragraph visually offers
repetition of the letter o and the combination on: “once in a while, we sat together
on the pond, he at one end of the boat, and I at the other.” We also hear
alliteration of the phoneme [w] in the opening words “once in a while, we
sat . . .” The other alliterated sound in this paragraph is the aspirated [h], which
we hear in the words he had, his, hummed, harmonized, and harmony.
Thoreau also employs a couple of instances of adnomination in the
movement. The first such instance begins with the word fishing, which he later
uses in the forms fishes and fisher. Thoreau uses this poetic technique with the
words harmonized and harmony as well, and while the word is not derived from
the same root, one cannot help but draw a connection between the words hum
and harmony.
Thoreau’s text for this movement abounds with Transcendentalist
philosophical ideas, ironies, and metaphors. One of his most deeply held ideals,
finding spirituality or a connection with a divine creating energy through nature,
permeates the entire text, principally through his use of personification. He first
personifies the moon, giving it motion as it is “travelling over the ribbed bottom
[of the boat].” The owls and the foxes assume roles as both spectators and
participants with their serenades to Thoreau and his deaf companion. He even
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suggests that he is “communicating” with the fish in the pond through his
fishing line, which inherently implies they are communicating back. Perhaps the
more appropriate word—although probably less poetic—would be
“communing,” as finding communion with nature was his ultimate goal.
Joseph Boone offers several insights into the meaning of fishing—both literal
and spiritual—for Thoreau in his essay “Delving and Diving for Truth: Breaking
Through to Bottom in Thoreau’s Walden.” At the most basic level, fishing is an
exercise in meditation, and the fishing line is Thoreau’s tool.89 At a deeper level,
fishing, the exploration of the depths of the water, serves as an analogy for soul‐
searching.90 Boone takes that concept a step further, suggesting that fishing is a
metaphor for life, with the sliding surface [the current] passing by representing
time.91 For Thoreau, fishing is a connection to God through the fishing line, with
the other side of the line being both deep and mysterious.92
Thoreau mentions his own “philosophy,” and while he does not delineate
exactly what that philosophy encompasses, he does mention that the silence
between him and the older man and the psalm tune the man hums “harmonize
well enough” with his philosophy. The silence allows Thoreau the opportunity to
seek a deeper connection with nature; he accepts the psalm tune because the man
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Boone, 170.
Ibid., 172.
91
Ibid., 166.
92
Ibid., 170–171.
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is humming it—that is, he is not singing any prescribed religious words or texts.
This fits in neatly with the American Transcendentalist rejection of the traditional
religious establishment.
Related to these ideas, Thoreau juxtaposes two contrasting ideas in this
section of the text: external music versus internal music. The external music is
quite obvious, as he describes playing the flute, the creaking bird, the serenading
owls and foxes, and the humming old, deaf man. At the same time, an internal
music exists, both between Thoreau and nature and between Thoreau and his
companion. The external music of the flute creates an internal musical dialogue
between Thoreau and the fishes, and the songs of the owls and foxes also achieve
the same dialogue with him. His internal “harmony” with the old fisherman is
actually a silent discourse, which Thoreau actually prefers to an “intercourse . . .
carried on by speech.”
Finally, Thoreau injects a bit of humor and wit into his writing. He speaks of
the “mysterious nocturnal fishes” and “some unknown bird.” The irony and
humor are threefold here. First, Thoreau’s observation that these fish are
nocturnal is quite ironic, since it is the middle of the night and he should be the
one asleep (as everyone knows, humans are not biologically nocturnal creatures).
Second, he mentions that “not too many words passed between” him and the
deaf man, which is ironically humorous because they probably said nothing at
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all, given that the man could not hear. Third, the mystery that surrounds these
nocturnal fishes and the unknown bird directly contradicts the Transcendentalist
rejection of European Romantic ideas concerning nature, the woods in particular.
It is unclear to me whether Thoreau is mocking the European Romanticists or
simply acknowledging there is something mysterious about nature, but in either
case, there exists a bit of ironic humor.

Thoreau’s Music in Argento’s Music

As in the first movement of this piece, Argento magnifies and builds upon
the poetic, musical sounds of Thoreau’s prose in his setting of the text for this
movement. Argento takes great care in observing Thoreau’s syntax; for example,
he observes the natural caesura at the first comma following the word flute
through a longer duration of that word followed by a rest. Argento seems to
insert his own musical comma in m. 14, but he undermines that potential caesura
by repeating the previous melodic and harmonic material verbatim but
transposed a major second lower.
Additionally, Argento honors Thoreau’s larger syntactical structures, namely
paragraphs, through orchestration and tempo changes. Argento demarcates the
beginning of the second paragraph at m. 33 by introducing the harp as a solo
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accompanimental instrument and increasing the tempo to Quasi allegretto. He
also shifts to a more natural, recitative‐like declamation of the text. Argento notes
the beginning of the third paragraph with a return to accompaniment by the
three celli in their typical register and a slower Tempo giusto (eighth note = 88),
although he continues the recitative‐like setting of the text.
Like Thoreau, Argento draws attention to the ch consonant combination in
the words perch and charmed. Argento achieves this in two ways: for the upper
three voices, the words occur on the downbeat of m. 18 and m. 19, respectively;
he explicitly makes the connection in the bass voice by juxtaposing the two
words, omitting the words that the other voices sing between perch and charmed.
Argento also captures the dactylic rhythm of the words hovering and travelling
over the by setting them as triplet figures.
Argento’s decisions for text setting evince his keen awareness of the musical
sounds at his disposal with the alliteration Thoreau employed. Argento draws
attention to the alliteration of the letter w with slower rhythmic durations for the
text “which was strewed with the wrecks” in mm. 27–29. The slower rhythms
also serve the practical purpose of comprehensibility. Conversely, he capably
brings alliteration of the letter f to the forefront in m. 36, in which he sets “forty
feet of” as sixteenth notes. The swift successions of the sibilant sound make
Thoreau’s alliteration all the more apparent.
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The Reflection of Thoreau’s Text in the Music

Even more apparent than Argento’s musical setting of Thoreau’s poetic prose
is his depiction of the ideas and imagery that fill the text. Along with a number of
rhetorical devices and specific instances of text‐painting, Argento establishes two
primary leitmotifs that serve as anchors and musical reference points throughout
the movement.
The first leitmotif, which I have identified as the “Flute” motive, opens the
second movement. Played by a solo cello as string harmonics, the breathy quality
of the cello evokes the sound of the woodwind instrument, which Thoreau
mentions specifically in the first sentence. Argento fragments the “flute” solo,
using the last five pitches as the actual motive; he reinforces this leitmotif
through repetition, an echo of the same pitches by a second, solo cello (see
Example 5). The Flute motive recurs several times throughout the first twenty‐
eight measures of the movement, most notably two times while the chorus
sustains the word flute. Argento saves the motive’s next and final reprise for the
end of the movement, when it occurs once again with what I call the
“Permanence” chord.
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Ex
xample 5. Fllute Motivee; Walden P
Pond, movem
ment 2, mm
m. 1–4.

The Perm
manence ch
hord, in con
ntrast to thee Flute motiive, occurs throughou
ut the
en
ntire movem
ment in botth the choru
us and the accompaniimental forcces. The cho
ord
fiirst appearss in m. 12 in
n the chorus and is rein
nforced by
y its repetition at a low
wer
pitch
p
level in
n m. 15. I ha
ave labeled
d this leitmo
otif as the P
Permanencee chord,
because it is suggestivee of stasis in
n three prin
ncipal wayss. First, the chord first
ap
ppears in connection with
w the tex
xt that referrs to sitting
g in the boatt, which is iin
ittself a staticc action. Seccond, Argen
nto always sustains th
he chord forr at least fo
our
beats in a slo
ow tempo, which sugg
gests inactiv
vity. Third,, the pitch ccollection ittself
su
uggests stasis in that it does not have
h
an app
parent reso
olution (see Example
6).
6 The three‐note chorrd is built upon
u
a majo
or third, wiith an added augmented
fo
ourth abovee the lowesst pitch. Wh
hile tritoness in tonal m
music typicaally exhibit a
teendency forr resolution
n, this triton
ne exudes a sense of balance, marrking the
middle
m
of th
he chromatiic scale, mu
uch like the center of g
gravity need
ded to sit sttably
in
n a rowboatt. Addition
nally, the pittch set com
mes from thee whole ton
ne collection
n,
which
w
itself is an immo
ovable and self‐reflexiv
ve sonority
y.
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Examp
ple 6. Permanence cho
ord; Walden Pond, mov
vement 2, m
mm. 12–16.

This leitm
motif, as prreviously sttated, occurrs througho
out the mov
vement. Aftter
i
in
n the choru
us (mm. 12 aand 15), it rreturns twicce in mm. 555–
itts first two instances
61, the secon
nd time at a pitch level one step llower than the first insstance. Here the
motive
m
appeears in the accompany
a
ying celli, w
while the cho
orus, by no
o coincidencce,
declaims
d
thee text “we sat
s togetherr on the pon
nd, he at on
ne end of th
he boat, and
d I at
th
he other . . .”
. This furth
her bolsterss the argum
ment that A
Argento has associated the
motive
m
with
h the boat an
nd permaneence. The P
Permanencee chord retu
urns one fin
nal
tiime in the last three measures
m
of the movem
ment in tand
dem with th
he Flute
motive.
m
wo principa
al leitmotifss of this mo
ovement, A
Argento
In additiion to the tw
em
mploys a number
n
of other
o
techniiques to paiint Thoreau
u’s text in th
he music an
nd
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capture the Stimmung of Walden. The opening four measures of the movement
(see again Example 5) suggest two types of dialogue, which to both Thoreau
himself alludes: Thoreau’s dialogue with nature and his “intercourse” with the
deaf man. The Flute motive and its echo seem to be a response to the call of the
opening phrase, since they occur throughout the movement apart from each
other.
Argento creates the majority of his connections with the text through
harmony. In addition to the Permanence chord, the listener hears a number of
instances where the harmony reflects the action or ambience of the text. The first
example of this occurs in m. 20 with the arrival an A major triad. Until this point,
the tonality of the movement has been hovering around like the perch, which
Thoreau finally “charms”: the fish stops flitting about and the music’s tonality
reaches a stable pitch center. Near the end of the movement in mm. 72–73,
Argento paints the “unbroken harmony” with the arrival of a D major triad, the
same key as the Flute motive, at the end of the word harmony.
Argento also uses harmony to his advantage to evoke a spooky, almost
ominous ambience surrounding the “mysterious nocturnal fishes” and “the
creaking note of some unknown bird.” For the former, he alternates between C#
and C§, which produces shifts between a major‐major seventh chord and a major‐
minor seventh chord. Additionally, he sets the text in a very low tessitura for all
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voices, depicting the fish that lie deep beneath the pond’s surface. For the latter,
he quickly moves from E‐minor, to Bb minor (a tritone away), and then back to E‐
minor.
At the same time, Argento recreates the creaking of the unknown bird with a
repeated two‐pitch motive played by a solo cello.93 Many other examples of
Argento’s word‐painting of the text exist; indeed they are almost too numerous
to account for all of them. In mm. 24–25, the composer evokes musical images of
“travelling over” with an arch‐shaped melodic and dynamic contour in the
upper three voices, as well as a stepwise, evenly paced rising line of quarter
notes in the tenor voice.
Like Thoreau, Argento gives double‐meanings to some of the motives in his
work. In mm. 33–39, Argento quite cleverly uses the repeated C‐sharps in the
harp accompaniment in two different manners simultaneously. First, the
repeated pitches sound like the ticking or chiming of a clock while the text
references “the hours of midnight.” Second, the C# serves as a tonal center for the
passage—the choral phrases also begin and end with that pitch—while the text
refers to being “anchored in forty feet of water.”
Finally, Argento effectively captures the silence, the external music, and the
internal music Thoreau describes in his poetic text. The composer combines soft,
93

Because this instance of text‐painting occurs only in this five‐measure section of the movement,
I have not labeled it as a significant leitmotif within the work.
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unison declamation of the text “for he had grown deaf in his later years” in m.
62, while the accompaniment completely drops out of the texture, musically
depicting the silence that enveloped the older man and the silence between him
and Thoreau. The accompaniment resumes in m. 63, this time assuming the role
of the internal music between Thoreau and the man, and Thoreau and nature.
This internal music foreshadows the external music, the humming of a psalm, in
mm. 69–76, a literal depiction of the text.
The tenors do not hum a psalm, but they do hum the first half of the hymn
tune “Eventide,” which is also known as “Abide with Me” (see Example 7).
Composed by a British organist contemporaneously with Thoreau’s composition
of Walden, “Abide with Me” likely alludes to the evening setting of both this
movement and the hymn itself, one abiding with God in nature, and simply the
two people abiding together in the boat.

Summary

Again, through the use of two prominent leitmotifs, Argento creates
continuity throughout the movement, while using specific instances of text‐
painting to give new life to Thoreau’s text. The Permanence chord that recurs
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periodically
p
throughou
ut the moveement and tthe Flute m
motive that fframes the
movement
m
provide
p
stru
uctural pilla
ars that deffine the mo
ovement’s shape.

Example 7. Hy
ymn; Abide With
W Me, W
William H. M
Monk (18233–1889).

Furtherm
more, Argen
nto is able to
t magnify some of th
he deeper ph
hilosophicaal
deas and tru
uths held by
b Thoreau,, such as intternal vs. external mu
usic, dialogu
ue
id
between meen vs. dialog
gue betweeen man and
d nature, etcc. Harmony
y serves as h
his
primary
p
tool for identiffying these concepts, b
but he also elucidates the listenerr by
means
m
of mu
usical motiv
ves, texturees, and instrrumentatio
on.

Chapter 3

“Observing”

The Music in Thoreau’s Poetic Text

In the third movement of Walden Pond, Thoreau’s text abounds with myriad
examples of musical sentence sounds, both alliteration and assonance. The first
sentence of the movement features an abundance of sibilant sounds produced by
the phoneme [s]: “It is a soothing employment to sit on a stump on a height
overlooking the pond, and studying the dimpling circles incessantly inscribed on
its surface amid the reflected skies and trees.” Other less obvious instances of
alliteration occur throughout the movement’s text as well. Thoreau alliterates the
letter w in “it is wonderful with what,” the letter d, as in “it was difficult to
distinguish,” and the nasal consonant n in “One November afternoon.”
Even more pervasive than the alliteration is the assonance employed by
Thoreau. Nearly every sentence features some form of this poetic device, with
the vowel [I] appearing as the most frequently occurring use of assonance. An
excellent example of assonance of the vowel [I] is seen in the sentence “It is
wonderful with what elaborateness this simple fact is advertised.” Thoreau

44

45

employs assonances with vowel combinations as well, such as [a:I] in “I was
surprised to find myself . . .” In several instances, such as “incessantly inscribed,”
Thoreau combines both assonance and alliteration for a particularly musical
effect. These examples are just a few of the instances of alliteration and assonance
employed by Thoreau; many more exist in this passage.
One of the most notable features of the music in Thoreau’s poetic text is the
tempo and meter of some of the passages. The first half of the opening sentence
of the movement, which has a clear dactylic meter, also features a steady increase
in tempo. Thoreau creates the rhythmic acceleration by beginning with
multisyllabic words that have long vowels and then proceeding to monosyllabic
words with short vowels. He emphasizes the poetic accelerando by decreasing
the amount of space between the alliterated s words. We also hear the same effect
in “the dimpling circles incessantly inscribed” and in “their swimming
impressed me as a kind of flight.” The final sentence of the second paragraph,
“Then the trembling circles seek the shore and all is smooth again” exhibits the
opposite feature, deceleration. The sentence’s exclusively trochaic meter, which
sounds much slower compared to the dactylic meter of the initial sentence, and
the long sounds of all and smooth retard the tempo of the poetic text.
Thoreau utilizes not only the sounds of alliteration and assonance, but also
the sonic imagery of onomatopoeia. While the word flash itself has
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onomatopoetic characteristics (even though one typical associates a flash with
light, not sound), Thoreau bolsters the word’s potential for sonic imagery by
modifying it with the adjectives one and bright, which are both short,
monosyllabic words that also imitate the instantaneous nature of a flash.
As in the previous two movements, Thoreau’s personification of his
surroundings, the fish and the pond itself, permeates the text. Instead of
depicting a fish simply leaping out of the water, he writes of “a fish [that]
describes an arc of three or four feet in the air.” The fish in Walden Pond also
take part in an exclusively human action: murder. Thoreau describes a pickerel
or a shiner capturing an insect for food as “piscine murder,” essentially placing
the wildlife on the same level as humankind.
Again, Thoreau has given life to Walden Pond through his personification of
the body of water. He portrays the lifeline or heartbeat of the pond through the
circular ripples in the pond’s surface, referring to “the gentle pulsing of its life,
the heaving of its breast.” He also gives the “trembling circles” the ability to
consciously elect to “seek the shore.”
Thoreau also creates coherence and poetic music in this passage through the
juxtaposition of both similar and opposite words and images. In the second
paragraph, he juxtaposes elaborateness and simple—interestingly, the word
elaborateness is quite elaborate itself, especially given the number of monosyllabic
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words in Thoreau’s writing. He also plays on the word pick when mentioning the
“pickerel or shiner picks an insect,” as the action is contained within the subject.
He also juxtaposes a sequence of stressed sentence sounds—[I] and [a:I]—
between the words “is advertised—this piscine.”
From a philosophical standpoint, this passage from Walden focuses on
dualities: the pond as both a static body of water and a living, breathing entity,
and Thoreau’s perception of himself as both an observer and a participant in
nature. In some respect, one might consider these two examples of dualities one
in the same: both a static body of water and an observer of nature are passive
and inactive, while a living being and a participant are engaging and active.
Thoreau’s difficulty in distinguishing the surface of the water and the sky—
the water reflects the image of the sky—exemplifies his own inability to
distinguish his role in this environment. Thoreau sees his reflection in the water,
yet he speaks as though he is actually in the water (“I was surprised to find
myself surrounded by myriads of small, bronze‐colored perch”). At the same
time, he sees the clouds reflected in the water’s surface and envisions himself
“floating through the air as in a balloon.” Thoreau most effectively sums ups this
ambiguity, this duality, when he compares the fish to birds in the final clause of
the last paragraph; for him, it is unclear where the sky ends and the water
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begins, whether he is viewing his image in the water or whether he actually is in
the pond.

Thoreau’s Music in Argento’s Music

In combination, all of the aforementioned poetic devices make for a very
musical text that lends itself to musical setting. One of the most notable features
of Argento’s setting is the manner in which he captures the rhythm and meter of
the source text in the music. Contrary to his view that “the worst thing you can
do in setting text is simply to ape the original meter,”94Argento elects to highlight
Thoreau’s strikingly dactylic text by setting it in 6/8 in mm. 4–8. This may be
because he is setting a prose text, which tends to be more rhythmically free; in
this case, an instance of regular meter represents an anomaly that he chose to
exploit. He begins with dotted eighth notes, and then moving to even eighth
notes; he recreates the acceleration of Thoreau’s text by indicating in the score an
accelerando over those measures.
He also recreates the acceleration of “their swimming impressed me as a kind
of flight” in m. 73 through the use of even sixteenth notes in simple quadruple
meter. Argento’s use of sixteenth notes makes the acceleration of the text more

94

The McKnight Foundation, 9.
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apparent, since the preceding measures feature considerably longer rhythmic
durations. In contrast, he captures the deceleration of “Then the trembling circles
seek the shore and all is smooth again” in mm. 55–59 with increasingly longer
rhythmic durations and a specified rallentando in the penultimate measure of the
passage.
In addition to honoring Thoreau’s meters and tempo changes, Argento also
depicts his sonic imagery, word‐plays, and use of assonance. He recreates the
flash of light and sound of “one bright flash” through accented eighth notes,
separated by eighth rests; the shortness and accentuation of the notes evokes the
sonic image of an instantaneous flash. Argento also takes note of Thoreau’s word
play of “pickerel or shiner picks” by placing pickerel directly on the second beat
of m. 37 and inserting a rest after shiner in m. 38, offsetting the word picks from
the second beat by an eighth note. Finally, he draws the listener’s attention to the
assonance of “It is wonderful with what elaborateness this simple fact is
advertised” with essentially flat melodic contours in each of the vocal parts in
mm. 40–43.
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The Reflection of Thoreau’s Text in the Music

Through the introduction of a new leitmotif, Argento successfully captures
the Stimmung and philosophies of Thoreau’s text. One leitmotif featured in this
movement appears only in a sixteen‐measure segment, but Argento does
transform this leitmotif later on to give it a new role in creating the ambience of
the movement. I have identified and labeled this new motivic unit as “Breaking
the Surface,” herein referred to as “BTS” (see Example 8). Consisting of a sharply
accented, clustered inversion of a four‐pitch quartal (Q4) chord, the BTS motive
first appears in m. 28, pre‐imitating the “one bright flash” of a fish leaping and
breaking the water’s surface in mm. 29–31. The same motive appears again in m.
32, this time anticipating the “flash” where the fish strikes the surface as gravity
returns it to the water.
After describing a “pickerel or shiner” picking an insect from the surface of
the water, Argento reprises the BTS motive in mm. 40–42, still an inversion of the
Q4 sonority, but this time more widely spaced than the first two instances (see
Example 9). The motive sounds on the second beat of each of the measure, while
the chorus, with hints of Q4, declaims Thoreau’s text that comments on the
elaborate advertisement of the fish’s simple action. Later in the movement,
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Argento
A
will transform
m the Q4 son
nority to re alize the Sttimmung of Thoreau’s
prose.
p

TS motive; Walden Pon
nd, movemeent 3, mm. 28–31.
Example 8. BT

n
leitmotif introduceed in this m
movement, Argento
In additiion to the new
pal sonoritiies of the firrst movemeent: the Accceptance
reeprises the two princip
so
onority and
d the Reflecction motivee. In both in
nstances, A
Argento hass slightly
altered and recontextua
alized the leitmotif, bu
ut the listen
ner’s ear can
n still recog
gnize
th
hem and make
m
a conneection to th
heir initial in
ntroduction
n. The first of the two
so
onorities to
o appear is an
a altered form
f
of the Acceptancce sonority iin mm. 19––22.
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Example 9. BT
TS motive; Walden Pon
nd, movemeent 3, mm. 40–42.

Here
H
the cho
orus arrivess on a B min
nor chord, followed by a quartal,, outward
ex
xpansion based on thee BTS motiv
ve in the haarp that yields to G maajor (see
Example
E
10)). In hindsig
ght, one rea
alizes that m
mm. 8–11 feeature the eexact same
harmonic
h
an
nd melodic material a step higherr—a transp
position of tthe Acceptaance
so
onority. Th
hese rework
kings of the Acceptancce sonority do not seem
m to carry aany
ex
xtramusica
al meaning; rather, they most likeely serve to reinforce th
he
pervasivene
p
ess of the major
m
third and
a the estaablishment of this sono
ority as a
leeitmotif.
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Example
E
10. Altered Acceptance
A
sonority;
s
W
Walden Pond,
d, movemen
nt 3, mm. 199–22.

m.
Argento also reworrks the Reflection chorrd from thee first movement in mm
67–68, as Th
horeau desccribes seeing
g his own i mage surro
ounded by perch in th
he
water.
w
The original
o
threee‐note son
nority origin
nally consissted of the p
pitches C, D
D,
an
nd E, although later in
n the first movement,
m
A
Argento prresented thee leitmotif o
one
half
h step and
d one whole step loweer. Here, thee cellos intrroduce each
h pitch
seeparately, this
t
time wiith a trill on
n each note,, so that by
y the end off m. 68, the
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liistener hearrs the Reflection chord
d. Example 11 shows a reduction of the cello
os’
en
ntrances, which
w
form the leitmottif.

Example
E
11
1. Reworked
d Reflection
n chord; Wa
Walden Pond, movementt 3, mm. 67–68.

On a local level, Argento emplloys a num
mber of rheto
orical gestu
ures and
in
nstances of specific tex
xt‐painting to create an
n aural imaage of Thoreeau’s text.
The
T most no
otable of theese instancees, which fiirst occurs iin mm. 14––18, employ
ys a
teexture of ca
anonic entra
ances at thee octave and
d unison off the melod
dy, beginnin
ng
with
w the basss voice and
d rising up through thee soprano v
voice. Thro
ough this
co
ontrapunta
al texture in
n an otherw
wise homorh
hythmic com
mposition, Argento drraws
an
n aural ima
age of the concentric circles that rripple throu
ugh the water’s surfacce.
This
T
set of ca
anonic entrrances returrns at the v ery end of the movem
ment (mm. 778–
82
2), this timee in the accompanying
g celli and h
harp, each iinstrumentt entering
in
ndividually
y in canon.
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Examp
ple 12. Cano
onic entrancces; Walden
n Pond, mov
vement 3, m
mm. 14–18.

Argento’s use of an
nabasis thro
ough rising melodic lin
nes that corrrespond w
with
teexts such ass “on a heig
or
ght overlooking the po
ond” (mm. 6–8), “an arc of three o
fo
our feet in the
t air” (mm
m. 26–28), and
a “impreessed me ass a kind of fflight or
hovering”
h
(m
mm. 73–74)) depicts loccational heiight and up
pward mov
vement. He
reecreates thee “welling up
u of its fou
untain” thro
ough the seequential im
mplementation
of intervallicc leaps of a sixth in mm
m. 48–51. T
To convey th
he calming of the
fo
ountain, Arrgento emp
ploys cataba
asis by conv
verting the upward leaap of a sixth
h to
a downward
d leap of a sixth
s
in mm
m. 56–58.
One of th
he most sig
gnificant rheetorical gesstures in thiis movemen
nt occurs in
n
mm.
m 71–72 with
w the tex
xt “seemed to be floatiing through
h the air.” H
Here the
so
oprano and
d tenor voicces leap up to the pitch
h E on the w
word float, d
down a maajor
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seeventh, and
d then back
k up to D. The pitch E aand its mov
vement dow
wn to D carrry
sp
pecial signiificance, as Argento ussed a very ssimilar mottivic and piitch schemee in
th
he first mov
vement on the
t text “flo
oat as cloud
ds” (movem
ment 1, mm
m. 38–39; seee
Examples
E
13
3 and 14).

Ex
xample 13. Anabasis
A
fo
or the word
d float;
Walden
W
Pond
d, movemen
nt 3, mm. 711–72.

Ex
xample 14. Anabasis
A
fo
or the word
d float;
Walden
W
Pond
d, movemen
nt 1, mm. 388–39.

In severa
al specific in
nstances, Argento
A
takees advantag
musical arsen
nal
ge of his m
to
o recreate im
mages of th
he text in orr near the m
moment thee chorus decclaims it. In
n
mm.
m 24–25 with
w the tex
xt “it may be
b that in th
he distance,” Argento w
writes interrvals
of an octave and a seveenth within
n the sopran
no and alto lines, a mu
usical
“distance” between
b
thee pitches. Th
horeau’s teext in m. 33 mentions a fish that
“strikes the water”;
w
Arg
gento emph
hasizes thiss by placing
g a phenom
menal accen
nt on
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th
he first sylla
able of the word
w
waterr in the chorral parts an
nd the accom
mpanying ccelli.
Additionally
A
y, Argento writes a pa
air of sequen
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alm surfacee of Walden
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nd’s
Surface” (seee Example 15). Argentto affirms th
the meaning
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no
voice
v
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Example 15. Po
ond’s Surfa
ace; Walden Pond, movement 3, m
mm. 2–4.
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In mm. 61–73, Argento employs paired voices (soprano and tenor, alto and
bass) in combination with alternation between chromatic pitches (Db versus D§
and F§ versus F#). The accompanying harp plays a descending, melodic Q4
harmony, which Argento derives from the earlier BTS motive. This sparse
accompanimental texture, with the paired voices in the chorus and the chromatic
alternations, creates a dreamlike atmosphere.

Summary

While effectively evoking the imagery of Thoreau’s text at both a local and
global level, Argento goes a step further by bringing the duality of Thoreau’s
experience to the surface in several ways. The dreamlike Stimmung that Argento
creates through sparse orchestration, paired voices, and chromatic alternations
reflects Thoreau’s uncertainty of whether he is physically in the water or merely
seeing his own reflection. Argento also portrays the dichotomy of Thoreau as
observer versus participant in nature through the interchange of
accompanimental forces; rarely in this movement do the celli and harp play
simultaneously. It is not until the final two measures of the movement that the
celli and harp truly come together in the Ripple Effect leitmotif. Perhaps,
Argento aims to create resolution not only for the listener, but also for Thoreau.

Chapter 4

“Extolling”

The Music in Thoreau’s Poetic Text

In the text of this fourth movement, sentence sounds (principally, alliteration
and assonance) play a smaller role, while Thoreau employs extended metaphors
to an even greater degree. Thoreau utilizes alliteration quite sparingly in this
passage, doing so in only one instance. One hears alliteration of the phoneme [k]
in the text “it had clarified its waters and colored them,” although this example
might seem trivial compared to previous examples where alliteration was much
more frequent.
Assonance, however, plays a slightly larger role than its consonantal
counterpart. Instances of assonance occur primarily in the second paragraph,
particularly in the first sentence, which features the vowel [æ] prominently:
“Successive nations perchance have drank at, admired, and fathomed it, and
passed away . . .” The last part of that same sentence shifts to assonance of the
vowel [I]: “And still its water is green and pellucid as ever.” The assonance that
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pervades this sentence lends to it a fluidity and smoothness, again depicting the
surface of Walden Pond.
Thoreau also plays on the sounds and meanings of words. In two instances,
Thoreau inverts the letters of two proximate words. In “Who knows in how
many unremembered nations’ literatures . . . ,” he scrambles the letters of the
words who and how. The beginning of the last paragraph begins, “Perhaps on
that spring morning . . .” In this case, Thoreau has not only inverted the sp
consonant cluster, but also he has moved it from the end of one word to the
beginning of the other. When he mentions the nations that have “fathomed” the
pond, he plays on the dual meaning of the word: to comprehend fully or to
measure the depth of something.
Additionally, Thoreau draws connections to seemingly unrelated words
through their sounds. In the last paragraph, he writes, “Adam and Eve were
driven out of Eden,” and then twice later uses the word even. One might surmise
that Thoreau intended the reader to hear the word even as a combination of
“Eve” and “Eden.” The final sentence places the words Walden and world in close
proximity to each other, which connects the two words through similar
consonantal sounds (w and ld).
To a lesser extent, Thoreau employs other poetic devices, including
hyperbole and personification, to give life and meaning to his poetic text. He
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writes that “Successive nations perchance have drank at, admired, and fathomed
it, and passed away” and “Who knows in how many unremembered nations’
literatures this has been the Castalian Fountain?” In both of these instances,
Thoreau surely uses the word nations in hyperbole to refer generally to people.
This hyperbole suggests that people of entire nations have benefitted from this
pond, both reinforcing Thoreau’s idea of Walden Pond’s eternal existence and
reiterating that it serves as a fount of both life and inspiration.
As in all of the other passages I have examined, Thoreau again gives life and
agency to Walden Pond through personification. The pond, according to
Thoreau, “had clarified its waters and colored them of the hue they now wear,
and obtained a patent of Heaven to be the only Walden Pond in the world.” This
sentence carries particular significance, as Thoreau has personified not only the
pond, but also the waters in the pond. This suggests that to Thoreau, Walden
Pond is more than just the waters contained within it—it is an entity in and of
itself.
The greatest poetic device that Thoreau utilizes in this passage is metaphor.
The first three phrases, “Sky water. Lake of light. Great crystal on the surface of
the earth,” all serve as metaphors for the pond. Again, Thoreau uses metaphor to
demonstrate the reflection of the sky in the water. He also alludes again to the
dual nature of both the pond itself and his own participation in nature.
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To an even greater extent, Thoreau creates two extended metaphors that deal
with antiquity and religion through allusions to Greek mythology and the
beginnings of Judeo‐Christian theology. In the second paragraph, he calls the
pond “the Castalian Fountain” and also refers to the “nymphs that presided over
it in the Golden Age.” Both of these quotations refer directly to Ancient Greek
mythology and thinking. Jeffrey S. Cramer writes that in Ancient Greek
mythology, the Castalian Fountain is “a fountain on Mount Parnassus sacred to
the Muses and a source of [artistic] inspiration.”95
In his annotated edition of Walden, Cramer explains that the Ancient Greek
and Roman authors divided history from the beginning of the universe to the
present into segments or ages, with the Golden Age being an era of sheer
perfection. The Greek poet Heriod wrote that after this Golden Age of perfection,
the universe entered into and continues to be in an era of progressive decline.96
This decline that Heriod writes of harmonizes well with Thoreau’s own
philosophies on the state of religion and society during his lifetime.
In the final paragraph, Thoreau mentions the Biblical story of Adam and
Eve’s expulsion from the Garden of Eden, which the Bible dates back to the
beginning of the world, and he suggests that perhaps Walden existed at that
time. He also writes that the pond “obtained a patent of Heaven to be the only
95
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Walden Pond in the world.” This sentence holds multiple implications and
possible interpretations in regards to the extended metaphor Thoreau has
created. First the use of the word patent implies an exclusivity that Walden Pond
is the only place that possesses these unique features and characteristics. This
implication meshes well with the Transcendentalist philosophies of having a
focus on the individual and viewing Nature as unique and asymmetrical in every
facet. Second, the phrase establishes a connection among the Garden of Eden,
Heaven, and Walden Pond, essentially equating the three locales. Third, the
phrase suggests a question, more than it does an answer: is Walden Pond a
patent obtained from Heaven, or is it a piece of Heaven on earth?
In combination, Thoreau’s allusion to both Ancient Greece and Judeo‐
Christian theological roots create two extended metaphors: one that suggests the
eternal and permanent existence of the pond and one that equates Walden Pond
with spirituality and divinity.

Thoreau’s Music in Argento’s Music

The most prevalent manifestation of Thoreau’s poetic music in the fourth
movement of Walden Pond is Argento’s setting of the natural rhythms of
Thoreau’s text. One hears a number of dactylic feet in the poetic text, and
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Argento has keenly set them as triplet figures. For example, Argento sets “how
many unremembered nations’” in m. 20 according to the natural stress of the
words: the dactylic “how many” as a triplet and the trochaic “unremembered
nations” as even eighth notes. Argento also captures the dactylic feet in the
following sentence by setting them as triplets as well: “And even then breaking
up in a gentle spring rain and covered with . . .” Argento wisely heeds his own
advice concerning text setting this time by alternating between triplets and duple
rhythms in mm. 41–43.
In addition to the rhythm of the text, Argento also accurately sets the
alliteration and assonance in Thoreau’s writing. In m. 45 Argento draws the
listener’s attention to the alliteration of clarified and colored by placing the words
on beats one and three, which are both strong beats in quadruple meter. As he
has done previously to magnify the assonance of Thoreau’s language, Argento
recreates the assonance of “Successive nations perchance have drank at, admired,
and fathomed it” in mm. 14–15 with a virtually static melodic contour in the bass
voice.
Argento also takes advantage of several opportunities for text painting. In m.
16, Argento plays on the adjectival meaning of the word still—Thoreau uses it as
an adverb—by indicating the voices should sing smoothly and sweetly with the
expressive marking dolce. The harp accompaniment in mm. 20–26 repeats a
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singular rising, scalar line that depicts the welling up of the Castalian Fountain.
He also creates an aural image of Adam and Eve being “driven out of Eden”
with dramatic rises in tessitura and dynamic in all vocal lines in m. 30. Finally,
Argento paints the image of a “gentle spring rain” in mm. 41–43 with an
undulating melodic contour in the soprano voice, which mimics the waves
created on Walden’s surface by the rain.

The Reflection of Thoreau’s Text in the Music

On a global level, Argento uses harmony and modal mixture with new and
old leitmotifs to convey the philosophical message of Thoreau’s poetic prose. The
first two measures, whose harmonic material recurs throughout the movement at
various pitch levels, feature an arpeggiated polychord comprised of C sharp
major and A major. Within the key of C sharp major (I will discuss the
significance of this chord/key area later in this section), the polychord creates a
split third, a conflict between the E§ of C sharp minor and the E# of C sharp
major. The split third results in modal ambiguity, which previously and
currently evokes a feeling of antiquity. These triadic relations also lend a
mysterious, magical quality to the Stimmung of the movement. As Richard Cohn
writes in the abstract for the second chapter of his book, there is an “oft‐observed
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affiliation of major‐third relations with supernatural phenomena in nineteenth‐
century music,”97 which in this piece creates a mysterious atmosphere related to
ancient mythology.
The split third also lends an opportunity for Argento’s use of the “Love”
chord from his 1981 composition I Hate and I Love (Odi et Amo). Set a half step
lower than in his earlier composition, the chord even resolves in the exact same
manner, although in a slightly roundabout way (see Examples 16 and 17). While
I have been unable to ascribe any particular extramusical significance related to
the inclusion of this leitmotif from his earlier work, it is incumbent upon me to
make note of it, given its nearly identical resolution here and its clear
establishment as a leitmotif in I Hate and I Love.
In this movement Argento establishes the root‐position C sharp major chord
as a leitmotif, which I have labeled as the “Eternal Divinity” chord (see Example
18), given the pervasiveness and combination of the extended metaphors of
antiquity and spirituality throughout Thoreau’s text, as previously discussed.
This leitmotif is marked by its extreme length in comparison to the surrounding
rhythmic durations, its compact voicing as a root position triad, and its
consonance in comparison to the harmonies that precede it.
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Example 16.
1 Love ch
hord and resolution; W
Walden Pondd, movemen
nt 4, mm. 3––4.

Ex
xample 17. Love chord
d and resolu
ution;
I Hate
H and I Love, movem ent 2, mm. 17–19.

The chorrd appears four times in the mov
vement, each
h time at sttructurally and
philosophica
p
ally importtant places. The chord appears firrst in m. 12 at the end of
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th
he first, brieef paragrap
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nds with “G
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nds the mov
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hord over tthe
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Examplee 18. Eterna
al Divinity chord;
c
Waldden Pond, m
movement 44, mm. 8–122.

Argento concludes the text of the middlee paragraph
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harp major
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adence is co
ommonly associated
a
with
w religio
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“A
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n chord not only
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motif, but it aalso the reaaffirms the pond’s duaal
nature
n
as bo
oth water an
nd reflectorr of the sky.. Argento aalso implem
ments the
Reflection
R
ch
hord in m. 48
4 with thee chorus sin
nging the saame text, “W
Walden Pon
nd.”

Example 19. Refllection chorrd; Walden P
Pond, moveement 4, mm
m. 30–35.
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A
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placing
p
it ea
ach time in close
c
proxim
mity to the Eternal Divinity chorrd. Both tim
mes
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Argento uses it, the Reflection chord actually progresses and transforms into the
Eternal Divinity chord (see Example 20). By combining the two leitmotifs within
one larger musical unit, Argento musically establishes a connection between the
pond (Reflection chord) and a higher being (Eternal Divinity chord). At the same
time, he reinforces the reflective and supernatural nature of the major third with
third relations in the accompanying harp. The first measure of Example 20
juxtaposes E major with C major (the original key of the Reflection chord), and
the remaining measures juxtapose A major and C# major, the very same
harmonic relationship from the opening measures of the movement. All of this
reasons well with Thoreau and the Transcendentalists’ philosophy of finding
God in and through nature.

Summary

By the end of the fourth movement of the work, one can clearly see the
musical and philosophical journey that Argento has created. By combining
previous musical gestures (modal mixture and the Reflection chord) with a new
leitmotif, Argento has not only continued to exemplify and expound upon the
Thoreau’s Transcendentalist philosophy, but also he has given added
significance to the existing musical gestures. While the composer employs the
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Examplee 20. Combined use of Reflection cchord and Eternal Div
vinity chord
d;
Walden
W
Pond
d, movemen
nt 4, mm. 488–51.

polychordal
p
l arpeggios to evoke a sense of an
ncientness, h
he also usees them to
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d
thee movemen
nt’s form. As
A he did w
with the Accceptance son
nority and the
Flute Motivee in the firsst and secon
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his movemeent with these arpeggiios.
Argento bolsters Th
horeau’s ex
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hrough orch
hestration. For the ma
ajority of thee movemen
nt, the only
y
accompanim
ment to the chorus is th
he harp. M
Many recogn
nize the harrp as an
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instrument with ancient origins—dating back thousands of years, while also
associating the harp with the accompaniment of choice for the angelic choirs of
Heaven. Argento calls upon the solo celli sparingly, often using string harmonics
that create the effect of a halo, most noticeably on the final pluck of the harp in
m. 50.

Chapter 5

“Walden Revisited”

The Music in Thoreau’s Poetic Text

While the music of alliteration and assonance are not as prevalent in
Thoreau’s text of this movement, he does employ them, along with a number of
other poetic devices that create musical sounds. The final paragraph features
alliteration of the consonant cluster th and in two instances the phoneme [w]. The
first sentence begins by creating poetic music through alliteration with the
phoneme [ð]: “And though the woodchoppers have laid bare first this shore and
then that . . .” Thoreau also creates a fluid melody with alliteration of [w] in
“Why, here is Walden, the same woodland lake . . .” and “where a forest was cut
down last winter . . .”
Additionally, Thoreau uses sentences sounds to recreate the imagery he
depicts. He aurally creates an image of “thick and lofty pine and oak woods” by
juxtaposing consonantal sounds that require a great deal of time and effort to
articulate. One best realizes this simply by reading the words aloud to oneself.
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Furthermore, Thoreau also employs near‐rhyme with words that are
relatively close to each other, such as bowers and hour and Walden and woodland.
While bowers and hour are a true near‐rhyme, he creates the semblance of near‐
rhyme between Walden and woodland through the consonants w, d, and l that they
share, along with the words’ close proximity to each other. Thoreau also creates a
similar effect in the clause “the same thought is welling up to its surface that was
then.” The similar sounds of “same thought” and “surface that” create continuity
within the sentence, and although they do not rhyme, their initial consonants do
effect a sort of rhyme.
Perhaps the best example of Thoreau’s mastery of poetic language occurs in
the penultimate clause “I see by its face that it is visited by the same reflection.”
In addition to the assonance created by the prevalence of the vowel [I], the words
“it is” are inverted and contained within the word visited. While this might seem
coincidental or simply clever at first, Thoreau undoubtedly intended to create a
“reflection” of those letters, as the text refers to him looking into the waters and
seeing his own reflection.
Along these same lines, Thoreau exploits the double meanings of several
words in the text selected for this movement. Within the context of the sentence
“grape‐vines had . . . formed bowers under which a boat could pass,” the bowers
refer to a shelter or covering made of tree leaves or vines; however, the word
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bower also is a nautical term for an anchor carried at a ship’s bower.98 Thoreau
also writes that he had “spent many an hour floating over its surface as the
zephyr willed,” with “the zephyr” meaning wind. Given his previous allusions
to Greek mythology, it is no wonder that he elected to use this specific word.
In Ancient Greek and Roman mythology, Zephyr was the god of the west
wind,99 again evoking a sense of antiquity in his description of Walden Pond.
Finally, Thoreau again plays on the double meaning of the word spring in the
sentence “where a forest was cut down last winter another is springing up as
lustily as ever.” He uses the word not only to depict new trees quickly growing,
but also to reference spring, the season of rebirth and awakening, which
contrasts with his reference to the winter.
Thoreau’s text in this movement abounds with deeper meanings and
philosophical ideas. For starters, the text itself is a reflection on, a recollection of
the time he spent at the pond. In describing the time he spent “floating over its
surface,” Thoreau most likely intends to convey more than just a literal
interpretation of the action. Given his later use of the paradoxical self‐description
of “dreaming awake,” one certainly could surmise that “floating” actually refers
to the ecstatic state he experienced while at the pond. He describes his experience
as having occurred “so many years ago,” but knowing that he published the
98
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book only seven years later, Thoreau exaggerates temporal distance to convey his
spiritual and physical distance from Walden Pond.
In the text of this movement, Thoreau effectively and explicitly connects his
own emotional being with nature. He writes, “where a forest was cut down last
winter another is springing up as lustily as ever; the same thought is welling up
to its surface that was then; it is the same liquid joy and happiness . . .” Here he
employs an extended analogy, where his feelings of joy and happiness are like
the “welling up” of a fountain within the pond, which in turn is like the
springing up of new trees. Thoreau also explicitly connects the pond with a
divine “Maker,” who “rounded this water with his hand, deepened and clarified
it with his thought.” Again, the depths of the water serve as a metaphor for the
depths of one’s soul. Finally, he employs the ultimate personification of the pond
when he speaks directly to Walden Pond, saying, “Walden, is it you?”

Thoreau’s Music in Argento’s Music

Argento’s setting of this text captures Thoreau’s stream of consciousness. The
unison choral writing and free rhythms that mimic the natural flow of text
declamation effectively portray the passage of Thoreau’s memories from mind to
paper. Argento uses longer rhythmic durations for words whose vowels and
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consonants require more time to articulate, such as lofty; conversely, he writes
shorter rhythms for portions of the text with pyrrhic feet or words with short
vowels and consonants. A good example occurs in the first two measures on the
text “Since I left those shores . . .” Argento writes eighth notes for the first two
words, as they require less time to articulate, but lengthens the durations of “left
those shores” to honor the longer vowels and the consonant clusters.
Argento again employs text‐painting in this movement, primarily through
the rhetorical gesture of anabasis. He depicts the height of the trees in his setting
of the word lofty in m. 20 through a large intervallic leap of a major ninth in all
voices. He paints an image of “floating over its surface” with a unison leap of a
diminished octave on the word “over” in m. 26. Additionally, Argento portrays
the regrowth of trees with ascending, scalar tenor and bass lines in mm. 42–43 on
the text “another is springing up.” Generally speaking, his free use of tonality
(and atonality) in mm. 25–32 captures the floating, dream‐like state of Thoreau
while gliding across Walden Pond’s surface in a boat.

The Reflection of Thoreau’s Text in the Music

Most important to the composer in this movement is capturing Thoreau’s
own recollection of his time at Walden Pond, which Argento achieves primarily
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through the reprise of previous musical gestures and leitmotifs. The use of modal
mixture in this movement again creates an association with the past, particularly
due to his careful placement of it. Argento employs this technique in the very
first measure; with an initial tonicization of C sharp major for the text “Since I left
those shores,” the use of the minor subdominant immediately recalls prior uses
of modal mixture associated with the past. We briefly hear and see the use of the
minor subdominant again in m. 18 as Thoreau remembers when he “first
paddled a boat on Walden (see Example 21). Argento also moves from G major
to G minor in mm. 39–40 when mentioning his experience “so many years ago.”
In addition to his continuing use of modal mixture to create a connection
with the past, Argento reprises musical material from earlier movements, both
leitmotifs and in one instance, a direct musical quotation. In mm. 45–49 Argento
quotes verbatim the unison vocal line from mm. 16–20 of the first movement in a
solo cello line (see Example 22).
The text from the first movement at that point referred to “a perennial spring
in the midst of pine and oak woods,” which is fitting, given that Thoreau now
writes of his feeling of joy and happiness “welling up to its surface.” This is
especially significant, since water does well up from a spring, and the line does
ascend in a scalar fashion; also, he creates a “perennial spring” with a return to
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th
he music fro
om the beg
ginning of th
he piece, lik
ke flowers b
blossoming
g in spring after
dormancy
d
in
n winter.

Exam
mple 21. Mo
odal mixturre; Walden P
Pond, movement 5, mm
m. 17–18.

The mosst prominen
nt feature of the movem
ment, whicch summariizes both
Thoreau’s
T
an
nd Argento
o’s messagees, is his exttensive use of the Reflection chorrd in
th
he final tweenty‐two measures
m
of the piece. H
He briefly in
ntroduces iit in m. 43 o
on
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th
he words “sspringing up”
u (referrin
ng to the neew tree gro
owth after w
winter),
affirming Th
horeau’s comparison of
o the regro
own forest tto the wellin
ng up of th
he
pond
p
(see Ex
xample 23).

Example 22.
2 Quote frrom movem
ment 1; Wallden Pond, m
movement 55, mm. 45–449.

Example 23. Refllection chorrd; Walden P
Pond, moveement 5, mm
m. 41–43.
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Argento then uses the leitmotif exclusively, at different pitch levels and in
minor mode, from mm. 50–58. The chord first appears quite noticeably on the
downbeat of m. 50 on the word Maker; he follows this with a minor version of the
chord. Again, the minor variety of this leitmotif, which up until this point
Argento had never employed, recalls the antiquity the listener has come to
associate with mixture of minor modes. Most likely Argento is interjecting his
own commentary on how long ago the Maker formed Walden Pond. He
solidifies the meaning of the Reflection chord leitmotif and its significance by
setting it again with the word reflection in m. 57 and utilizing it as the final
sonority of the piece in m. 58.
The last five measures of the movement end with an unexpected reprise of
the Pond’s Surface motive, which was last heard in the third movement. In the
final two measures of the work, the Pond’s Surface motive quietly yields to the
Reflection chord; this chord that began the piece now brings it close (see Example
24). Argento emphasizes the significance of the major third one final time in
these last five measures. First, the chords of the Pond’s Surface motive are now
related by chromatic mediant. More importantly, the root pitches of the final
three chords are E, D, and C, the three pitches of the Reflection chord.
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Examplle 24. Pond
d’s Surface aand Reflection Chord;
Walden
W
Pond
d, movemen
nt 5, mm. 588–62.

Summarry
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Conclusion

Reflecting Thoreau’s Poetic Text

Evidenced by the fact that he interpolated brief poems within his book
Walden, Thoreau is a poet in his own right. Throughout the prose passages of his
text, he employs a number of poetic devices that create a music of its own.
Thoreau primarily relies upon poetic devices related to the words themselves;
alliteration and assonance create continuity of sentence sounds. At times he plays
on the spellings and sounds of words, employing both true and near rhyme and
inverting letters or containing one word within another proximate word;
through this he create tropes or added meaning.
While Thoreau’s writing in Walden consists principally of prose, at times he
employs both rhythm and meter, creating the effect of music in his writing. Most
prevalent are strings of dactylic feet that give the text a gentle lilt, much like a
barcarolle being sung by a gondolier. On a global scale, Thoreau employs
metaphor, hyperbole, and personification to give life to his writing and to the
pond itself. He also utilizes allusions to ancient mythology to give the reader a
sense of the eternal existence of Walden Pond.

83

84

An astute and clever composer, Argento recognized all of these poetic
devices used by Thoreau, and he sets the text accordingly. In Walden Pond, he
recreates Thoreau’s prose through free, recitative‐like rhythms that reflect the
natural declamation of text, but he also honors the rhythms and meters when
Thoreau employs them by setting them in congruent rhythms and meters in the
music.
Argento respects and gives musical life to the finer poetic nuances of
Thoreau’s text, often setting alliterative and assonant passages in a manner that
magnifies these poetic devices. He does so primarily through relatively flat
melodic contours, which allow the listener an opportunity to hear the similarity
of the vowel and consonantal sounds. At the level of the individual word,
Argento hears the rhythm and details of each individual word—long or short
vowels, short consonants or clusters of consonants that require more time to
articulate—and he sets them to rhythmic durations that not only reflect the
pronunciation of the words, but also makes their meanings clear to the audience.
Furthermore, Argento goes beyond the sentences sounds and poetic devices
in Walden with many instances of text‐painting. He adds meaning to Thoreau’s
text through structural use of harmony, rhetorical gestures, orchestration, and
leitmotifs. Argento often employs large intervallic leaps in the melody to reflect a
high physical position; conversely, he writes very low pitches in the vocal
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register to depict “mysterious nocturnal fishes” lying beneath the pond’s surface.
It is with all of these musical tools that Argento effectively captures and recreates
the sentence sounds and music of Thoreau’s poetic text.

Reflecting Thoreau’s Philosophy

In addition to the music of sentence sounds, meters, and rhythms, Thoreau’s
metaphors and analogies are also music. In the same way, Argento creates
leitmotifs that are musical metaphors representing extramusical ideas. The
excerpted texts from Walden present three main larger philosophical ideas: the
cycle of life, principally the idea of rebirth; the pond as a mirror that reflects the
heavens and a deeper understanding of oneself; and the pond and nature as a
means of connecting with a higher being.
Argento musically represents the cycle of life, death, and rebirth primarily
through the recurrence of musical materials and leitmotifs. The composer rounds
off the end of each movement with music that he presented earlier in the
movement, usually a leitmotif and music from the beginning of the movement.
While the final movement does not begin and end with the same musical
material, he does begin with Eternal Divinity chord that ended the previous
movement, and he concludes the movement with the Reflection chord. His use of
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the Reflection chord as both the first and last sonority of the entire work
represents the American Transcendentalist idea about life and rebirth on the
largest scale possible.
Throughout his text, Thoreau regularly describes the reflective qualities of
the pond. From above, the pond reflects the sky, the heavens, and the beholder
himself—sometimes so perfectly that one cannot distinguish the actual object
from its reflection—but from within the waters, objects are both magnified and
distorted. In the same contrasting manner, one can perceive the idea that as a
person digs in search for truth (here, through a fishing line), truth is ascending to
the surface like a spirit.100 Additionally, for Thoreau, the water’s reflections are
not just mirror images of the scene around him; rather, the air and water always
reflect something additional or new. Veronica Kerting sums up a deeper
philosophical interpretation of the pond:
The pond became an analogy for the poet’s eye. Walden Pond functioned as a
mirror that received the images of light reflected by the natural objects and
modified them in the medium of its water to reflect them as new, idealized
images to the beholder. The pond mediated between heaven and earth, it was
part of both, and they seemed to melt into each other in the reflection of its
waters.101
Argento captures the importance and prevalence of this philosophical idea
through the most prevalent leitmotif in the entire work: the Reflection chord. The
chord, which appears in several movements and both begins and ends the piece,
100
101

Boone, 169.
Kerting, 63–64.
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itself is a reflection of a core pitch, with “ripples” of a major second surrounding
it. Argento does not leave interpretation of this leitmotif to chance; he
intentionally sets it to the words “Walden Pond” and various forms of the word
reflection to solidify its meaning in the listener’s mind.
Perhaps the most important philosophical idea held by the Transcendentalist
Thoreau is his desire and ability to find spirituality in and through nature.
Thoreau makes frequent references to floating and seeing the heavens reflected
in the water’s surface. As the text of the piece progresses, allusions to the Divine
become less vague and more concrete, from the humming of a psalm in the
second movement to the “Maker [who] rounded this water with his hand,
deepened and clarified it in his thought,” at the end of the final movement.
Argento, through careful implementation of leitmotifs, makes a musical
connection between Walden Pond and a creating, divine being. The Reflection
chord and the Pond’s Surface motive become musical symbols of the pond itself;
as the piece progresses, Argento begins placing these leitmotifs near other
leitmotifs (such as the Eternal Divinity chord) and textual references associated
with a divine maker.
In Walden, Thoreau immediately follows the last line of text used for Walden
Pond with a poem, which for me, sums up both the poetic music and
philosophical ideas of this piece of music:
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It is no dream of mine
To ornament a line;
I cannot come nearer to God and Heaven
Than I live to Walden even.
I am its stony shore,
And the breeze that passes o’er;
In the hollow of my hand
Are its water and its sand,
And its deepest resort
Lies high in my thought.102

102

Thoreau, 187.

Appendix A
Text of Walden Pond

I. The Pond
Nothing so fair, so pure lies on the surface of the earth. It is a clear and deep
green well, half a mile long, a perennial spring in the midst of pine and oak
woods.
It is earth’s eye; looking into which the beholder measures the depth of his
own nature; it is a mirror which no stone can crack, whose quicksilver will never
wear off; a mirror which retains no breath that is breathed on it, but sends its
own to float on clouds high above its surface, and be reflected on its bosom still.
There are few traces of man’s hand to be seen. The water laves the shore as it
did a thousand years ago. This water is of such crystalline purity that the body of
the bather appears of an alabaster whiteness, which as the limbs are magnified
and distorted, produces a monstrous effect, making fit studies for a Michael
Angelo.
So pure, so fair.

II. Angling
In warm evenings I frequently sat in the boat playing the flute, and saw the
perch, which I seem to have charmed, hovering around me, and the moon
travelling over the ribbed bottom, which was strewed with wrecks of the forest.
Sometimes, I spend the hours of midnight fishing from a boat anchored in
forty feet of water and communicating by a long flaxen line with mysterious
nocturnal fishes, serenaded by owls and foxes, and hearing from time to time,
the creaking note of some unknown bird close at hand.
There was one older man, an excellent fisher; once in a while we sat together
on the pond, he at one end of the boat, and I at the other; but not many words
passed between us, for he had grown deaf in his later years, but he occasionally
hummed a psalm, which harmonized well enough with my philosophy. Our
intercourse was thus altogether one of unbroken harmony, far more pleasing to
remember than if it had been carried on by speech.

III. Observing
It is a soothing employment to sit on a stump, on a height overlooking the pond,
and studying the dimpling circles incessantly inscribed on its surface amid the
reflected skies and trees.
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It may be that in the distance a fish describes an arc of three or four feet in the
air, and there is one bright flash where it emerges, and another where it strikes
the water. Or here and there, a pickerel or shiner picks an insect from this
smooth surface; it is wonderful with what elaborateness this simple fact is
advertised—this piscine murder will out—reported in circling dimples, in lines
of beauty, the constant welling up of its fountain, the gentle pulsing of its life, the
heaving of its breast. Then the trembling circles seek the shore and all is smooth
again.
One November afternoon, the pond was remarkably smooth, so that it was
difficult to distinguish its surface. I was surprised to find myself surrounded by
myriads of small, bronze‐colored perch. In such transparent water, reflecting the
clouds, I seemed to be floating through the air as in a balloon, and their
swimming impressed me as a kind of flight or hovering, as if they were birds
passing just beneath my level, their fins, like sails, set all around them.

IV. Extolling
Sky water. Lake of light. Great crystal on the surface of the earth. Successive
nations perchance have drank at, admired, and fathomed it, and passed away,
and still its water is green and pellucid as ever. Who knows in how many
unremembered nations’ literatures this has been the Castalian Fountain? or what
nymphs presided over it in the Golden Age?
Perhaps on that spring morning when Adam and Eve were driven out of
Eden Walden Pond was already in existence, and even then breaking up in a
gentle spring rain and covered with ducks and geese, which had not heard of the
fall. Even then it had clarified its waters and colored them of the hue they now
wear, and obtained a patent of Heaven to be the only Walden Pond in the world.

V. Walden Revisited
Since I left those shores, the woodchoppers have laid them waste, but I
remember, I remember...
I remember when I first paddled a boat on Walden, it was completely
surrounded by thick and lofty pine and oak woods, and in some of its coves
grape‐vines had run over the trees next the water and formed bowers under
which a boat could pass. I have spent many an hour floating over its surface as
the zephyr willed, in a summer fore‐noon, lying on my back across the seats,
dreaming awake.
And though the woodchoppers have laid bare first this shore and then that, it
struck me again tonight,‐‐Why, here is Walden, the same woodland lake that I
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discovered so many years ago; where a forest was cut down last winter another
is springing up as lustily as ever; the same thought is welling up to its surface
that was then; it is the same liquid joy and happiness to itself and its Maker. He
rounded this water with his hand, deepened and clarified it in his thought. I see
by its face that it is visited by the same reflection; and I can almost say, Walden,
is it you?

Appendixx B
Cattalog of leittmotifs
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Abstract

The New Glossarial Dictionary of Miyazawa Kenji states that Hara Shiro’s early
assumption of Kenji’s familiarity with Tagore through Toshi is now generally accepted,
and points out that Kenji and Tagore share supernatural ideas of nature and cosmic
dynamism. All the major reference works on Kenji argue that Tagore influenced him,
however, strangely enough, scholars of Kenji haven’t explored this area of
comparative study, except for a few. Yoshie Hisaya, in Tagore and Kenji (1998), argues
that Kenji incorporated most of Tagore’s ideas about nature and the will of the
universe in his poems and children’s stories in his own unique way. I found this study
very stimulating, but here I focused on The Bears of Mt. Nametoko (1927), which
Professor Yoshie did not deal with in his book, and discuss how Kenji shared Tagore’s
idea about the harmony of the universe and how it can be fathomed through an
aesthetic sense and self-abandonment
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Rabindranath Tagore and Miyazawa Kenji:
Toward a Larger Self through a Sense of Beauty and Self-abandonment
I
The friendship and cultural exchange between Tagore and Tenshin as well as
other Japanese artists and writers such as Yokoyama Taikan, Hishida Shunso, and
Noguchi Yonejiro is well known among both Japanese and Indian scholars. However,
the relationship between Tagore and Kenji (1896-1935), a revered Japanese poet in
the Taisho and early Showa periods is not well known among Indian scholars. Even
the few Japanese scholars who mention that Tagore had an influence on Kenji have
not focused on the relationship in detail.
In the Ihatov Study Encyclopedia, edited by Amazawa, Kaneko, and Suzuki,
Usuda Masayuki states that there is almost no evidence connecting Kenji and Tagore,
except for a passage seen in an advertisement for a collection of stories for children,

The Restaurant of Many Orders: “Ihatov is… in the northeast of the desert of
Tepantar” (311), imaginary names from Tagore’s “The Land of Exile” in Crescent

Moon (1913). Amazawa Taijiro and Yoshimi Masanobu also refer to Ihatov as a
dreamland connected with Tagore’s works (Ihatov 8, 27-29) as well as Nonomiya
Noriko and Watabe Yoshinori in A Comprehensive Dictionary of Miyazawa Kenji,
edited by Watabe Yoshinori (401, 457).
Usuda Masayuki has speculated that Toshi, Kenji’s sister, introduced Tagore to
him, after she was deeply moved by Tagore’s lecture at Japan Women’s University in
July 1916, when he recited his poems in English and Bengali (The Ihatov Study

Encyclopedia 311).1 Usuda also comments that Tagore and Kenji share similar ideas
of art and education: Both created not only poetry but also music, dances, dramas,
and paintings; Tagore took his pupils out of the classroom to enjoy singing and
story-telling in a grove of Mango trees, much as Kenji took his students out of the
classroom to enjoy singing, story-telling, and walking in the mountains and fields;
and both made use of art in education (Ihatov 311).
In The New Glossarial Dictionary of Miyazawa Kenji Hara Shiro states that
Alamharad in “The Garment a Scholar Alamharad Saw” is modeled on Tagore,
because of the Indian setting, the content of Alamharad’s teaching, and the dialogues
between Alamharad and his pupils, and points out that a comparative study of
Alamharad’s deep contemplation and Tagore’s should be expected (28). But I find it
difficult to specify the model for Alamharad on the basis of the elements stated above,
2

because there seem to be many similar scholars in India.

The New Glossarial Dictionary of Miyazawa Kenji states that Hara Shiro’s early
assumption of Kenji’s familiarity with Tagore through Toshi is now generally accepted,
and points out that Kenji and Tagore share supernatural ideas of nature and cosmic
dynamism (68); Kenji’s idea of “the will of the universe” is similar to Tagore’s
transcendental “Universal Mind” (76); Kenji seeks for harmony between the
individual life and the will of the whole universe, which corresponds to Tagore’s unity
of atman and Brahman (76); and Kenji’s “mental sketch” (a key expression for us to
understand his work) could be originally from the Japanese translation of the preface
of Tagore’s Gitanjali (368). This dictionary also mentions that in Kenji’s favourite
journal, Kaizo, Tagore’s “A City and A Village (in a Japanese translation by Noguchi
Yonejiro) appeared in July 1924, which might have influenced Kenji’s “On the General
Concept of Famers’ Art,” in which we find the essence of Kenji’s thought (557).
As we have seen, all the major reference works on Kenji argue that Tagore
influenced him, however, strangely enough, scholars of Kenji haven’t explored this
area of comparative study, except for a few, including Prof. Hisaya Yoshie, the author
of Tagore and Kenji (1998), and Professor Yamane Tomoko, who compares Kenji’s
ideas of the universe and art with Tagore’s (Miyazawa Kenji: The Way Toshi, his

Sister, Led Toward the Milky Way Railroad, chap.3, 4 )2 . Hara Shiro also mentions
the relationship between Tagore and Kenji in “Tagore and Miyazawa Kenji” (The

Collected Literary Essays 6). Aoe Shuntaro, in his article “Miyazawa Kenji and
Tagore” speculates that Kenji read Gora, The Gardener, The Crescent Moon, The Post

Office, and Gitanjali, which were already translated into Japanese in the late Taisho
period, and says Tagore’s poems remind him of Kenji’s (Four Dimensions 317).
The Tagore fever in the Taisho period actually caused some Japanese writers to
keep away from his works; however, this is certainly not the case with Kenji. A key
word from his works, Ihatov (=Iwate, Kenji’s home prefecture) is one every child
knows, as it often appears in a Japan Railway advertisement: “Let’s go to Ihatov.” It
connects Kenji to Tagore as well by helping us to understand his utopian world. I
think we can appreciate Tagore’s works more if we consider how Kenji shared his
ideal of a peaceful and harmonious world controlled by an immortal order, and how he
similarly incorporated these concepts in his works.
The notion that God is Life (a key term) immanent in the whole universe became
part of the cultural mainstream in the Taisho period. Writers of the “Shirakaba
School,” including Kenji, shared the idea that the whole universe is one living
organism with individuals as part of it.
3

Kenji was mainly influenced by

Nichiren-sect Buddhism in adopting this view, but as we have seen, some scholars
have also mentioned Tagore’s influence. Yoshie Hisaya, in Tagore and Kenji (1998),
argues that Kenji incorporated most of Tagore’s ideas about nature and the will of the
universe in his poems and children’s stories in his own unique way. I found this study
very stimulating, but here I would like to focus on The Bears of Mt. Nametoko (1927),
which Professor Yoshie did not deal with in his book, and discuss how Kenji shared
Tagore’s idea about the harmony of the universe and how it can be fathomed through
an aesthetic sense and self-abandonment, which leads a man to go beyond the borders
of self to be united with the universe, to find divinity immanent in each innermost
heart and realize a unified self ( a supreme self).
II
Here I would like to focus on Tagore’s sense of beauty, because he insists the
harmony in the universe will be revealed to us by the purification of an aesthetic sense.
What does beauty mean for him?3

In what way is it so important? How is it related

with his other key concepts? Tagore says, “God… gives his love out in music in his
most perfect lyrics of beauty. Beauty is his [God’s] wooing of our heart;… whenever
there is a bit of colour, a note of song, a grace of form, there comes the call for our love”
(91), and “through our sense of beauty we realize harmony in the universe” (Sadhana
110). For Tagore, “beauty” is the messenger of his [God’s] love (Sadhana 36), and
“beauty is truth” (Sadhana 110). Thus, an aesthetic sense is a key for us to understand
Tagore’s ideas of God’s love and harmony.
This is also closely related with his ideas of self-realization and unity.

In

Sadhana we find his idea of beauty and how the function of our sense of beauty show
can help us attain self-realization.

How is the cultivation of our sense of beauty

related with it? For Tagore self-realization means that an individual realizes he is
completely united with the universe (=all-pervading and all-embracing God, the innate
good in all, the immortal, the infinite, universal Life); he “becomes one with the All” (21),
that is, he is a unified self (=a supreme self, the wholeness of his existence).
How can we be a unified self? Tagore insists that a man desires to go beyond
himself, to dedicate himself to an idea, for example his nation, the human race, or God;
thus he can enlarge his consciousness, a process of opening the deepest part of the
human soul to be united with the infinite (italics mine). In the first place, we should
note that Tagore believes that a man naturally desires the widening of love and unity.
He refers to the Upanishads and says, “realize the one great principle of unity that
4

there is in every man” (24), “its [our soul’s] essence is unity” (25). For Tagore, a person
who is conscious of such unity or a union will see divinity in everything under the sun
with deep respect and love, and will realize that the world is not divided, but is a
peaceful and harmonious place controlled by an immortal order.
So how can we transcend our self-centered existence to be united with all in the
universe?

Sadhana begins with a comparison between western and Indian

civilizations in terms of man’s relationship with nature. Tagore says, “The west seems
to take a pride in thinking that it is subduing nature” (8), while “India put all her
emphasis on the harmony that exists between the individual and the universal” (9).
He repeatedly insists that we should realize we are in harmony with nature, or the
universal: “his [man’s] power is in harmony with the power which is universal” (9); his
purpose never can knock against the purpose which works through nature” (10); “The
fundamental unity of creation…was her [Indian] life-object to realize this great
harmony in feeling and in action.”(10); “we have to be alive to it [this world] and
establish a conscious relation with it” (10).

He states that all the things in the

universe such as “earth, water and light, fruit and flowers … are necessary to her
[India] in the attainment of her ideal of perfection, as every note is necessary to the
completeness of the symphony” (10), which suggests that harmony with nature and
with the universe is necessary for our self-realization.
Tagore goes on, “At one pole of my being I am one with sticks and stones. There I
have to acknowledge the rule of universal law. That is where the foundation of my
existence lies, deep down below” (55). He does not refer to “Advaita”, but it is clear that
the essence of his thought, the way for our soul to realize truth, as expressed in

Sadhana, is based on Advaita, the principal idea of Indian thought. “If we go deep
down into the universal we realize union with it, or Dharma, the innermost nature,
essence… of all things,” which is “working in our self” (59).
And how can we transcend our self-centered existence and realize harmony with
the universe; that is, how can we be a unified self? Tagore says that we realize the
harmony with all through our sense of beauty as well as through a self-abandonment
like Brahma’s, “the giver of himself” (103) or Buddha’s, who preached “self-abnegation
and the widening of love” (61). Not only self-sacrifice based on love but our sense of
beauty and joy helps us expand our consciousness by setting us free from the
prison-house of self-centeredness.
In The Religion of Man Tagore also states his idea of self-realization. He says
that there are two birds in man, “the objective one with its business of life, [and] the
subjective one with its disinterested joy of vision”; “the finite self” and “the infinite being”
5

(123). He insists that we have both “the self in carnage” (one who kills for a living),
and a larger self, the infinite being aroused by something beautiful or unexpected, a
spirit of love for others.
III
Tagore insists that we should have an exquisite sense of beauty nourished by a
religious spirit which sees divinity immanent in each individual’s innermost depths.
Similarly, Kenji’s The Bears of Mt. Nametoko shows how a human being is part of the
whole universe, one organism of Life.

This is shown by depicting the love and

sympathy that exist between a hunter, Kojuro, the protagonist, and the bears.
In the community of Mt. Nametoko, Kojuro, the master of the mountains, is
respected and loved by the bears. However, he is trapped in the system of civilized
capitalistic modern society, but also unable to be part of it, half belonging to the
mountain community. He suffers from this Ashura-like life; however, he experiences a
revelation through the bears’ love and sacrifice for him.
One summer day Kojuro comes across a big bear, and as he is “just about to pull
the trigger”, the bear throws up her arms and calls out, “Why kill me?” He answers “I
really hate to do it, but it can’t be helped. But when you question me like this, it makes
me feel like I should just eat chestnuts and acorns and the like, and if I die, then so be it”
(13). However, he cannot give up hunting as a way to make a living. The bear entreats
him to wait for two years, saying, “I really wouldn’t mind dying now, but there’s some
work I need to finish…I promise that in two years’ time I will die right in front of your
house” (13). Kojuro, “overcome by a strange feeling”, stands there, and “remained
standing, as if in a daze” (13). Then, one morning after two years have passed he finds
below his cypress hedge a reddish-black shape lying with “a pool of blood running out of
its mouth” (13). “Without thinking, Kojuro folded his hands in prayer” (13).
The bear clearly has not failed to keep her word.

The sacrifice of this bear

reminds us of the story of Buddha’s self-immolation for a starving tiger. In Kojuro, this
arouses divine feeling for the bear. Some scholars state that the bear resembles the
sacrificial one which personifies God in an Ainu legend. The bear who has kept her word
and died in front of Kojuro’s house has not just sacrificed herself, but showed her own
will to die for the other bears, which subverts Darwinian law. In fact, the bear seems to
show the way to be a bodhisattva.
Now let us look at the scene in which Kojuro experiences another revelation
through a mother and her baby bear who are absorbed in the beauty of nature. One
6

day Kojuro happens to head off in the wrong direction and is surprised at the sight of “a
sow bear and her cub, hardly a year old”, who are “gazing intently at the opposite side of
the valley, holding their paws up to their foreheads as would a person peering off into
the distance” (8) in pale moonlight. “It seemed to Kojuro as if halos radiated from the
bears’ bodies, and he stopped in his tracks transfixed by the scene before him.” Then,
he hears the little bear speak about the white thing on the opposite side of the valley.
Snow or frost?

Or magnolia blossoms?

Kojuro feels his heart grow full, and he

retreats slowly, so that his steps will not be heard by the sow and cub, who are still
absorbed in their conversation. He sees divinity in them, absorbed as they are in the
beauty of nature, so gives up the idea of shooting them, and they seem to inspire a
change in his perspective on his own role in the universe.
As I stated above, Tagore believed that the harmony of the universe would be
revealed to us by the purification of the aesthetic sense, and that “beauty is his [God’s]
wooing of our heart” (Sadhana 91). The bears have apparently seen the reflection of
divine will in the white thing, which makes Kojuro abandon shooting them.

This

seems to be the moment the bears set him free from “the self in carnage” (one who kills
for a living), and arouse in him another self who sees far beyond his present existence to
a larger self, as Tagore says in Sadhana and The Religion of Man, with his metaphor of
two birds in man.
Kojuro receives a revelation of the infinite being in himself, a being inspired by the
bears like “the bird which looks on” (Religion 123). The reality of struggle for survival
(kill or to be killed ) does not change, however, Kojuro is conscious of a union with bears
[a unified self]. In “On the General Concept of Farmer’s Art” Kenji states a similar
idea of going from one’s individual existence to a larger self, as “the consciousness of self
is expanding from the one of individuals, groups, communities to the consciousness of
the universe” (Intro.). This expansion of self consciousness is said to be reflected in
Giovanni’s words, ‘I’m going to look for the realest real happiness, for myself, and my
mother, and Campanella, and everyone!’ (132) in Milky Way Railroad.
Critics usually focus on the utopian aspects of Kenji’s children’s stories. But “The
Bears of Mt Nametoko” is not a story only of optimistic harmony between human beings,
bears and inanimate nature, but also a story of bloody killings. Kojuro represents the
reality that every living thing in this world depends on the sacrifice of other living
things. Mt. Nametoko, however, becomes a space where he and the bears can coexist
with mutual respect, love and self-abandonment, a space in which an individual can go
beyond the borders of self to be united with the universe, can find divinity immanent in
each innermost heart and realize a unified self. This clearly corresponds with Tagore’s
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idea of self-realization.
Finally, let us look at the scene in which Kojuro is killed by a huge bear and is
mourned by all the bears of Mt. Nametoko. The “large black forms of bears” gather in
a circle around Kojuro’s dead body, throw themselves at his feet, and “remained
motionless for what seemed like eternity” (20). The narrator then says, “One might
even imagine that Kojuro’s dead, frozen face looked as serene as while he lived, and that
a faint smile played across his lips” (20-21). What does this signify? Some scholars
state that perhaps only death could release Kojuro from his Ashuric life. But does his
death set him free from the world of original sin where living things kills each other to
survive? I think that it is not death itself but his consciousness of self-abandonment
which sets him free. Kojuro’s serene face seems to suggest he has entrusted his own
life to the subsuming life of the universe through a complete self-abandonment, and like
a wave in the sea he has united with the all.
And why do the bears mourn Kojuro’s death and pay homage to him? It seems
they also see divinity in Kojuro, who always felt awful about shooting them, which is
why he felt obliged to give up hunting. Kojuro and the bears are like lovers united
through an ideal projective identification, because they see divinity in each other’s
existence.
IV
Tagore and Kenji may seem to be too optimistic, however, I do not think so. In the
first place, as we have seen, Kenji let us know the fatal truth that we cannot live
without the sacrifice of other living things, which awakens our feeling of gratitude for
the whole of nature as well as arousing guilty feelings, sadness, and humility.
Everyone knows that wherever human beings live, we can’t be free from the power
plays caused by the self-centered dynamism of some specific ethnic, religious, and
political groups as well as the self-centeredness of individual existence. However, the
3.11 disaster in Japan showed how people could transcend their self-centered existence.
Many firemen sacrificed their lives to help drowning citizens; one young staffer at a city
hall inundated by the tsunami did not stop broadcasting emergency radio messages and
failed to escape; one village leader came back to carry older people to safety on his back;
some families came back to help rescue their dogs and were swept away. In fact, many
people sacrificed their lives for their families and communities. It is often said that
Kenji tried hard to lead a bodhisattva’s life through his writing, though he suffered the
serious conflict between a bodhisattva and an Ashura life. The 3.11 disaster showed
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how many people could be bodhisattvas themselves, which entices us to believe in
Tagore’s idea that we have both “the self in carnage” and a larger self, the infinite being
which is aroused by something beautiful or unexpected, a spirit of love for others.
Takeshi Uemehara, a distinguished Japanese philosopher, has even insisted that
the survivors of the 3.11 disaster in northeast Japan should create a new type of
civilization, based on the idea of “Soumoku Kokudo Shikkai Jobutsu,” which means that
even trees and plants attain nirvana (“What is 3. 11 for me?” NHK Education, March 10,
2012). He suggests that this should be the universal philosophy to share with people
around the world. In fact, this is not a new idea. Kenji used it in his stories and
poems, showing how animals and plants feel as human beings do.
Tagore repeatedly denounced the excessive militaristic and commercial activities
in modernized Japan in his essays of the 1910s and 1920s (The Spirit of Japan 1916;

Nationalism 1917, “The Japanese Character” 1925; “On Oriental Culture and Japanese
Mission” 1929), because he believed that the mainspring of Japanese civilization is “the
bond of human relationships” (The Spirit of Japan 21), and the spiritual bond of both
animate and inanimate nature, which suggests an ecological oneness. Dharma,
according to Tagore’s explanation in “Civilization and Progress” could be translated as
“civilization” and he suggested that Japan’s spiritual bonds with the whole of nature
should be shared with others as a universal value. Tagore insisted that the mission of
civilization is to unite people and bring peace and harmony (“Crisis in Civilization” 725),
allowing us to transcend the limits of modernism and individualism.

Notes
1. Kenji was twenty years old when Tagore was invited to Japan Women’s University
and recited some a verse from Gitanjali both in English and Bengali on 2 July, 1916,
according to the chronological record added to The New Complete Works of

Miyazawa Kenji (vol. 16-2). Tagore also joined a seminar at Sansen House (a
dormitory opened during a summer term) in Karuizawa, staying for a week while he
instructed the students how to meditate. Toshi, Kenji’s sister and soul-mate, was
then a first-year student at JWU.

It is presumed that she attended Tagore’s

lecture but not the seminar. But in The Home Weekly (No 381-85, 1 Sept. -6 Oct.,
1916), published by JWU, there appeared a Japanese translation of Tagore’s lecture,
titled “On Meditation,” which was included in Personality (1917), so Toshi could
have read it. Professor Yamane and some other Kenji scholars speculate that Kenji
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knew Tagore’s ideas. All this is on the basis of speculation, with no solid evidence,
but it is persuasive speculation.
2. Yamane Tomoko introduces Naruse’s idea of self-realization in her Miyazawa Kenji :

The Way Toshi, his Sister, Led Toward the Milky Way Railroad. Naruse Jinzo, the
founder of Japan Women’s University (the oldest university for women in Japan)
established the Universal Christian Association in 1912. According to Yamane, the
sympathy between Tagore and Naruse is based on a principle of association which
aims at uniting the East and West and promoting peace for a human race. For
Naruse “the soul of the universe,” or “the will of the universe” is Life, which is
essential to every religion.

Naruse understood that Tagore also desired the

harmony and unity of all religions, and invited him to JWU as a guest speaker, and
to the meeting of the Association held at Shibusawa Eichi’s house in July, 1916.
Naruse states that a little self should go beyond itself and obtain a larger self for
self-realization, which in fact corresponds to Tagore’s idea of self-realization. Toshi,
who highly respected Naruse, became interested in his beliefs. In her letter to
Kenji, Toshi advised him to follow Naruse’s way of life.
Yamane also introduces Kenji’s letter to Ogasawara Tsuyu dated in 1929, in
which Kenji questions whether “the will of the universe” (a key concept for us to
understand his work) is trying to bring the greatest happiness to all living things, or
it is just blind and indifferent to it. Kenji concludes that he believes in the former
concept of the universe (Yamane 161). She points out that both Tagore’s phrase “the
first pink flush of the dawn” in The Religion of Man, and Kenji’s passage, “we can
eat beautiful transparent wind and swallow the pink beautiful flush of the morning”
in the introduction of The Restaurant of Many Orders mean the feeling of the will of
the universe within oneself which corresponds to the expansion of the consciousness
of self.
3. Tagore, who highly praised Japanese people of every class for having a “vision of
beauty in nature and the power of realizing it” in their lives (The Spirit of Japan 8), was
fascinated by the story of a samurai who liked to view flowers arranged in a vase before
he left for a battlefield, for he thought that true heroism is aroused by the music of truth
found in beauty. For Tagore, the beauty could be found in life which revives again and
again by enduring the atrocities of time (“The Japanese Character” 505).
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Abstract
The objective of the present study is to systematize the previous research and discuss
overlooked but important issues in consumer aesthetics. This is accomplished through a
critical review of the previous consumer aesthetics literature as well as research from
other relevant fields. First, this study discusses and clarifies key concepts in consumer
aesthetics. The terms “consumer behavior,” “aesthetics,” and “aesthetic needs” are
examined. Second, the present study discusses the basic ideas behind consumer aesthetics
and classifies the previous literature into three categories: research on (1) art consumption,
(2) aesthetic responses of consumers to product or shop designs, and (3) aesthetic
experiences in daily lives of consumers, such as nostalgic experiences. The present study
notes that although the third research category is important, studies in this category are
scarce.

Key words
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1

INTEREST IN AESTHETICS IN THE FIELD OF CONSUMER RESEARCH
Consumer research is an academic field that aims to clarify the consumer’s perception,
cognition, and behavior in consumer societies. Consumer research was established during
the 1950s in the United States (Blackwell et al., 2006; Sugimoto, 2012). The following is
the brief history of consumer research written by Blackwell et al. (2006) and Sugimoto
(2012).
Early research interest in this field was focused on the consumer’s motives for
choosing certain brands over other brands. Using depth interviews as the method, the
consumer motivations were investigated. Since the late 1970s, the consumer’s brand
choice and decision-making have been the main research theme. It is assumed that
consumers purchase and use products to solve problems, and the information processing
underlying consumers’ problem-solving has been intensively studied.
However, at the end of the decade, Holbrook and Huber (1979), and Holbrook
(1980) proposed the concept of “consumer aesthetics.” According to Holbrook (1980),
consumer aesthetics “may be defined as the study of the buyer’s cognitive, affective, and
behavioral responses to media, entertainment, and the arts” (1980, p. 104).
Approximately two years later, Holbrook and Hirschman advocated the “experiential
perspective” and “hedonic consumption,” which are strongly connected to the notion of
consumer aesthetics (Holbrook and Hirschman, 1982; Hirschman and Holbrook, 1982).
Holbrook and Hirschman noted that the framework of information processing does not
cover all the consumer behaviors.
Holbrook and Hirschman argued that although appreciating the arts, watching
sporting events, and enjoying recreation are included in consumer behaviors, they cannot
be explained by the problem-solving perspective. Such behaviors are not the means for
2

some other ends.
Consumer aesthetics was born from the above mentioned research stream and
was not derived, therefore, from the field of aesthetics as a philosophical study. In the
field of consumer research, “aesthetics of consumption” is synonyms with “consumer
aesthetics.”
Early work in the field of consumer aesthetics included many studies aimed at
clarifying the characteristics and demographics of consumers attending art events, such as
those in the performing arts.
Psychology-oriented experiments have also been conducted. For example, the
effects of simplicity in product design on consumers’ preferences have been analyzed.
However, comprehensive discussions have been limited in consumer aesthetics,
and the field seems to lack systematic arguments.
As a first step toward systematization of consumer aesthetics, the present study
aims to organize the previous studies and determine the important research topics. This is
accomplished through a critical review of the previous literature on consumer aesthetics
as well as research from other relevant fields.
First, this study clarifies the key concepts in consumer aesthetics. Second, the
present study discusses the basic ideas of consumer aesthetics and categorizes the
previous studies. Third, this study focuses on the category in which studies are most
limited, and attempts to examine an issue from this category.

KEY CONCEPTS IN CONSUMER AESTHETCS
Consumer Behavior
In the field of consumer research, the definition of the term “consumer behavior” is
3

broadening. “Consumer behavior” means obtaining, using, and disposing of products, and
“products” can have a wide variety of meanings. In a narrow sense, the term “products”
means market offerings. However, Holbrook (1987) defines “products” in a broad sense.
According to Holbrook, “products are goods, services, ideas, events, or any other entities
that can be acquired, used, or disposed of in ways that potentially provide value” (p. 128).
Holbrook notes that “value” means a type of experience that occurs “when a goal is
attained, a need is fulfilled, or a want is satisfied” (p. 128). As Holbrook stresses that
consumer research is not a sub-discipline of marketing, his definition of consumer
behavior does not include the notion of market or monetary exchange.
Holbrook’s definition is somewhat similar to the definition offered by British
sociologist Campbell (1987/ 2005), who defines consumer behavior in the modern
consumer society by focusing on need satisfaction. Campbell states that “the cycle of
desire - acquisition - use - disillusionment - renewed-desire is a general feature” (p. 90).
The present study also defines consumer behavior from the point of view of
need satisfaction. Based on Holbrook’s definition, this study regards consumer behavior
as follows: consumer behavior means satisfying consumers’ needs by acquiring, using,
and disposing of something which exists outside of consumers. In this definition,
“acquiring” something includes the notion of perceiving aesthetic objects.

Aesthetics
The present study posits that consumers’ aesthetic experiences are explained by the
satisfaction of aesthetic needs. Accordingly, it is important to clarify the meaning of the
term “aesthetics.”
As Hutchinson et al. (2009) note, the concept of aesthetics in consumer
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research is equivocal. They note that consumer researchers variously equate the term
“aesthetics” with other concepts such as “beauty, intrinsic interestingness, artistic appeal,
pleasantness to the senses, or combination of these and other concepts” (p. 810).
Other consumer researchers, Venkatesh and Meamber (2008), find three
different meanings in the term “aesthetics.” The first meaning denotes sensory
experiences relating to arts. The second meaning is “sensory experiences concerning
everyday objects” (p. 46). The third meaning is “a wide range of conceptual categories
that define aesthetics such as form and expression, harmony and order” (p. 46) and so on.
In the academic field of aesthetics, Dewey (1934/ 2005) asserts that “the
aesthetic” is found not only in artworks but also in ordinary experiences. He remarks that
the word “aesthetic” refers to “experience as appreciative, perceiving, and enjoying” (p.
49), and notes that it is gusto and taste.
Other researchers in aesthetics remark that the aesthetic process refers to
perceiving and tasting certain objects with a deep understanding of their intrinsic
characteristics (Sasaki, 2010; Tsugami, 2010). Tsugami (2010) remarks that “nostalgia”
and “coolness” are included in the “aesthetic category,” although “beauty” is the typical
member of “the aesthetic.”
In the field of psychology, Miura (2009) notes that the aesthetic process refers
to the perception of certain objects, accompanied by the forming of impression and
evaluations.
The term “aesthetics” in the present study is based on the term as defined in the
field of psychology and aesthetics. Thus, feeling a certain object as “aesthetic” means a
perception of that object followed by emotional responses and evaluations, such as
beautiful, cool, nostalgic, and the like.
5

Aesthetic Needs
Aesthetic needs means desires to obtain something that have aesthetic properties. The
existence of such needs is noted in various academic fields. In consumer research,
Holbrook and Hirschman (1982) note that consumers have two types of criteria for
evaluating their consumer behaviors. One is the utilitarian criterion and the other is the
aesthetic criterion. The utilitarian criterion refers to the evaluation of the functionality of
products. This criterion seems to be based on consumers’ utilitarian needs. The aesthetic
criterion refers to the evaluation of aesthetic pleasure or enjoyment derived from products.
This criterion seems to be based on consumers’ aesthetic needs, which is the focus of the
present study.
A somewhat similar notion is found in a study written by Schneider (1939/
1974), a scholar of English literature. Schneider remarks that although a man is assumed
to be primarily rational, “the aesthetic impulse appears to be exclusively the possession of
man” (1974, p. 12).
The existence of aesthetic needs is also noted by psychologist Maslow (1954/
1987). He posits that there are basic cognitive needs that are not included in his famous
“hierarchy of needs.” The basic cognitive needs are composed of “the desires to know
and to understand” and “the aesthetic needs.” According to Maslow, these cognitive
needs and other hierarchical needs are common among humanity and transcend cultural
differences.
Recent research in brain science also suggests the existence of aesthetic needs.
Research shows that the reward system in the brain is activated while looking at beautiful
paintings or listening to beautiful music (e.g., Wakita, 2009; Kawabata, 2012).
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However, aesthetic needs are often covert, and individuals are not aware of
them. Maslow (1954/ 1987) remarks that we are often unconscious of our basic needs,
which include aesthetic needs.

BASIC IDEAS IN CONSUMER AESTHETICS
The outset of consumer aesthetics
Most likely the first study to use the term “consumer aesthetics” is the study authored by
Holbrook and Huber (1979). They advocate that consumer research should study “artistic
offerings” (p. 275). However, their study is not a theoretical discussion on consumer
aesthetics but a study on responses to jazz recordings.
Holbrook’s paper (1980), presented at the conference of the Association for
Consumer Research held in 1980, proposes a new research field, consumer aesthetics, as
a subfield of consumer research. Holbrook organized the session entitled “Consumer
Esthetics -Emerging Theory, Methods, and Marketing Application” and presented his
paper, “Some Preliminary Notes on Research in Consumer Esthetics.”
In the paper, Holbrook remarks that “esthetic experience involves attending to,
perceiving, and appreciating an object-for-itself, without utilitarian function” (p. 104). He
does not discriminate between high art and mass culture. He asserts that virtually any
product could be regarded as an artistic object.
Holbrook’s paper consists of three parts. The first part concerns theory
construction. Holbrook notes that theory development is needed in consumer aesthetics.
For this purpose, he proposes applying the framework of experimental aesthetics, a
sub-field of psychology. Aesthetic experiences are regarded as responses, and the objects
which cause such experiences are regarded as stimuli under the framework of
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experimental aesthetics. Aesthetic responses are classified into two broad categories. One
is enjoyment of the aesthetic stimuli, and the other is the profound aesthetic experience
which bring deeply felt emotional responses.
The second part of the paper concerns research methods. Holbrook remarks
that research in consumer aesthetics employs field survey techniques and experimental
laboratory designs. Field surveys consist of audience studies and cross-sectional surveys.
Laboratory experiments aim to reveal systematic relationships between the properties of
stimuli and consumers’ aesthetic responses such as pupil dilation or gaze duration.
The third part concerns marketing applications. Holbrook notes that research
on consumer aesthetics has two types of marketing implications. One is facilitating
design of aesthetic products, and the other is finding and reaching the appropriate target
segments.
The following four ideas can be found in the above mentioned two studies
(Holbrook and Huber, 1979; Holbrook, 1980).

1. A major topic in consumer aesthetics is consumers’ appreciation of art.
2. Appreciation of art is an object in itself.
3. Consumer aesthetics addresses the consumption of mass culture and entertainment, in
addition to consumers’ appreciation of art.
4. Consumers’ aesthetic experiences can be described as responses to stimuli by applying
the framework of experimental aesthetics

Although Holbrook’s study is significant in terms of later studies on consumer aesthetics,
he does not use the notion of need satisfaction in the explanation of consumers’ aesthetic
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experiences. As the present paper has already remarked, consumer behavior is defined as
satisfaction of needs. The notion of satisfaction of consumers’ aesthetic needs seems to be
suitable as an explanation of consumers’ aesthetic experiences.

Recent theoretical study on consumer aesthetics
In the field of consumer aesthetics, various empirical studies have been conducted, but
we find very few theoretical studies. However, Venkatesh and Meamber (2006) systemize
the previous studies on consumer aesthetics from the point of view of “cultural
production.” They consider that the products “that have artistic and aesthetic appeal” (p.
12) are included in what can be termed cultural products. They remark that the cultural
production system consists of three components: producers such as designers or artists,
cultural intermediaries such as “individuals or organizations that are concerned with the
communication and distribution” (p. 13), and consumers as cultural actors.
They classify “literature on the marketing and consumption of arts/ aesthetics”
(p. 14) into the following four categories: literature which has (1) managerial-orientation,
(2)

consumption-orientation,

(3)

everyday

life-orientation,

and

(4)

cultural

product-orientation.
The first category is the same as art marketing. According to Venkatesh and
Meamber, marketing principles can be applied to art consumption. The second category is
related to art consumption. The third category addresses artistic and aesthetic products
used in daily life. Their discussion is based on the notion that “life is becoming more like
the arts” (p. 17). The fourth category includes a group of studies on artworks and artistic
cultural products such as film plots and literary texts.
From the perspective of the present study, the second and the third categories
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can be included in consumer aesthetics because they are related to satisfaction of
consumers’ aesthetic needs. However, these discussions are not based on the concept of
need satisfaction. Furthermore, the studies given as examples in the third category are not
consumer research but are instead sociological studies or cultural studies. Another
classification focusing on consumer aesthetics seems to be needed.

CLASSIFICATION OF CONSUMER AESTHETICS
The present study regards consumers’ aesthetic experiences as responses to stimuli that
satisfy aesthetic needs. Thus, this study classifies the research on consumer aesthetics
into the following three categories, based on perceived aesthetic properties of stimuli:
research on (1) art consumption, (2) the aesthetic responses of consumers to product or
shop designs, and (3) aesthetic experiences in daily lives of consumers.

Research on art consumption
The first category refers to research on appreciation of artworks and art-like
products. It is similar to previous studies that Holbrook (1980) considers as consumer
aesthetics. Consistent with Holbrook’s study, the present study does not differentiate high
art from mass culture.
However, Holbrook (1980) does not explain consumers’ art consumption from
the point of need satisfaction. The present category primarily focuses on satisfaction of
consumers’ aesthetic needs. Aesthetic needs for artworks or mass cultural products seem
to be, in many cases, overt. We may attend an art event with some expectations and
evaluate the aesthetic experiences based on those expectations.
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Research on aesthetic responses of consumers to product or shop designs
The second category refers to research on consumers’ responses to ordinary
products or shops. Objects regarded as stimuli in this category are not artworks, but
products or shops that have aesthetic features, such as beauty, elegance, stylish designs,
and so on.
Aesthetic needs are considered to be overt in the experience of such objects.
However, functional needs often have priority in this category, which is different from the
first category. For example, an individual who is choosing a pen may consider the
aesthetic aspects such as design in addition to the functional aspects.

Research on aesthetic experiences in daily lives of consumers
The third category concerns aesthetic experiences individuals feel in daily life.
Although Venkatesh and Meamber (2006) also pay attention to daily life in their third
category, the present category is not the same as their category. The present category has
not been fully recognized in previous studies on consumer aesthetics, because the stimuli
in this category are hard to delineate. The following four points are the characteristics of
this category:

1. Although the study by Venkatesh and Meamber (2006) is based on the notion that
everyday life is becoming more artistic, the present category focuses on various
aesthetic aspects of everyday life, irrespective of their artistic values.
For example, studies on nostalgia or warmth felt in our daily lives are included
in the present category. In this category, the aesthetic aspects of the stimuli are not
man-made. Those aspects are the products of the passage of time or of a change in
11

situation.
2. Separating the perceivers from the perceived objects is difficult because the perceivers
exist in the same places as the aesthetic stimuli.
Sasaki (2010) admits that this type of experience is included among aesthetic
experiences, referring to the enjoyment of cherry blossoms as an example.
3. The plural modalities of perception may operate at the same time. However, they do
not operate completely separately. Interactions among certain modalities, such as
vision and smell, are observed.
4. Aesthetic experiences are often evoked by chance. In many cases, consumers do not
expect certain aesthetic experiences beforehand. Aesthetic needs tend to be covert.

Identifying universal principles seems to be important for the development of
consumer aesthetics. In particular, as studies belonging to the third category are limited,
empirical studies concerning daily lives are needed.

NOSTALGIC FEELING AS AN AESTHETIC EXPERIENCE
Studies on aesthetic experiences in consumers’ daily lives, which belong to the third
category in the previous section, address a wide range of aesthetic experiences.
As mentioned above, nostalgic feeling is among such aesthetic experiences.
Although the notion of nostalgia means longing for an individual’s own past in the field
of psychology and aesthetics, it also includes longing for a past era before one’s birth in
the consumer research field (e. g., Holbrook and Schindler, 1991). Such nostalgia is based
on historical knowledge, and the experiences of such nostalgia are considered to be
aesthetic enjoyment (Makino, 2011).
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What are the factors evoking nostalgic feeling in our daily lives? Holt and Schor
(2000) remark that “the acceleration of daily life, often for purposes of consuming,
contributes to a feeling that things are out of control” (p. viii). They remark that “people
look back to an earlier era when there was time enough” (p. viii) and note that being
simpler, more authentic, and less materialistic than in the present time are features of the
desired past.
From the socio-cultural perspective, Turner (1987) remarks that nostalgic mood
is associated with “the loss of rural simplicity, traditional stability and cultural
integration” (p. 152).
How about nostalgic feeling evoked in retail spaces? Diamond (1989) remarks
that we can easily find nostalgic appeals in the restaurant industry. For example, a diner,
one type of restaurant which originally utilized the dining car of a train, seems to be a
popular icon of American nostalgia. Although diners lost their luster because of the rise
of fast food chains in the 1960s, they later regained their popularity (Gutman, 1993/
2000). In contrast to fast food chains, service at diners is not speedy. However, diners
are considered to radiate “the sense of comfort and cheer” (Kittel, p. 5).
Let us take another example. What is depicted in artworks that evoke nostalgic
feeling? Norman Rockwell is a well-known realistic illustrator in the United States
whose works have often been said to be nostalgic. He painted various scenes of
everyday life that include retail spaces (Makino, 2013). His retail spaces are often
shabby. For example, Finch (1975/ 1985 ) notes that a floor strewn with cigarette butts
is a common motif in Rockwell’s works. Finch (1975/ 1985) also remarks on one of
Rockwell’s works in which the window pane is cracked. Stoltz and Stoltz (1976) note
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that the putty depicted in that work is peeling away from the pane. These observations
indicate that Rockwell’s retail spaces are far from luxurious (Makino, 2013).
Based on the above literature on nostalgia and the artworks that evoke nostalgia,
the “3Ss,” that is, Simple, Slow-paced, and Shabby, seem to be the characteristics of
nostalgic retail environments.

CONCLUSION
The present study aimed to systematize consumer aesthetics, which is aesthetic-oriented
study in the field of consumer research.
The present study examined key concepts and basic ideas in consumer
aesthetics. “Consumer behavior” is defined as consumers’ need satisfaction. Aesthetic
experiences are described as satisfaction of aesthetic needs. Based on these ideas, the
present study classified the studies in consumer aesthetics into three categories: research
on (1) art consumption, (2) aesthetic responses of consumers to product or shop designs,
and (3) aesthetic experiences in daily lives of consumers. Among these categories, studies
belonging to the third category are rare.
As an example of the topics included in the third category, the present study
examined consumers’ nostalgic feelings. By referring to literature and artworks which
evoke nostalgic feeling, the present study remarked that the “3Ss,” that is, Simple,
Slow-paced, and Shabby seem to be the factors that evoke nostalgia in retail spaces.
Given that the present examination of nostalgia is not a detailed analysis,
further examinations of aesthetic experiences in consumers’ daily lives will be needed for
the development of consumer aesthetics.
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TEAM DESIGN
Collaborative Multidisciplinary Learning Experiences for Graphic Designers

Technological developments and cultural shifts are dramatically changing the way graphic designers work
with other professionals in the areas of product research and design. Design in a general sense is becoming
more than ever a collaborative process, involving specialists and experts from a number of fields working
together to create and introduce new products to the marketplace.
This presentation highlights several multidisciplinary courses conducted by various departments and
colleges within this university as case studies to illustrate the various pedagogical configurations and the
types of projects that may be explored. All courses discussed are designed for fourth year students, and are
all one semester in length. These courses are highly challenging and therefore attract the most capable and
motivated students.
The first course, Editorial Design, is co-taught by a Graphic Design Instructor and a Photography Instructor
who each have eighteen students in the course. An interdisciplinary magazine staff elected by the class
determines the direction of the course project, a 100 page print magazine called Positive/Negative.
Working on interdisciplinary teams, students write, design and photograph a series of articles for possible
Inclusion in the magazine. In addition, students create a website and a tablet version with different content
than the print magazine. Throughout the course, students are introduced to editorial design history, current
and emerging trends in editorial design, and information pertaining to software and file preparation. In
addition, students participate in regular small and large group critiques and a Facebook group for comments
and feedback. A student production team prepares and supervises printing, which is done on campus via
digital printing. This is a highly rewarding project and students take great pride in producing an awardwinning magazine.
The second course, Packaging Design, is co-taught by a Graphic Design Instructor, an Industrial Design
Instructor and a Packaging Science Instructor, each with fifteen fourth year students. In this course,
multidisciplinary teams follow a brief devised by a corporate sponsor to solve an existing packaging design
problem. Throughout the course, students receive information on branding, sustainability, materials, and
packaging specifications and terminology via lecture, demonstration, guest lectures and field trips.
Benchmarks during the course provide opportunities for team members to evaluate their performance as
well as that of their peers, which reduces grading problems at the end of the course. All teams present their
final solutions to the corporate sponsor in a public venue on campus at the end of the semester. This course
is challenging for both students and faculty due to its size and complexity, but the learning that takes place
about the challenges and expectations faced by each discipline in getting a package design in the
marketplace is well worth the effort. Several of the corporate sponsors have utilized designs created in this
course in their package designs, which is rewarding to students.
The third course, Editorial Design, is co-taught by a Graphic Design Instructor and an Illustration Instructor
who each have eighteen fourth year students. In this course, students work on interdisciplinary teams to
write, design and illustrate several articles. Throughout the course, students are introduced to editorial
deign history, current and emerging trends in editorial deign, and information pertaining to software and
file preparation. In addition, students participate in small and large group critiques and a Facebook group
for comments and feedback. Students in interdisciplinary teams also prepare presentations about past and
current art directors and editorial illustrators to share with the class. After creating a series of articles,
students enter their best efforts into the Adobe Design Achievement Awards Competition. This stipulation
encourages the best performance by students because they know that professionals will be reviewing their
work for possible publication.

These multidisciplinary collaborative learning experiences are invaluable to our students as they prepare to
enter the workforce, where teamwork and multidisciplinary communication are essential skills in creating
the most innovative, compelling and meaningful design solutions. Students learn in these courses about the
challenges, expectations, skill sets, vocabularies and communication styles of other disciplines, and the
result is a level of mutual respect that will serve them well in their professional careers.
Collaborative courses also require mutual respect on the part of all participating faculty in order to be
successful. A great deal of coordination and compromise is required in the planning of a collaborative
course, and all faculty must be flexible and open to new modes and methods of delivering course content,
grading policies and other considerations. In addition, faculty must constantly adjust to the dynamics in the
classroom to ensure a positive learning experience for all participants.
In the end, all collaborations require the investment and commitment of all parties in order to be successful.
As in any educational experience, positive energy is dependent upon group dynamics and committed
leadership. Some collaborations will be more enjoyable and successful than others, but all collaborative
learning experiences benefit the participants by providing insight to improvements or refinements that will
benefit future efforts.

THOMAS JEFFERSON’S
UNIVERSITY:
AN ARCHITECTURAL MASQUE

Thomas Jefferson’s design for the University of
Virginia is conventionally regarded as an example
of architectural serenity within a pastoral setting.
While this perception is certainly a valid one given the patina of time, it is in several ways limited.
Jefferson’s design, albeit derivative in numerous
ways from Palladian classicism and the formality
of the French and Italian garden, is also a fresh
interpretation of the principles that defined the English landscape garden. In this respect, his design
evokes a complex dialog between two traditional
notions of nature -- natura naturata and natura
naturans. Most importantly, it is suffused not only
with his educational and political vision but if examined closely it also provides great insight into
Jefferson’s unique mind and its diverse preoccupations. Thus, his design of the University complex
presents us with a compelling dialectic between
pragmatics and poetry embedded within numerous unexpected formal and spatial tensions that
are masked by its convincing veneer of genteel
courtliness. These competing qualities are central
to Jefferson’s own complex psychology and he expresses them in numerous subtle and subliminal
ways in the University’s design.

1. Dumas Malone, The Sage of Monticello, Little,
Brown, Boston, 1981, p. 146.
2. Merrill Peterson, Thomas Jefferson and the New
Nation: A Biography, Oxford University Press, New
York, 1970, p. viii.
3. John Keats, “Letter to George Keats” (John
Keats’ brother), Sunday, December 21, 1817.

4. This translation of Diderot’s definition of the
eclectic is by A. A. Long and appears in John Myles Dillon, The Question of Eclecticism: Studies in
Later Greek Philosophy, University of California
Press, Berkeley, 1988, p. 19. Dillon notes that Diderot derived his definition from that given in Jakob
Brucker’s Historia critica philosophiae.

THE JEFFERSONIAN ENIGMA
Thomas Jefferson was unquestionably the most enigmatic of America’s founding fathers. His imposing intellect, thirst for knowledge, and
desire to apply that knowledge in pursuit of his dream for the life, liberty, and happiness of the individual combined with a surprising degree of naiveté and self-deception to create an elusive character that
sometimes baffled his friends. His enemies believed his espousal of
science, objectivity, and the dispassionate pursuit of knowledge in the
cause of human liberty was simply a clever façade to mask his political
machinations. However, the most egregious and inexplicable of the
many inconsistencies that pervaded Jefferson’s complex personality
is that this author of the immortal words “all men are created equal”
was a lifelong owner of more than two hundred slaves. The mystery
of Jefferson provoked his most reverential and comprehensive biographer Dumas Malone to write of him that “[n]o single term fits one
who held in balance a mass of apparent contradictions”.1 Merrill Peterson, another distinguished Jefferson scholar, after more than three
decades of study, admitted that “Jefferson remains for me, finally, an
impenetrable man”.2 Jefferson’s pervasive inconsistency with its attendant contradictions actually constituted his true strength. It was
the source of his ability to invent a theory or develop a dream and
then detach himself from it. The poet John Keats attributed this quality of pervasive inconsistency to all great men calling it the “Negative
Capacity…of being in uncertainties, mysteries, doubts, without any
irritable reaching after fact and reason.”3 Perhaps the clearest exposition of the riddle of Jefferson’s “Negative Capacity” was in a letter he
wrote to Maria Cosway dated October 12, 1785, which he composed
as a dialog between his rational side and his emotional side giving full
expression to the complex tensions between these two aspects of
his character. One side always seemed to act as a mask for the other.
Jefferson’s professional training was as an attorney but he had diverse
interests and capabilities. He was a scholar of the classics, an amateur
philologist and ethnologist, geographer, botanist, farmer, zoologist,
astronomer, inventor, political scientist, and moral philosopher – an
encyclopedia of talents that perhaps provides some rationale for
Malone’s “mass of apparent contradictions”. It may be most appropriate to describe Jefferson’s “Negative Capacity” as eclectic in the
way the Enlightenment thinker Denis Diderot defined the term:
An eclectic is a philosopher who, trampling underfoot prejudice, tradition, antiquity, general agreement, authority – in
a word, everything that controls the minds of the common
herd – who dares to think for himself, returns to the clearest
general principles, examines them, discusses them, admits
nothing that is not based on the testimony of his experience
and his reason; and from all the philosophies he has analyzed
without respect and bias, makes for himself a particular and
domestic one which belongs to him.4

Consciously or not, Jefferson concealed his “Negative Capacity” behind a genteel façade of calm, refined, and courtly politesse, which
could be both charming and irritating. One of the consequences of
his demeanor was that Jefferson considered candor and courtesy as
antithetical; to avoid confrontation, he invariably chose the latter
over the former. Jefferson’s mask of polite and taciturn reserve was
often mistaken for arrogance but it also gave the impression that he
was deceptive. Charles Francis Adams, the grandson of John Adams,
wrote of him:
He did not always speak exactly as he felt, either towards his
friends or his enemies. As a consequence, he has left hanging
over a part of his public life a vapor of duplicity, or, to say the
least, of indirection, the presence of which is generally felt
more than it is seen.5
Like Diderot, Jefferson’s thought was deliberately unsystematic,
which led him to have a pronounced aversion to and dislike for the
entrenched systems of hereditary monarchy and its complicit partner
organized religion. He was also suspicious of philosophical systems
and held great contempt for Platonist metaphysics especially with the
way he believed it obfuscated the moral clarity and ultimate pragmatism of the life and teachings of Jesus of Nazareth. Regardless of
how one might consider Jefferson’s many contradictions, he never
wavered from his most cherished ideal that challenged the rigidity
of systems: the necessity of individual liberty and self-determination,
which he believed expansive energetic governments and authoritarian theologies perpetually threatened. He summed this up with
succinct profundity in the Declaration of Independence stating that
every human being has the right to “Life, Liberty, and the pursuit of
Happiness”, words that are the foundation of the American dream.
Among Jefferson’s many interests and capabilities, he was an accomplished if somewhat idiosyncratic architect of numerous buildings. He
admired and used exclusively the architectural classicism associated
with Rome’s Republican period, which he must have seen as simultaneously scientific and lyrical. Of course, classicism is very much a
system; it evokes a sense of order and proportional regularity that appealed to Jefferson’s sense of harmony. However, its system is quite
elastic, adaptable, and open-ended in a pragmatically eclectic way.
Given this and Jefferson’s “Negative Capacity”, when we study closely
his largest and most comprehensive work of architecture, the University of Virginia’s academical village, we eventually encounter a multitude of interlocking complexities, subliminal subtleties, bewildering
array of inconsistencies and, as noted previously, contradictions or
paradoxes that are all masked by a seemingly well-mannered serenity, balance, and classical harmony. In every sense, his design and creation of the University is his avatar, a virtual Thomas Jefferson. In order to understand his design, one must consider not only Jefferson’s
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distinctive personality traits but also his philosophy and its sources as
all these things are connected in an elaborate network that correlates
his architectural tastes with his politics, his educational values, and
his views on nature and society.

6. Thomas Jefferson, “Letter to Dr. Benjamin
Rush”, Monticello, January 16, 1811.

7. Thomas Jefferson, “Letter to William Short”,
Monticello, October 31, 1819

8. Thomas Jefferson, “Letter to John Adams”, Monticello, August 15, 1820.

THE SCIENCE OF LIBERTY
At Monticello, Jefferson had three portraits prominently displayed of
what he called his “trinity of the three greatest men the world had
ever produced”.6 Two portraits were prominent leaders of the seventeenth century’s scientific revolution, Francis Bacon and Isaac Newton. The third portrait was the legal scholar and philosopher John
Locke. Though Locke was not a scientist per se, Jefferson considered
him as having delineated scientifically the principles of human liberty
and the workings of the human mind. Locke’s philosophy may also
have been attractive to Jefferson because it was congruent with many
of the teachings of Jefferson’s three favorite moral philosophers, the
materialist Epicurus, the stoic Epictetus, and Jesus of Nazareth.
Although he owed a debt to Descartes’ rationalism, Jefferson’s Epicurean ideal to be not “pained in body or troubled in mind” suggests
that he rejected Descartes mind body duality.7 This is borne out in
Jefferson’s attraction to Locke’s epistemological premise in The Essay
on Human Understanding that humans, regardless of circumstances
and contrary to Descartes’ proposition, are born with no innate ideas,
that essentially there is an intimate connection between the senses
and knowledge, hence between body and mind. In fact, in a letter
Jefferson wrote to John Adams, he simultaneously swerved from and
critiqued the intent of Descartes’ famous dictum “I think therefore I
am”; paraphrasing it he wrote: “`I feel: therefore I exist.’”8
Locke’s perceptual or empiricist epistemology proposed that all
knowledge comes from our reflection on the sensible objects of the
outside world – nature takes form in the mind as ideas; knowledge
and a vision of the world come through the senses. Locke maintained
that this capability allows one’s mind to define that person as a unique
identity, a self with integrity of consciousness. Although Descartes
defined the modern notion of consciousness, Locke’s epistemology
provided the foundation for modern notions of “the self” and individual identity. Together, Descartes and Locke provided the philosophical
basis for the sovereignty of the individual essential to the formation
of Jefferson’s political views. The Declaration of Independence is a
manifesto of the individual. Jefferson saw that Locke’s fundamental
epistemology also had a democratic implication. It meant that knowledge is available to everyone who has the abilities to learn and apply
learning, which is essential to his statement that “all men are created
equal”. Moreover, Locke envisioned a particular kind of social contract for governing civil society that strongly resonated with Jefferson.
In order for such government to be effective, it must recognize the
natural rights of its citizens and therefore limit the scope of its pow-
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ers. Locke’s theory of the social contract defined in Jefferson’s mind
the constitution of the American government.
As important as Locke’s epistemology was to Jefferson in formulating
his ideas about the acquisition of knowledge and its democratic nature, Jefferson’s theory of government also had an affinity with the
moral philosophy of Francis Hutcheson, a key figure of the Scottish
Enlightenment. Hutcheson proposed the quantification of benevolence by developing a simple mathematical formula for morality. To
contemporary readers of the Declaration, Jefferson’s notion of happiness may seem simply to be an expression of generic hopefulness
and contentment. However, being an Enlightenment man, Jefferson
believed that happiness was scientifically quantifiable, a premise
that related directly to Hutcheson’s treatment of benevolence and
morality. Hutcheson construed a proper social order and the government associated with it as dependent on a sensus communis or public sense, which predicates the individual’s happiness on a concern
for the happiness of others. This would certainly have appealed to
Jefferson’s Christian belief that each individual has a moral duty to
care for others. Despite his advocacy of the sovereignty of the individual, Jefferson was deeply suspicious of unrestrained individualism,
particularly in association with what he regarded as the avaricious
practices of mercantilist commercialism. In Epicurean fashion, he believed there were limits on the individual as well as on governments.
Thus, it would be inappropriate to consider Jefferson’s advocacy of
limited government as his opposition to government altogether. He
understood government as a scientific enterprise that has a mission
to engender the improvement of its citizenry as long as those who
govern understand that they must be accessible and accountable to
the governed. Jefferson accepted that a perpetual and positive tension between the government and its citizens was not only necessary
but also beneficial to their ultimate mutual happiness.
Embedded in the Enlightenment’s desire to apply the principles of
Newtonian science to emergent ideals of social reform was a provocative contradiction. Newtonian science is inherently causally deterministic, which implies the proscription of free will by the forces of nature. Yet, the reformation of society for many Enlightenment thinkers
meant a strong advocacy of individual freedom and hence they were
champions of free will. Herein lay a troublesome dilemma. One of the
most significant of Enlightenment thinkers, Immanuel Kant, identified
this problem as the third antinomy of pure reason and attempted to
address this issue by systematically arguing that individual liberty is
distinct from the causality that governs the laws of nature. It is a right
innate to human beings and exists outside those laws. Jefferson, who
appears to have been completely unaware of the philosophy of his
older contemporary Kant, was not so systematic in his arguments for
the necessity of human freedom. Nevertheless, from the body of his
writings, we can ascertain that like Kant Jefferson believed individual
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freedom derives directly from the laws of nature outside of causality and beyond any humanly devised political system, i.e., freedom is
unalienable.9 Jefferson’s acknowledgment of the necessity of such
a dialectical relationship is corollary to a larger realization regarding
the Enlightenment’s principles of individual liberty and self-determination, namely that all perceptions and values are relative, subject to
change, and therefore intrinsic to political processes. The values of
institutionalized Christianity, hereditary monarchy, and even classical
civilization necessarily came into conflict with Enlightenment thought
on this point.
THE PASTORAL IDEAL
The New World of the American continent conjured very different
images in the minds of its English explorers and colonists. The Puritan settlers of New England perceived that region as a malevolent,
inhospitable, and hostile wilderness populated by heathens.10 In fact,
they favored this idea taking it as an article of their faith to civilize it
in service to God’s will. Alternatively, many of the early explorers and
colonists of Virginia considered it an abundant garden inhabited by
amicable natives. This portrait of Virginia was rendered in an account
written by Thomas Hariot, a crucial member of the Raleigh expedition of the late sixteenth century. Hariot’s reckoning of Virginia as an
unspoiled imperturbable Eden-like bountiful garden was simultaneously exotic and reassuring to English readers. Jefferson also had an
Edenic view of Virginia but it differed significantly from the one Hariot described. Jefferson believed the destiny of this New World Eden
could not be one of invariant harmony between nature and humanity. Certainly, Jefferson appreciated Virginia’s primeval qualities but he
also realized that as it became settled more densely, some of these
qualities would necessarily change while others must be preserved.
Hence, he wanted to ensure that Virginia’s domestication would not
compromise its qualities as an unspoiled abundant garden.
The different interpretations of Virginia between Hariot and Jefferson
indicate a contrast of two ideals of “garden”, one primitive the other
pastoral. The pastoral ideal, especially in literature extends back to
classical antiquity. It is a quasi-utopian notion that extols the virtue
and simplicity of rural life. Authors of Roman antiquity such as Virgil
and Cicero vigorously cultivated this image and Jefferson knew well
and admired their writing. With the revival of classical learning and
art in Renaissance Italy, the pastoral ideal that the ancient authors
venerated became manifest in the villas and gardens of the nobility and ecclesiastical hierarchy. Gradually this ideal disseminated into
the larger European consciousness where England in the eighteenth
century embarked on an unprecedented approach to garden design.
These new English gardens eschewed the calculated contrast to arbitrary nature of the bounded and static geometric formalities of Italian and French precedents in favor of large-scale landscape gardens
where the boundaries between artifice and nature were fundamen-
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tally indistinguishable such that the designed garden became virtual nature and reciprocally, perhaps unintentionally, nature became
a virtual garden. Although different approaches to this new English
landscape garden existed, they all had in common an underlying philosophical basis for their development – John Locke’s epistemology.
In An Essay Concerning Human Understanding, Locke did not address
questions of aesthetics per se. However, he provided a foundation
for understanding aesthetic experience by stipulating that the ideas
arising in our minds through appropriation by the senses associate
with other ideas acquired through other sensations. From this network of associations, we begin to form “sympathies and antipathies”
and establish priorities among them.11 Locke’s ideas and the practices they affected regarding nature, landscape, and gardening evolved
during the eighteenth century into two unprecedented categories of
artistic experience – the picturesque and the sublime – both of which
differed significantly from the established orthodoxies and fixedness
of classical beauty. They required a greater integration of natural and
human, especially psychological, elements in the design of landscape
gardens. Joseph Addison, an early eighteenth-century poet and essayist whom Jefferson considered a most eloquent writer, was a particularly important polemicist for a new approach to gardening. One
of the reasons Jefferson admired Addison’s writing is that like Jefferson, he was an avid disciple both of Locke’s empirical philosophy and
the pastoral poetics of Virgil. In the essays Addison wrote for his daily
publication, The Spectator, he aspired to present philosophical issues
such as Locke’s empiricism in concrete, everyday terms. In the series
“The Pleasures of the Imagination”, especially in The Spectator no.
414, Addison was critical of the established tradition of English formal gardening and defined a set of principles that inaugurated the
naturalistic landscape garden’s evolution throughout the remainder
of the century.

11. John Locke, An Essay Concerning Human Understanding, Kenneth P. Winkler, ed., Hackett Publishing Company, Indianapolis, IN, 1996, p. 174.

Addison compared the effects on the imagination of the works of nature to those of art, and found the latter wanting. He argued that
works of art have nothing of nature’s immensity, which affords
so great an entertainment to the mind of the beholder [because] in the wide fields of nature the sight wanders up and
down without confinement [stimulated by] an infinite variety
of images.12
Such “infinite variety” is a factor of nature’s “rough careless strokes”
and contributes to its superiority over “the nice touches and embellishment of art”. Nonetheless, Addison concluded his essay by
postulating a kind of aesthetic reciprocity between nature and art.
The works of nature become increasingly pleasant the more they resemble works of art, both because of nature’s intrinsic agreeableness
to the eye and the similitude to nature that art provides. Addison

6

12. Joseph Addison, The Works of Joseph Addison: The Spectator, Volume VI, George Washington Greene, ed., Derby & Jackson New York, 1860,
p. 336.

did not equate nature with wilderness believing that the work of art
should improve upon nature without reforming it. The same is true
for landscape design, which should seek a seamless unity of nature
with the garden and allow the eye to wander freely. Addison commingled the forest and the garden and thus connected nature as object
of scientific understanding and human intervention with the classical
pastoral ideal of nature as a pristine landscape of moral restoration.
In other words, the landscape garden is a theater that weaves together nature, art, philosophy, science, and agricultural production. The
approach that Addison advocated and was eventually pursued by
designers is a hybrid or perhaps rather a conflict between two long
established notions of nature, natura naturans (nature natured) and
natura naturata (nature naturing). The first considers nature as active
and productive, actively creating reality. The second considers nature
as the passive object of empirical inquiry, a decidedly instrumentalist predisposition. Given Locke’s empiricism, one might suppose that
his approach to nature was more like the latter. However, if, as Locke
states, ideas are the impact of the outside world on the senses, then
nature must in some way affect the mind and there is an intimate
relationship between the two. After all, Locke decrees that human
liberty is given by nature. In essence, Addison’s Enlightenment interpretation of the pastoral ideal with respect to eighteenth-century
English landscape gardening corresponds with a crucial aspect of Jefferson’s “Negative Capacity” – the persistent dialectic between Jefferson’s own autochthonous proclivities regarding Virginia, where his
heart resided, and his cosmopolitan devotion to principles of universal knowledge, reason, and enlightenment, where his mind roamed
unimpeded through both time and space. For Jefferson this was a
perpetual tension between the real and the virtual.

13. See William Shenstone’s Unconnected
Thoughts on Gardening, p. 128 and R. Dodsley’s
A Description of Leasowes, pp. 336–338 and 340.
Both were published for R. and J. Dodsley, London, 1764 and republished by Garland, New York,
1982 and edited by John Dixon Hunt.

14. Malone, Op. Cit., p. 183.

The new approach to the design of landscape gardens expanded the
narrative experience of them to include psychological ramifications
in addition to the tradition that their design recounts a myth or tale
from classical antiquity. For example, at significant moments in Leasowes gardens, its patron, the poet William Shenstone, had engraved
on large stones an accompanying literary reference that alluded to
what one should experience while viewing a particular prospect.13
Jefferson was very much taken with the eighteenth-century English
landscape garden, the theories of the picturesque and sublime, and
the positive attitude these espoused toward variety, diversity, and nature. His personal library contained an edition of Shenstone’s Works
as well as a number of other treatises on the subject including one on
the gardens at Stowe, which he had visited with John and Abigail Adams in spring 1786. In fact, Dumas Malone has observed that Jefferson may have been the first person to include gardening, subsumed
under the category of architecture, within a comprehensive system
of the branches of knowledge modeled on those of Sir Francis Bacon
and Jean le Rond d’Alembert.14
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Two centuries after Hariot’s report on Virginia, Jefferson wrote Notes
on the State of Virginia, a book that fluctuates in its language between technical description and poetic reverie. In the Notes, he described the primeval Virginia landscape in richly sensual, almost tactile, language and explicitly defended the beneficence of rural life. His
discussion echoes an Edenic statement Locke made in his Two Treatises of Government, a work influential on Jefferson’s thoughts as he
wrote the Declaration: “In the beginning all the world was America”.15
Jefferson’s Notes reached for accordance between natural systems
and the strivings of humanity to attempt a reconciliation between the
desire for a return to the lost world of the past with the necessities
of science and progress by reformulating and extending the ancient
pastoral ideal within the context of his own time and circumstances.
Jefferson’s pastoral ideal was an affirmation of a political ideal he believed could serve as a guide to social policy. It was the parturition of
a new foundational myth, a dream premised on the American continent as the locus of a new world, a new kind of Virgilian pasture that
is the site of a successful “Life, Liberty, and the pursuit of Happiness.”
To do this, Jefferson invented what Leo Marx has called a “middle
landscape” for America.16 The middle landscape is neither wild nor
refined; it is the mise en scène for the necessary condition of Enlightenment humanity in the New World. It was a practical conception
of humanity’s relationship to nature and harbored no delusions that
the European settler in America would be metamorphosed into an
innocent nature-child after prolonged exposure to its undomesticated beauties. For Jefferson this was an essential part of the “American Dream” and echoes the thought of one of Jefferson’s intellectual
allies the Welsh moral philosopher Richard Price who wrote of the
consequences of the American revolution that it defined “The happiest state of man [as] the middle state between the savage and the
refined, or between the wild and the luxurious state”.17 The middle
landscape mediates nature and artifice where one is effectively a
mask for the other with each perpetually oscillating between being
the virtual or the real of the other. For Jefferson, the art of gardening
as an aspect of architecture played a large part in realizing this conception.
Jefferson’s predicate for happiness in this American middle landscape was its population with a particular type of individual: “the independent, rational, democratic husbandman”.18 He used the term
“husbandman” repeatedly in “Query XIX” of his Notes on the State
of Virginia to describe this archetypal American citizen. Jefferson’s
husbandman does not struggle alone and unschooled against nature
but employs the latest devices and techniques to establish a partnership with it to improve it for his individual needs. However, nature
is not to be subdued as an individual or collective entrepreneurial
enterprise. Within Jefferson’s pastoral vision of life in the middle
landscape, there seems to have been a subconscious awareness of a
critical point beyond which the husbandman should not impose his
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anthropocentric purposiveness on nature.19 Jefferson believed the
industrialization and urbanization that were beginning to transmogrify Europe, especially England, unequivocally transgressed this limit.
This was a particularly acute problem for him because it meant an
inevitable confrontation among his principles. On one hand was his
love of nature and its role in the fulfillment of his pastoral vision of
the United States: life in the middle landscape. On the other hand
were the humanistic principles upon which the nation was founded:
the sanctity and sovereignty of individual rights and the beneficial
aspects of technical progress for all people.20 Jefferson’s rapprochement of this conflict was simple, perhaps simplistic: America should
concentrate its efforts on the stewardship and improvement of nature and depend on Europe for manufactured items.21
Jefferson believed that agriculture is a primary science, but to adduce
Jefferson’s pastoral ideal as “agrarian” would place undue emphasis
on the economic aspect of life in the middle landscape.22 It is clear
from a passage of “Query XIX” in Notes on the State of Virginia that
he did not perceive the farm’s greatest value in terms of its productive capacities. In mythopoeic language, Jefferson defends his pastoral vision and its major protagonist, the husbandman, on the moral
grounds that these two things are essential to assure continued individual freedom:
Those who labor in the earth [the husbandmen] are the chosen people of God…whose breasts He had made His peculiar deposit for substantial and genuine virtue…Corruption of
morals in the mass of cultivators is a phaenomenon of which
no age nor nation has furnished an example…23
Like the ancient Roman authors he admired, he saw agricultural activity primarily as a moral force, as a means to preserve the virtues
attached to rural life. Because such a life demands intelligent independence and self-reliance, Jefferson believed it would provoke people to remain vigilant in protecting their freedom. America was to be
a garden republic tilled scientifically by the husbandman. Freedom,
in this form alone, would spare the citizenry from the tyranny of interminable repressiveness and consumptive power struggles that
plagued Europe.24 However, Jefferson’s pastoral dream for America
was neither static nor did it propose an ossified “perfect” society. On
the contrary, it was an elastic ideal intended to give shape to the political, social, economic, and physical ephemera that defined the middle
landscape. It was a utopian construct, that Jefferson knew would never fully become reality, but rather could guide it. Jefferson’s middle
landscape was both a garden of liberty and a landscape of virtue. Like
all dreams, it postulated a virtual world.
VIRTUE & VIRTUALITY
In addressing the obsessions of the late twentieth century world, Mi-
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chel Foucault in “Of Other Spaces: Utopias and Heterotopias” examines the two spaces of his title, each of which presumes to define a
direction for humanity’s relationship to the world. Foucault argues
that the utopia, occupies “no place”, a space without palpability and
propinquity. It is therefore a purely virtual entity; it does not and cannot occupy material space. Alternatively, he considers heterotopia
more complex in spatial terms because it is a place but one “that lies
outside all places and yet is localizable” and “absolutely other with
respect to all the arrangements [it] reflect[s]”.25 As such, “[T]he heterotopia is capable of juxtaposing in a single real place several spaces,
several sites that are in themselves incompatible”.26 It is a shifting
amalgamation of multiple virtualities and materialities; it is both an
evanescent plurality and stochastic unity. Foucault cites the mirror as
the canonical metaphor for the heterotopia because it reflects the
space of the material world whether anyone is there to see into it
but it also “has a kind of comeback effect on the place” occupied by
the one who gazes into the mirror.27 Yet, the mirror itself is also a
concrete thing occupying real-world space even though the specific
nature of its materiality is actually masked by the virtuality of what it
reflects. Virtuality is both a means of revealing and concealing.
In delineating the various kinds of heterotopias, Foucault discerns
that all of them are institutions of some sort and his general thrust in
examining them is to consider them primarily as a mechanism of social control, discipline, and exercise of power rather than as a means
to enhance or encourage individual virtue. However, it is not difficult
to see that some heterotopias, e.g., schools, prisons, and asylums,
might presume to stimulate the growth of virtue among their charges
as a raison d’etre of their wielding of power. In this latter respect,
two kinds of heterotopia are particularly relevant to the present discussion. Although Foucault does not explicitly cite the university as
a heterotopia, it is quite clear from his discussion that it is. However,
he is quite specific regarding the garden, which he cites as one of
the oldest heterotopias because it attempts to draw the entire world
into itself. The visual ambiguity of boundary in the English landscape
gardens of the eighteenth century presumed to do precisely this. The
pastoral ideal discussed above was both predicated on landscape as
garden and a means to a more virtuous life. Moreover, since Jefferson’s dream for America lay in its creation as a kind of virtuous garden
republic, a new pastoral ideal manifest as the “middle landscape”,
his University was not only a model for it but presumably would
produce graduates imbued with those virtues who would preserve
it. In essence, just as there is an etymological link between the two
words virtue and virtuality, there is also a conceptual and physical
link between them that infused Jefferson’s intentions for creating
the University of Virginia. Obviously virtue and virtuality are not the
same thing. Despite their common linguistic root, a vital and variable
tension exists between the two. The highest virtue for Jefferson was
to live the good life and be free to pursue happiness, the American
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dream. But it was happiness in the manner described by Epicurus, to
live wisely, prudently, and justly. Like all dreams the American dream
is a purely virtual thing but eminently real in one’s pursuit of it. The
highest virtues though understandable are always unattainable; they
can only be virtual.

Figure 1

ACADEMICAL VILLAGE AS MASQUE
The plan shown in Figure 1 indicates the layout and various buildings
of Jefferson’s design of the University as finally constructed. The plan
has several precedents, all of which arrange all buildings around a
single rectangle of space with a principal building at one end and the
opposite end open. Jefferson’s original plan was like these precedents
and required an essentially flat topography. However, because the
site he wanted was unavailable, he had to accept one with significant
topographical irregularities that precluded using the plan he originally envisioned. He solved this problem by creating a unique variant on
the established precedents by considerably reducing the width of the
central green space, the Lawn, and adding two outer ranks of buildings
to the more irregular east and west slopes of the site’s extremities,
the east slope being especially pronounced. Conversely, he adapted
the two inner ranks to the gentle north to south downward slope of
the central part of the site. Jefferson’s site design as well as his designs for the buildings have a superficial appearance of harmony and
serenity, especially given the patina of time. However, a closer examination shows that this genteel veneer masks a much more fractious
architectural actuality that corresponds with the inherent tensions of
Jefferson’s “Negative Capacity” and his republican political ideals. It
constitutes a set of virtual and potentially paradoxical conditions that
align well with many of the qualities and characteristics of Foucault’s
notion of heterotopia. The paradox is particularly evident in the soubriquet Jefferson chose to portray his University as a community of
scholars dedicated to liberty – “academical village”. However, the University of Virginia cannot be a village in the real sense because it has
stringent limits on who can inhabit it. One does not come and go as
one pleases. Despite having the formal and spatial characteristics of a
well-planned village, it necessarily lacks the programmatic diversity of
a typical village. It is a village only in a virtual sense. Jefferson’s design
is nonetheless an accurate reflection of his view of reality as both an
evanescent plurality and stochastic unity composed of a hierarchy of
diversities that accepts the occurrence of chance events and change
within an ordered framework. Thus, it perhaps corresponds to some
of the endemic inconsistencies of the heterotopia that Foucault implies. Tightly woven into its design is a socio-political ideal fraught
with the pathos and irony of Jefferson’s personal philosophy. Several
instances within this spatial fabric of fleeting plurality and aleatory
unity suggest a masque-like quality and they are the focus of the following discussion. The seemingly improbable notion of the masque,
despite its apparent aristocratic connotations, to describe Jefferson’s
design may be a suitable metaphor to consider its various subtleties
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because the masque was a multi-faceted form of performance that
used virtuality to provoke reality; i.e., the idea of revealing something
by concealing it.
The masque was a form of aristocratic entertainment in Europe that
probably developed from the ducal courts of Burgundy in the Middle Ages. It involved a variety of different forms of performance such
as pantomime, dance, song, and dialog and usually drew its imagery
from classical rather than Christian sources. Unquestionably Jefferson
knew of the tradition of the masque. Ostensibly, its purpose was the
laudatory magnification of the ruler. However, given his anathema toward aristocracy and royalty, it seems unlikely he would consciously
have chosen it as a trope for his design of the academical village. Yet,
aspects of the masque make it a useful way to describe certain of
the qualities as well as the anomalies in Jefferson’s design. For example, as the courtly masque evolved through subsequent centuries,
it was frequently pastoral and would often illustrate a moral tale or
ethical dilemma that invariably had a political or social subtext. Recent scholarship has shown that the masque should “be viewed as a
diverse expression of conflicting arenas of interest within court culture” instead of being “primarily a symbolic ceremony vital to the
reproduction of monarchical power”.28 It is especially worthwhile to
consider the masques created by the seventeenth-century English
author John Milton. Jefferson admired Milton’s poetry and considered him an important advocate for free speech. Milton’s masques
have the teaching of virtue as an important thrust to their allegories;
their performance masked an implicit critique of the court and court
aesthetics. In particular, Milton’s Comus has a subtext that repudiated Neoplatonist mystifications, which would have had special appeal
to Jefferson.29
The paramount importance Jefferson accorded to the individual’s
natural rights was a declaration of his own inability or unwillingness
to give full positive form to the concept of community despite his
appreciation of the ideal of sensus communis. This dilemma indicates
a contrast between two different ways of understanding freedom.
One way construes freedom as positive liberty, which is an irrevocable right guaranteed by law, a right that government can stipulate.
The “First Amendment” to the U. S. Constitution defines such liberty.
The other liberty is negative, which is freedom that a person possesses without legal restriction. The “First Amendment” in particular is
interesting because it codifies as a positive liberty those freedoms
that Jefferson believed were inherently negative liberties, i.e., they
are unalienable and given by nature not government. The “Ninth and
Tenth Amendments”, which address non-enumerated rights, in their
concision are even broader with respect to negative liberties, i.e.,
where community and government may not intrude. Thus, enshrined
in Jefferson’s design for the University of Virginia is an architectural
performance of the great dialectic of democracy – the tension be-
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tween positive and negative liberties. The necessary freedom of the
individual suggested by the unique architectural expression of each
of the Lawn’s ten Pavilions opposes the rule of law or comprehensive
order, which is represented by the uniformity and seeming continuity
of the colonnades that bind the Pavilions together. (Figure 2a) Each
Pavilion is an independent architectural entity that refers back to the
whole without capitulating to a rigidly unifying order. This dialectic
corresponds closely to what Manfredo Tafuri defines as the great crisis of modern architecture, the tension between the individual building as a discrete, self-sufficient integer, such as the Pavilions, and that
building’s existence within an urban order, such as a village, in this
case an academical village.31
The two Pavilions, IX and X, that terminate the sequence of buildings of the Lawn engender differing, even opposing, impressions depending on how one sees them and therefore both of them embody
their own respective virtual images. Seen frontally, each occupies the
last terrace of the Lawn as an emphatic termination á point to the
Lawn’s buildings. (Figure 3 a & b) However, when viewed looking
to the north, each combines with the colonnade and single dormitory room to appear as an entry to the Lawn’s upward progression
to the Rotunda, the University’s library, the formal and pedagogical
epitome of the entire scheme. (Figure 3c & d) When seen obliquely
each, especially Pavilion X, appears as a dynamic weaving of the colonnade with the building implying the potential for extension. (Figure 3e) This stochastic unity is foiled by the evanescent plurality of
the Pavilions taken as a whole. Counter to the similarities of Pavilion
IX and Pavilion X as terminations, entries, or implied extension are
their respective compositions. The colonnade in front of Pavilion IX
obscures its defining architectural order, which supports the arch of
its exedral entry. Combined with the building’s simple massing, the
entry makes the Pavilion appear modest and introspective. Alternatively, the massing of Pavilion X, particularly its recently restored
original, rather cumbersome, massing, combines with the assertiveness of its Doric portico to contrast markedly with its opposite on the
West Lawn. This dialectical relationship between Pavilions IX and X
is a fundamental characteristic of each opposing pair of the Lawn’s
Pavilions. (Figure 4) The spacing between the columns of the portico of Pavilion I is much more relaxed than that of Pavilion II directly
across from it. The portico of Pavilion V is a pronounced giant-order
hexastyle whereas Pavilion VI has no such portico, the Lawn’s Tuscan
colonnade is its single-story architectural order. Though they are only
a single story high and above the arcade of the first story, the columns
of Pavilion VII project from the building mass behind them whereas
the columns of its opposite, Pavilion VIII, are giant order and coplanar
with their building mass but obscured by the Tuscan colonnade of
the continuous portico. Despite the relative similarity of the porticoes
of Pavilions III and IV, like Pavilions I and II their respective column
spacings differ owing to their distinctive column orders. In fact, each
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pair of opposing Pavilions has a differing column order. The variety of
massing and architectural expression of the ten Pavilions at one time
was the object of criticism for not conforming to the unity suggested by Jefferson’s overall site plan for the University.31 However, perceived in a less stagnantly formal way, the sequence of oppositions
among the Pavilions imparts a consistent east-west dynamic tension
across the Lawn space that is most noticeable during seasons when
the trees have lost their foliage.
Throughout the entire formal and spatial order of the University, tension such as that between the Lawn’s opposing Pavilions is virtually
unrelenting and belies one’s initial impressions of the serenity of this
place. For example, the seeming continuity of the Lawn colonnades
becomes quite tentative where major physical changes occur (changes of level and scale, the articulation of ends and beginnings, turns
of corners, etc.). At these places, one would expect the architectural statement to be strongest and strident juxtapositions resolved in
order to reinforce the unity of the whole, but many of the connections exist only by the propinquity of their respective architectural
forms; others are perfunctory and seem somewhat clumsy, “Figure
2b”. Where the expression of coherence of the whole community
of buildings could be most clear and gracious is precisely where it
is most ambiguous, indeterminate, and haphazard. This lack of formal resolution may be attributable to Jefferson’s amateur status as
an architect, but given the depth of his scholarship and knowledge
of architecture, it seems unlikely. It may have more to do with his
pragmatism, but it could also be due to his proclivity to rebel against
the determinism of a too rigorous system of any kind. This is especially the case when we recall the profound influence the thought of
Epicurus had on him. Epicurus was an advocate of the controversial
atomist view of nature and devised the notion of the clinamen, which
presumes that large objects form because the indeterminacy of the
motion of atoms (clinamen means a swerve) necessitates their ultimate entanglement with one another. The ancient Roman philosopher Lucretius, whose work Jefferson also knew and respected, was a
disciple of Epicurus’s ideas and extended the indeterminacy principle
of the clinamen to claim it as the thing that differentiates humans
from automata.32 The clinamen also has a kind of peripheral relationship to the idea of the informe introduced in the 1920s by the French
writer and literary critic Georges Bataille. His definition of the informe
is rather vague but can be described as the tendency inherent in the
creation of every form to destabilize or undermine that form’s very
organizing principle. Bataille’s notion of the informe had a significant
effect on the emergent avant-garde in the 1920s and 30s and eventually on the formulation of various aspects of postmodern thought and
architecture in the latter third of the twentieth century.
Jefferson’s University complex manifests yet another distinct aspect
of his sense of evanescent plurality. This occurs in the successive

14
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32. The conceptual similarity between Lucretius’s
ancient atomistic principle of indeterminism and
the twentieth-century foundational concept of indeterminism in Heisenberg’s uncertainty principle
of quantum physics is noteworthy and well known.

lengthening of distance toward the south between the Pavilions on
either side of the Lawn. Shown in the plan of Figure 1, this lengthening contributes to shifting but meaningful forced perspective illusions.
Jefferson did not consciously design in perspective, but the result of
his graduating the distances between the Pavilions creates dynamic
and contrasting effects of forced perspective illusion that depend on
whether one views the Lawn complex from the north or south. The
rise of the Lawn’s three terraces as they progress northward, reinforce vertically the effect of the illusions. Illusion is inherently a mask;
it creates multiple perceptions of the same thing, a flickering plurality of possibilities wherein one of them maintains momentary dominance only to have another supplant it. It is quintessentially virtual
but also grounded in a real condition. The relativity of illusion has
a dialectical quality that requires the individual observer to make a
choice. Because the contrasting perceptions of the Lawn space occur
from opposing vantage points rather than the same position, they are
not just temporally dependent as optical illusions frequently are. To
perceive the different illusions of spatial depth at the Lawn, one must
move from its south extremity to the northern one, which introduces
to the illusions a factor of spatial as well as temporal displacement.
Of course, it is now only possible to get even a remote sense of these
illusions during the winter months.
Standing at the southern end of the Lawn on axis with the Rotunda,
the forced perspective illusion created by the decreasing distances
between Pavilions as the colonnades proceed northward gives the
impression that the Rotunda is further away than it actually is. But,
the Rotunda is not perceived to be larger than it actually is; it is apperceived to be so and becomes all the more dominant. The Lawn’s
openness to the distant horizon on the south end is reminiscent of
the idea in English landscape gardening to blur the boundary between nature and artifice. The silhouette of the distant mountainous
landscape against the sky balances the infinite wonder of nature with
the equally infinite possibilities of human aspiration embodied by the
Rotunda that dominates its northern end. The forced perspective illusion works in reverse when standing on the Rotunda’s terrace facing
the Lawn looking southward. In Jefferson’s day, the lengthening colonnades between the Pavilions tended to make the distant Ragged
Mountains appear closer linking the University more strongly to its
natural setting within Albemarle County’s rolling landscape. As part
of the University’s expansion in the early twentieth century, its rector commissioned McKim, Meade, and White to design a complex
of three buildings on a site about three hundred yards further south
from the Lawn’s south end. The centerpiece of this group, Cabell Hall,
cuts off this view.
If Jefferson consciously created the Lawn’s forced perspective illusions, it demonstrates his “Negative Capacity” to accept the equal
validity of conflicting bits of evidence and is no mere perceptual trick.
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These illusions might subliminally attest to a dilemma that was a constant concern for Jefferson that he alluded to in his Notes on the State
of Virginia, the tension between the authority of nature as manifested in the distant landscape with the power of human reason embodied in the Rotunda, a tension between natura naturans and natura
naturata. As such, this dilemma implicitly acknowledges a fundamental aspect of the human predicament, which is the nondeterministic
nature of ethics as Aristotle defines it in Nichomachean Ethics: “that
fiber in all people that reveals choice, what sort of thing a person
chooses or avoids in circumstances where choice is not obvious.”
A curious dichotomy also exists between one’s experience of the University along its multiple east-west axes defined by the five pairs of
opposing Pavilions versus the views defined by the Lawn’s dominant
singular north-south axis. Despite the differences in forced perspective views between the northern and southern extremities, views
along this axis, tend to reinforce a perception of unity that undermines
any consciousness of the formal tensions between the Lawn’s east
and west opposing Pavilions. Consequently, the space of the Lawn
seems continuous, homogeneous, and natural. However, the oppositions between the east and west Pavilions adumbrate the presence
of a considerably less homogeneous spatial order that can neither be
seen from the Lawn nor all-at-once. It is, in fact, a fractured order, a
quasi-virtual order, that has only an inconspicuous linkage among its
parts, which are peripherally dispersed throughout the complex. Discovery of this alternate heterogeneous order is difficult because no
easily discernible clue exists in any part of it that manifestly suggests
a necessary connection to its other parts. The impact of this order is
at best subliminal. Its formal expression, the strategic axial placement
or non-placement of individual colonnade columns at points of entry
to the Lawn from the East and West Ranges, sublimates the tenuously
unifying premise of that expression, which is the varying ways one
appropriates the space of the Lawn in relation to the irregular topography of the whole complex and its surrounding landscape.
The presence or absence of these individual columns at crucial
moments suggests a particular sophistication in Jefferson’s design
thought at the scale of immediate experience in order to provide
a compensatory coherence to the anomalies of the site’s topography. Jefferson’s final plan of the academical village shows seven approaches and openings to the Lawn from the East and West Ranges
via alleys. (Figure 5a) Walking along either of the Lawn colonnades
and passing by any of these openings one may only be marginally
aware of them. Five of these approaches are axially direct; a column
of the colonnade framed in the opening of each approach to the
Lawn marks the termination of its respective axis. Four of the five
approaches with a column on axis occur on the east and only one occurs on the west. The entire East Range is at an elevation considerably
below the Lawn. Thus, as one moves up the hill from the East Range
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to the Lawn, the column in the opening silhouettes against the foliage
of the Lawn’s trees and is the sole acknowledgment of the capacious
presence of the Lawn and its bounding colonnade. (Figure 5b) The
axial column marks a kind of threshold. Only three entrances to the
Lawn come from the West Range where the elevation of the topography in relation to the Lawn varies; it is not nearly as pronounced as
that on the east and progresses from slightly lower than the Lawn at
the north end of the West Range to slightly higher at the south end.
The only approach to the Lawn from the west that has a column terminating its axis, like those on the east, occurs with a slight uphill rise
toward the Lawn. (Figure 5c) The other two approaches to the Lawn
go slightly downhill from the topographical level of the West Range
buildings. Each of these two downward approaches eventually opens
to the Lawn at a point that corresponds to a change in the level of the
Lawn’s middle terrace. These two approaches have no axial relationship to a colonnade column so the space of the Lawn itself is never
visible until one is actually in the small passageway between buildings
that connects the service yard to the Lawn. (Figure 5d) Experienced
individually without the opportunity to compare the relationship of
each to its respective entry to the Lawn and the site topography, the
seven approaches, with or without an axial column, seem only to be
local irregularities within the larger order. However, in spite of their
dispersion and subliminal nature, when understood as a group, the
logical consistency yet evanescent plurality and stochastic unity of
these lateral entries to the Lawn links the whole of the scheme together in an unexpectedly enigmatic way. Thus, what may appear to
be an entirely desultory condition of the relationship of colonnade
columns to the points of access to the lawn from the east and west
is actually the vaporous index of the deep order that emerged from
the necessity for Jefferson to adapt his original plan to the vicissitudes
of the site – a necessity that resulted in a much more sophisticated
design than his original plan.
CONCLUSION
The variety of tensions concealed within Jefferson’s design are far too
subtle to be a polemic that ingrains his philosophy within anyone. In
all their rich complexity and inconsistency, they are simply a declaration of Jefferson’s beliefs phrased in the penumbral language of space
and form rather than the effulgent prose of his Declaration of Independence. More importantly, it matters little if Jefferson consciously
intended to express these things architecturally. The fact is that they
exist because with some effort we can discern them. They are rather
like sub-atomic phenomena as considered by quantum physics; they
come into existence only in the moment one takes their measure. Before that, they had only a possibility of existing, which is a particularly
contemporary way of saying that they inhabit a virtual state.
The philosophy of John Locke also had a profound influence on the
eighteenth-century popular author Laurence Sterne whose books
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were a great favorite of Jefferson because they offered humorous
and ironic insights into the human predicament. Jefferson owned at
least two Sterne novels, The Life and Opinions of Tristram Shandy,
Gentleman and its epilogue, A Sentimental Journey through France
and Italy by Mr. Yorick. Sterne’s work is notable for many reasons
but importantly for the present discussion because in writing both
novels he resorted to virtual authors, Shandy and Yorick respectively. No doubt Yorick’s descriptions of his travels in Europe’s mainland
against the backdrop of the many upheavals occurring there in the
mid-eighteenth century captivated Jefferson’s imagination because it
inaugurated a new way of travel writing that discussed the manners
and morals of contemporaneous life in terms of the subjective reflections and individual tastes of its ostensible author. In fact, Mr. Yorick
observes that things are not always as they appear to be and ironically conceal themselves in conventions that engender their anomalies.
Yorick’s, i.e., Sterne’s, words on that matter have several meanings
and seem to sum up fittingly Jefferson and his design of the University
of Virginia’s academical village:
Hail ye small sweet courtesies of life, for smooth do ye make
the road of it! like grace and beauty which beget inclinations
to love at first sight; ‘tis ye who open this door and let the
stranger in.33
FIGURE CREDITS
1 & 5a: copyright David Bell & Jillian Crandall
2a, 3a & 3b, 4: copyright David Bell & Karen Blaha
2b, 5b - 5d: copyright David Bell
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Abstract
This paper is the fifth in a series reporting on the downside aspects of globalization. This fifth paper
focuses on the impact of globalization on the Andean Textile Industry. This paper also presents a
discussion of some of the effects of globalization compared with some of the ethical aspects of
globalization.
Purpose: The purpose of this paper is threefold: first, to develop a conceptual framework for academic
discourse about globalization; second, to generate peer feedback on the issues raised in the body of this
paper; and, third to provide a foundation for future empirical research on the topic of the philosophical
and ethical aspects of globalization.
Scope: This paper is limited to a discussion of a selected number of the effects and a number of the
ethical aspects associated with the implementation of globalization. Within this limited scope the reader
is left to reach his/her own conclusions about the merit of the implementation of globalization.
A Working Definition of Globalization: Before continuing we should present a definition of
globalization, as it is used in this paper. Steger (2003) in the first chapter of his book offered the

following working definition of globalization: “Globalization refers to a multidimensional set of social
processes that create, multiply, stretch, and intensify worldwide social interdependencies and exchanges
while at the same time fostering in people a growing awareness of deepening connections between the
local and the distant.” The author will use this generic working definition through the remainder of this
paper.
Sections below describe the Andean Textile Industry as it was pre-globalization and as it was
post-globalization.
The Andean Textile Industry
As a starting benchmark Meisch provides us with the basic description of the Andean Textile
Industry:
Textiles made of cotton grown at low elevations on the coast and in the Amazon, or of fiber from
the coats of the great camelid herds (llamas, alpacas, vicunas, and guanacos) in the Andean
highlands, can be traced back at least 5,000 years, to a time long before the advent of the Inca
Empire (c. ad 1250-1532), which also prized finely woven pieces. Andean cultures had no
written language before the arrival of the Spaniards in 1532, but cloth functioned as a leading
mode of visual communication . . . through their forms, materials, and motifs, textiles expressed
gender, age, marital status, social rank and ethnic identity (2013).
Pre-Globalization in the Andean Textile Industry
This section focuses on the pre-globalization process and the product of the Andean textile
industry. The process includes initially the collection of the fiber followed by the creation of the textile
itself in many patterns and colors including blues, natural brown, natural tan, and red-pigmented cotton
yarn. Some researchers considered cotton to be the initial fiber for the Andean textile tradition; the
domestication of camelids (llamas and alpacas) or the use of the hair of wild guanacos and vicunas was
to later become the source of fiber (Meisch, 2013). A high level of intensive family labor was required

to convert the raw materials into a fiber suitable for creating the final product. Cotton, wool, and hair
fibers all require initial processing to remove debris and align the fibers. The entire family would be
involved in this stage. Family members would pick and remove twigs, burrs, and dirt from alpaca hair or
sheep’s wool, then pull the fibers more or less parallel into a thin sheet that is joined with other sheets
and tied on a stick or spindle that will be used for spinning the fibers into yarn. Warping is the next stage
in which the foundation fibers for the textile are setup on a frame that will provide the tension on the
fibers for the weaving to be successful. In the northern Andes, males are the warpers and weavers, while
in the southern Andes females are the warpers and weavers, but there are many exceptions. The oldest
known Andean textiles included patterns of diamonds, solid colors, and stylized condor heads in profile.
A later piece included a front view of a spread-winged condor with a snake in its stomach. More recent
patterns depict birds, crabs, double headed snakes, felines and humans (Meisch, 2013).
There are many products developed from the textiles developed by the indigenous people of Peru
in the process described above. Pre-globalization Andean textiles are woven to size or made from two or
more pieces joined side by side (Meisch, 2013). Just to name a few: products produced include blankets,
ponchos, hats, scarves, belts, bags, carry cloths, and waistcoats (Philips, 2013).
The intensive labor required in the process described above brought about an impact on the lives
and cultures of the people and families involved that has been previously noted. The cultural impacts
will be discussed in a later paper, but the following section will describe the post-globalization impact
on the Andean textile industry.
Post-Globalization in the Andean Textile Industry
The impact of globalization on the Andean textile industry is briefly described in this section.
Traditional, handcrafted clothing and fabrics containing cultural metaphors and symbols are diminishing
as mechanized forms of production take over the textile industry in Peru. The ease and convenience of
modern technologies, such as sewing machines and machinery, has alleviated the burden of spending

time, effort, and money in producing the traditional textiles. While not addressed in detail in this paper,
the social relationships involved in the process of weaving and textile production, are coming to a halt as
craftsmen, weavers, and shop merchants adopt the use of modern technologies, such as sewing
machines, synthetic fibers, and fabric dyes (Pienknagura, 2012).
The textile industry is now “clearly a global enterprise” production has shifted to countries with
a comparative advantage in labor-intensive manufacturing, and products are shipped all over the world
for consumption. (U.S. Congress OTA Report, 1987). Andean producers have faced stiff competition
from the East Asian countries producing synthetic and blended textiles at very low prices.
The nature of global textile production and consumption patterns threatens domestic workers in
industrial nations. As a result developed nations have succeeded in limiting market access to countries
with a comparative advantage in production by employing quotas, tariffs, and other barriers to trade.
Developing countries have also taken steps to protect their domestic market from other developing and
developed countries: “developing nations want the growing textile and apparel markets within their
countries for themselves” (U.S. Congress OTA Report, 1987). The creation of international trade
agreements to reduce textile trade barriers in developing and developed countries has provided some
relief. The U.S. Congress passed the Andean Trade Preference Act of 1991 (ATPA), This Act provided
for duty-free treatment of some 6,000 products from the Andean region. However apparel entering dutyfree must be made of U.S. fabric dyed and finished in the United States. Andean apparel made from
regional fabric can only compose 3% of U.S. imports and certain textiles would be ineligible for dutyfree treatment all together (Tomkin, 2002). As globalization spreads throughout the world textile
industry we can see major changes in the technology impacting the Andean textile industry. In addition
we can also observe the fact that even with legislation such as the ATPA interest group politics will
continue to dominate policy making also impacting the Andean textile industry. In this authors humble

opinion the downside of globalization cannot be eliminated through legislation rather it will require a
concerned corporate conscience be applied to situations such as the Andean Textile Industry.
Final Evaluation and Conclusion
The final evaluation of the economic and ethics comparisons of globalization is left up to the reader.
In the context of this paper globalization is the problem as well as the solution when it comes to the
question of corporate ethics and economics. We are left with the question -- How do we reconcile these
seeming contradictions associated with economics, ethics, and globalization? Likewise -- How do we
account for what the author sees as the downside impacts on the historic Andean Textile Industry as a
result of globalization? The author would welcome your comments on this topic. The author would also
be interested in hearing from anyone having similar research interests.
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6. Abstract:
Cape Cod has inspired many literary imaginations. The modern Cape Cod nature
writer Robert Finch, for instance, is influenced much by Thoreau, the “roots” of nature
writing. Finch’s The Primal Place（1983）and Thoreau’s Cape Cod (1865) have such
common themes as excursion, mystery, the change of seasons, a sense of history, the
cycle of life and death, and the mutual dependence of man and nature. In these themes,
120 years of tradition and transformation could be found and discussed.
Both writers reveal the same interest in Cape Cod’s characteristics: the edge
between land and sea inhabited by more species than most areas; the ocean as “a vast
morgue” where the presence of death is visible as part of the whole cycle of life and
death; the cycle of the seasons beginning with and return to spring in one of the oldest
settled areas in North America where the first settlers, including pilgrims, landed.
On the other hand, the lapse of 120 years resulted in transformations made by
human activity and natural processes. While criticizing the industrial capitalism that
caused the negative transformation of the land, Finch encourages the human
participation in and dependence on nature.

He insists that Cape Cod has an

extraordinary human scale. Finch wrote about reactions and responses between
humans and nature, while Thoreau wrote about the indifferent force of nature that
wasted no thought on man.
With all their similarities and differences, these writers teach us how to live as a
part of the land. Thoreau went to the woods because he wished to confront “the essential
facts of life.” Finch also addresses a single question “how shall we live? …in relation to
the natural environment” (Introduction to The Norton Book of Nature Writing, 28).
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6. Abstract
Through its rapid development in the past ten years, belly dance has become one of
the emerging leisure dances among Taiwanese women. At the same time, reports
about belly dance performances frequently appear in the Taiwanese media. In contrast
with Egypt or some Western countries where belly dance shows usually occur in
nightclubs or ethnic restaurants in big cities targeting foreign tourists, most belly
dance performances in Taiwan actually are held as local events. Considering its short
history in Taiwan, this study aims first to explore how belly dance quickly spread to
so many local communities. The second purpose is to compare the features of these
community-based belly dance shows with those that take place in commercial venues.
This study employs methods of text analysis and participant observation. The data
collected show: First, cooperation between belly dance instructors and the dominant
adult education institute—Community University, which has about 100 branches in
all over the island—played a crucial role in the expansion of the dance. Second, while
belly dance shows in clubs or restaurants in other countries are generally performed
by professional dancers, shows in local Taiwanese events are mostly performed by
amateur dancers who are members of community belly dance clubs or nearby dance
studios. These amateur dancers see performing as a way of giving support to those
local events with poor budgets, through which they also get a stronger sense of being
a part of their community. This study also notes that reports about commercial belly
dance shows have been increasing over the past three years; however, the amount of
reports remains relatively small. Further studies will be necessary to keep track of the
future development of this trend.
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Abstract:

There is an evident correlation between female inequality and a nation’s
economic status. A country must empower its women, promote equality, and
integrate women into the labor force in order to prosper economically and escape
their status as an impoverished nation. This paper will analyze the patriarchal world
we live in by examining four case studies of countries where women have limited
control over their lives. More specifically, I will be looking at Saudi Arabia, Pakistan,
India, and The Democratic Republic of Congo, showing the economic struggle that
has been a result of gender inequality.
Referencing specific stories and studies used in Nicholas Kristof and Sheryl
WuDunn’s, “Half the Sky,” I will assert that economic inequality is frequently a result
of gender discrimination. I will also use data from The World Bank, The CIA
Factbook, and the Population Reference Bureau to investigate the current
socioeconomic status of the four nations and how the countries could improve
economically through greater gender equality. Finally, I will suggest gender
inclusive solutions that will result in positive economic progress.
Approaches for reform range from improving access to education, local
grassroots initiatives, and political and public health development. Each of these
would allow women better integration into the labor force, and thus the world. This
integration would result in more economically stable nations, creating a stronger
global market, and a higher quality of life worldwide.

HOW DO ARCHITECTURAL STUDENTS LEARN VIA MOBILE
TECHNOLOGY (M-LEARNING)
Abstract: The research questions being asked are: how do architectural students learn
with mobile technology and what predictors lead to satisfaction in a mobile learning
environment? It is understood that environment and culture contributes to the
development of cognition. Critical pedagogical and constructivist theories ground this
research with the view ‘ that one learns from their experiences with their environments’.
The methodology to be used in this research includes both quantitative and qualitative
methods; interviews, case studies, and surveys. This research investigates how mobile
technology is influencing learning.
Outcomes of this research include a better understanding of how students learn with
present technology; their preferred mobile devices, barriers to m-learning, methods by
which student learn best, and their suggestions on how to improve m-learning. Other
outcomes of this research are the identification of variables leading to student satisfaction
with mobile learning.
INTRODUCTION
This is truly the age of the computer. Everyone has some sort of hand held mobile device,
from toddlers to dogs. Most of the universities are putting as many of their courses online
as possible. It has gotten to the point where universities are questioning their need of
classroom space because of online courses. The School of Architecture at Southern
Illinois University Carbondale (SIUC) has an accredited eighteen (18) month Masters of
Architecture (M-Arch) Program and recently started an Online M-Arch Program.
The first semester of the Online M-Arch Program is a learning experience for both
student and faculty. Which brings us to the present research “ How Do Architectural
Students Learn via Mobile Technology and M-Learning”? The research questions are:
how do architectural students learn with mobile technology; how do architectural
students acquire knowledge with mobile-learning (M-Learning); and what factors lead to
satisfaction when taking an online course. This research is based on the responses of
students from the four (4) year undergraduate architectural program and the eighteen (18)
month online graduate Masters of Architecture Program; the research is generalizable to
all architectural programs.
LITERATURE REVIEW
Mobile learning or M-Learning has many different definitions from various communities.
One definition of M-Learning is “Any sort of learning that happens when the learner is
not at a fixed, predetermined location, or learning that happens when the learner takes
advantage of the learning opportunities offered by mobile technologies” (Wikipedia,
2013). M-Learning has been defined as situated and just-in-time learning, negotiated
across digital technology in answer to the requirements of the user (Traxler, 2009;
Laurillard, 2007; Peng, Su, Chou, & Tasi, 2005).
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“ What makes m-learning different from other forms of technologysupported learning is the way it can mediate and facilitate learning
experiences (Peters, 2009). This may suggest that m-learning does
not offer affordances that are specific to itself, yet by contrast, it
can be suggested that its very ubiquity and mobility make it a discrete
learning form (Peng et al., 2009). In other words, the learning
experiences that are affected when an individual negotiates meaning
for themselves, on their own or collaboratively using their own device
in a situated context, is what sets m-learning apart from e-learning”
(Melhuish, 2010).
Mobile devices offer five (5) distinct advantages for education:
1. Portability: Mobile devices offer portability in such a way as to change the way of
learning or work activities (Laurillard, 2007; Sharples, 2007),
2. Affordable and Ubiquitous access,
3. Situated: ‘just-in-time’ Learning opportunities,
4. Connection and Convergence: M-Learning is concerned with enabling social
interactivity and connectivity. Mobile devices connect to people, other devices,
other networks, and other technologies,
5. Individualized and Personal Experiences: Mobile devices offer individuality,
a “Unique scaffolding that can be customized to the individual’s path of
investigation” (Peters, 2009).
Mobile devices helps to give the learner ‘anytime, anywhere” learning.

HISTORY OF M-LEARNING
Some argue that the history of mobile learning begin in 1901 when the Linguaphone by
way of wax cylinders giving language lessons; technology continued to improve until we
reached the 60s and 70s developing 8 track tapes, compact cassette tapes, and CDs. In
1968 the Learning Group at Xerox Palo Alto Research Center with Alan Kay developed
the ‘Dynabook” a book size computer that ran simulations for learning. The Dynabook
was portable, carried an encyclopedia of knowledge and could be pluged into available
networks. In the 1990s Universities in Asia and Europe were developing and evaluating
mobile learning for their students. May 1991 the Orange Grove Middle School of Tucson
Arizona with Apple’s Classroom of Tomorrow developed the ‘Wireless Coyote ‘ project
using mobile computers connected to wireless networks. Also in the 1990s the Palm
corporation gave grants to companies and universities to develop the use of mobile
learning on the PalmOS (Wikipedia, 2013).
In the early 2000s the following trade shows and conferences were organized to
specifically investigate the use of handheld devices and mobile learning: SALT Mobile in
USA, IADIS Mobile Learning International Conference series, WMUTE, Handheld
Learning in London, ICML in Jordan, mLearn, and Mobile Learning in Malaysia
(Wikipedia, 2013). Mobile learning companies were formed specializing in Content
Development, Authoring and Publishing, Delivery and Tracking. From 2010 on hardware
and software was and is being developed to enhance mobile learning; hardware includes
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smartphones, tablets, and laptops, software delivering m-learning courses to mobile
operating systems include GoMOLearning, Captivate, Lectora, Articulate, Storyline, and
Adobe Connect (Wikipedia, 2013).
A number of studies have been performed looking at the key benefits that mobile
technology offer educators (Rau, Gao, Wu, 2008; Markett, Sanchez, Weber, Tangney,
2006; Peters, 2007; Kukulska-Hukme and Traxler, 2005).
“Mobile devices are believed to offer some unique benefits to learning.
These benefits, often the foci of many m-learning research, includes
flexibility, accommodating special needs of some learners, improving
learners’ engagement and motivation, encouraging learners’ critical
thinking and construction of knowledge, and facilitating the communication
and collaboration between learners. … Zurita and Nussbaum (2004)
observed that m-learning results in more interaction and collaboration than
traditional learning. Based on the observation notes and audio transcripts,
Hennessy (2000) found that students in m-learning were engaged in active
and reflective learning” ( Xie, 2010).
Kim, Mims, and Holmes (2006) summarized benefits into four main groups:
1. Providing students (and educators) with freedom of location and time,
2. Increasing speed in teaching and learning,
3. Enabling one-to-one learning based on individual educational histories, and
4. Allowing teachers to keep up the new educational subjects for future instruction.
Donovan, Bransford, & Pellegrino (2004) argue that the key characteristics of learning
include but not limited to the following: memory and the structure of knowledge,
problem solving and reasoning, the early foundation of learning, regulatory processes that
govern learning, including metacognition, and how symbolic thinking emerges from the
culture and community of the learner. Fabio Sergio (2012) argues the following themes
that will drive development of m-learning initiatives in innovative directions: continuous
learning; educational leapfrogging; a new crop of older, lifelong learners (and educators);
breaking gender boundaries, reducing physical burdens, a new literacy emerges; software
literacy; teachers and pupils trade roles; synergies with mobile banking and mobile health
initiatives; new opportunities for traditional educational institutions; and a revolution
leading to customized education. Learning occurring in meaningful and authentic
contexts helps to give mobile technology the ability for groundbreaking educational
practice. “Because of the mobility and strong computing power of technologies, learning
becomes ubiquitous and seamless (Liu, Tan, & Chu, 2009).
ATRIBUTES RELEVANT TO M-LEARNING
First, mobile learning will not be effective unless you have high-quality internet service.
M-learning opportunities are created when educational technologies and resources are
coupled with mobile devices. Despite socio-political isolation, cultural or geographical
distance, mobile learning allows contact and communication with other professionals.
Lessons from the past has taught us that effective pedagogy leads to effective learning
(Beckmann, 2010). Other attributes relevant to mobile learning include the following:
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1.
2.
3.
4.
5.
6.
7.

It is the learner that is mobile, rather than the technology,
Learning is interwoven with other activities as part of everyday life,
Learning can generate as well as satisfy goals,
The control and management of learning can be distributed,
Context is constructed by learners through interaction,
Mobile learning can both complement and conflict with formal education,
Mobile learning raises deep ethical issues of privacy and ownership
(Beckmann, 2010).

Mobile learners construct their own conceptual understanding of the social and physical
world, and interact accordingly. Gary Long and Carol Marchetti (2011) argue, that
students that take online courses with high levels of interaction make better grades, report
more learning than students in similar face-to–face classes.
“The conceptualization of framework around the topics under
study takes place not only at the level of the individual, but
also through collaborative group work and discussion-based
sharing with peers and lecturers. For development workers,
comparing one’s own conceptions and experiences with those
of others is central to a cognitive engagement with relationship
between theory and practice” (Beckmann, 2010).
STUDENT SATISFACTION
Stephanie Coleman (2005) argues that students flock to online courses for reasons of
flexibility, quality and accessibility. Ms. Coleman gives the following reasons why
students like and take online courses: anytime, anywhere learning; student-centered
teaching; courses are accessible 24/7 seven days a week; increases student interaction;
exposure to knowledge and real world situations; teaches skills in using technologies; less
intimidating than a classroom; increased bonding and camaraderie; instructors are more
approachable; allows for a broad range of content; everyone gets a chance to contribute;
online degrees are as respected as traditional degrees; facilitate team learning; and
diversity of course material.
Peter Leong (2000) argues that basically student satisfaction with online courses are
influenced by instructor interaction, workload/difficulty, and system-wide technology.
Leong argues that demographic factors, such as year in school or gender had no
significant effect on student satisfaction with online courses. Prior experience with email,
internet, online courses, and computers was not significant in students satisfaction with
m-learning.
Regression analysis was performed to determine the contribution of
predictor variables to student satisfaction. The effects of student background variables on predictors were explored. The results showed that
learner-instructor interaction, learner-content interaction, and Internet
self-efficacy were good predictors of student satisfaction while interactions among students and self-regulated learning did not contribute
to student satisfaction. Learner-content interaction explained the largest
unique variance in student satisfaction. Additionally, gender, class level,
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and time spent online per week seemed to have influence on learnerlearner interaction, internet self-efficacy, and self-regulation
(Kuo, 2013).

LEARNING STYLES
Mobile learning has been compared to constructivist learning involving creativity and
spontaneity (Herrington & Herrington, 2007). Corrent-Agostinho (2000) argue four
general principles of an constructivist learning situation: (1) learning is a development of
construction; learning happens through social consultations of meaning; learners are
occupied with authentic contexts; philosophical thinking is an final goal. “However, at
the postgraduate level, provision of extensive background material as downloadable textbased or media-rich resources is vital if mobile learners are to start constructing their own
understanding of complex issues” (Beckmann, 2008).
Constructivism is a belief of learning based on the idea that knowledge is created by the
individual through their contacts with their environment (Rovai, 2004). Constructivists
believe in individual understanding of reality (Sjoberg, 2007).
Constructivism argue a learning methodology that:
1. “Gives learners the opportunity for concrete, contextually meaningful
experience through which they can search for patterns, raise their own
questions, and construct their own models.
2. Facilitates a community of learners to engage in activity, discourse,
and reflection. Encourages students to take on more ownership of the
ideas, and to purse autonomy, mutual reciprocity of social relations, and
empowerment to be the goals” (Sjoberg, 2007)). Learning is regarded as selfregulatory activity: Learners try to explain things for themselves instead of
reacting to Stimuli (Sjoberg, 2007).”
The constructivist argues that everyone has their own special learning style.
Sometimes the learning styles have as much to do with how the brain works as
environment. Autopsies have been performed on both dyslexic and normal brains.
The dyslexic brain showed even development on both spheres of the mind; while
the normal mind showed asymmetrical growth in only one sphere.
“Equal development of both spheres permits learning-differently
students to enjoy special gifts. They “see” things 3-dimensionally,
giving them a unique kind of spatial awareness. This allows some
of them to be, among other things, excellent architects, inventors,
directors of film and theatre, interior decorators, and teachers for
other learning-differently students (students who learn differently”
(Ferriman, 2013).

Ferriman (2013) argues that there are seven categories of learning styles:
1. Visual: Individuals that use color, pictures, diagrams and images to learn.
2. Physical: People that learn by doing, role playing, and using physical objects.
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3. Aural: Individuals that use sound to learn, music, rhythms, recordings.
4. Verbal: People who use words to learn, both in writing and speech, reading aloud.
5. Logical: These individuals use reasoning and logic to understand a concept.
6. Social: These people like learning in groups and like working with others.
7. Solitary: Individuals that like learning alone, self-study.
It would be safe to say that many people have no one learning styles but use a
combination of styles to learn. Architect use visual, physical, logical, and solitary
styles to learn.

METHODOLOGY
The research methodology is a combination of quantitative and qualitative methods. This
paper analyzes data from two surveys administered to students in the Department of
Architecture at Southern Illinois University Carbondale (SIUC) and student interviews.
The first survey was administered to an undergraduate architectural design studio in
March 2013. The survey uses background characteristic variables, criterion variables and
open-ended questions to address the research: what mobile devices do students use the
most, benefits of m-learning to students, barriers of m-learning to students, and methods
by which students learn best. The second survey was given to architectural graduate
students September 2013, their first semester of being enrolled in SIUC’s Online Master
of Architecture Program. The second survey also uses background characteristic
variables, criterion variables and open-ended questions to address: what mobile devices
do students use the most, learner-instructor interaction, learner-learner interaction,
authentic learning, active learning, personal relevance, student autonomy, and student
satisfaction with m-learning. This research is generalizable to undergraduate and graduate
architectural programs.
The surveys were pretested with students from each year. The survey instruments were
reviewed by the ‘Human Subjects Committee’, with recommended rewording of some of
the questions. The surveys were corrected, approved and administered to the students.
The undergraduates completed the survey in their design studio in one sitting.
Students in the online graduate program were emailed the survey. All fourteen
undergraduates in studio completed their survey. In three separate emailing attempts,
seventeen of twenty-five graduate students completed the survey for a completion rate of
sixty-eight (68%) percent.
ANALYSIS OF DATA
The undergraduate survey was collected, coded, and put into a statistical computer
program, SPSSX. The demographics of the design studio were homogeneous in that the
majority of the students were white, juniors, working part-time and going to school fulltime. A frequency distribution of the survey was generated using the research questions
as variables. The undergraduate survey, questions and responses are as follows:
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UNDERGRADUATE SURVEY ONE
1. Background Characteristics
* Class population = 14
* Average age = 21
* Male = 72%
* Female = 28%
* Employment Status
a.) Full-Time = 0
b.) Part-Time = 43%
c.) Unemployed = 57%
*
Race: White = 57%
Non-White = 43%
•
Highest Grade = 3rd year design studio
2. Have you ever taken an on-line (video) course?
Yes = 43%
No = 57%
Do Not Know = 0
3. Do you believe that you will take an on-line course in the future?
Yes = 43%
No = 50%
Do Not Know = 7%
4. Circle All the Mobile Devices that You Own
Laptop = 100%
I Pad =29%
Smartphone = 100%
Tablet = 21%
Other (Specify) = 0
5. Circle the Mobile Devices That You Use the Most?
Laptop = 100%
I Pad = 7%
Smartphone = 71%
Tablet = 7%
Other (Specify) = 0
•
•
•
•
•

6. How Can Mobile-Learning (M-Learning) be of use to You?
It would be easier for me because I have a family and a job and I would be able to
do school work when I have a chance though out the day on my schedule.
Mobile learning can be of some use to me for the convenience in accessing the
class material and lessons.
I could learn almost anywhere I wanted to without being restricted to a classroom.
Using my mobile phone.
I would be able to take more classes without having to make the long drive to class.
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•
•
•
•

7. List benefits of m-learning to students.
You can access your class information wherever you are, no time constraints
for/when accessing course information.
Both flexibility in scheduling and being able to work I think are things that could
help a number of students. The other benefits to m-learning could be the reduction
in book expenses as I am sure that e-books would be used.
Students can work at their own pace. There are also more nontraditional students so
they would be able to work and also attend school without compromising one or
the other.
It makes school work easier when you are able to work on it wherever you are. It
also provides educational support and allows students to interact more.

8. List possible barriers of m-learning to students.
Lack of motivation to take classes. No internet access. Unexpected computer
issues, login problems, no time to take classes, forget to take classes.
• Cheating on the homework and tests and technical problems.
• I think that the barriers m-learning would face are things like unorganized teachers,
lack of motivation from students, and online systems that are at times down for
hours or days. In my experience with online classes I found it hard to sit down and
do the work due to there being no pressure or dedicated time to do so making the
class more difficult than it needed to be.
•

•
•
•
•
•

9. Circle the Method(s) By Which You Learn Best.
Verbal Information = 14%
Visual Information = 71%
Learning in Real World Contexts = 64%
Lectures = 7%
Discussions = 36%

10. How Can Mobile-Technology Help You To Learn Better?
• Able to access class resources anytime and going at your own speed to comprehend
the material.
• I would be able to replay lectures or slow them down when need to.
• It allows a student to study or do research on the go. The speed of mobile
technology today is also much faster which would allow one to learn more in less
time.
11. How would you improve the hardware of mobile technology?
• Ideally if mobile batteries never died and perhaps told you where it was when you
lost it.
• Make tablets and smartphones compatible with a mouse.
12. How would you improve the software of mobile technology?
• Adding an app that allows you to print wherever a printer is available.
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•

Mac and Windows or I-phones and Androids need to come to some resolution
regarding all apps being available for both systems.

13. What are your views on m-learning?
• I think for me it does not work. The benefits would be amazing, the extra time to
work and the freedom of it all, but I need to be able to talk to professors and ask
questions to help me learn. When left to my own, I find it hard to dedicate myself
to courses that I do not attend ever.
• I believe it would be an easier and more convenient way of learning.
• I feel like m-learning is the future but scared about lack of communication between
students to students and students to teachers.
To summarize the above undergraduate survey of m-learning, the average student in class
was a 21 year old white male that works part-time and goes to school full-time. The
majority of the students in class had not taken an online course and do not plan to take
one in the future; not a surprise, the student advisor discourages students from taking
online courses. One hundred percent of the students owned laptop computers and
smartphones. The mobile device most used by students are their laptops, followed by
smartphones. Most students thought m-learning could be of use in saving time and giving
them the ability to learn anywhere. Barriers to m-learning include: misplacing the mobile
device, internet down, cheating, verbal miscommunication, lack of motivation on the
student’s part. Architectural students learn best with visual instruction and second with
learning in real world context. Most students thought mobile-technology will help them
to learn better.
GRADUATE ONLINE SURVEY
The second survey was administered to students enrolled in the SIUC Online Masters of
Architecture Program. The graduate survey was modeled after the “Distance Education
Learning Environment Survey (DELES). DELES is a psychosocial survey designed to
measure university and college online learning environments. Normally DELES uses six
scales to measure students’ views of their online environment: Instructor support, student
autonomy, active learning, student interaction and collaboration, personal relevance, and
authentic learning.
By statistically measuring associations between the six DELES scales
and the scale of “Enjoyment”, researchers have been able to determine
that Personal Relevance is the strongest positive and statistically
significant contributor to student satisfaction in distance education in
one setting. The Turkish DELES (TR-DELES) researchers discovered
that, with their population, students satisfaction was more closely
aligned statistically with Instructor Support. Conversely, the Spanish
determined, with the Spanish DELES (Sp-DELES), that Active Learning
and Autonomy are most influential on distance education student
satisfaction (Wikipedia, 2013).
DELES has three psychosocial aspects, personal development, relationship, and system
change and maintenance, which form its theoretical structure. The personal development

9

aspect assesses one’s progress and accomplishments with the distance learning
environment. The relationship dimension denotes persons who support and interact with
others in the distance-learning environment. And system change and maintenance
evaluates the distance-learning environment (Wikipedia, 2013).
The survey instrument that was created for our research is a modified DELES. The
‘Graduate Survey’ has seven scales: Learner-Instructor Interaction, questions 3 to 8;
Learner-Learner Interaction, questions 9 – 13; Authentic Learning (Real Life Problems),
questions 14 – 18; Active Learning (own Strategies), questions 19 & 20; Personal
Relevance (Out-of-Class), questions 21 & 22; Student Autonomy (Own Decisions About
Learning), question 23; and Student Satisfaction with M-Learning, questions 24 - 29. The
Graduate Survey starts with demographics, identifying the mobile device most used, and
identifying the method by which you best learn; then the seven scales of DELES.
The Graduate Survey demographics are as follows:
A. Gender: Male = 70.5%
Female = 29.5%
B. Age: 18-24 = 0
25-35 = 60%
36-46 = 25%
47-57 = 13%
Above 58 = 2%

C. College Status: Undergraduate = 12%
Graduate = 88%
D. Race: White = 88%
Non-White = 12%
E. Enrolled in College: Full-time = 88%
Part-time = 12%
F. Have you ever taken an academic course on-line?
Yes = 76%
No = 24%
The majority of students in the Online M-ARCH program are: white males between the
age of 25-35, enrolled in college full-time and has taken an online course in the past.
After the demographics the Graduate Survey asks the students to ‘Identify the mobile
devices that they most used for school work’; see graduate surveys 2a, 2b, and 2c
below. Sixty-five (65%) of the students ‘always’ use their laptop computer; twenty-four
(24%) percent use the laptop ‘often”. The next devices used by students are smartphones
and tablets, with I Pads being used the least.
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The second question of the survey asks the students to ‘identify the method(s) by which
they learn best’. Students said that they ‘always’ learn best with ‘visual Information,
followed by ‘real world contexts’. Architectural students third best method of learning is
with ‘verbal information’.
Students answered questions three to eight, Learner – Instructor Interaction with the
highest marks of all the scales. When asked, “If you had a question, the professor
found time to respond”, 82% answered “always, 18% answered “often”. Seventy-six
(76%) of the students answered ‘always’ when asked, ‘If the professor responded to
their questions promptly; while 24% answered ‘often’. When asked if ‘The Professor
gave you input on work assignment’ 54% of the students answered ‘always’, 41%
answered ‘often’. Asked if ‘The professor encouraged class participation’ 59% of the
students answered ‘always’; while 24% answered ‘often’. Eighty-eight (88%) percent of
the students thought It was ‘always’ easy to contact the professor concerning matters
of class. Students input was tied at 41% for ‘always’ and ‘often’ when asked the
question, ‘I received positive and negative input on my work from the professor’.
The next scale ‘Learner-Learner Interaction, architectural students ‘often’ work together
on assignments but more times than not would rather work alone. When asked if “My
classmates and I shared input on our assignments’, 35% of the students answered
“often’, 29% answered ‘always’. Forty-seven (47%) percent of the students in the online
M-ARCH program ‘shared information’, 24% answered ’sometimes’. Forty-one
(41%) percent of the students shared ideas, 29% said ‘sometimes, 24% answered
‘seldom. When asked if ’My classmates and I collaborated on assignments’ 35% of
the students answered ‘never’, 29% answered ‘sometimes’. And when asked if ‘Some of
the activities in class involved group work’ 41% of the students answered ‘never’,
while 29% said ‘seldom’ and 18% answered ‘sometimes’.
The third scale ‘Authentic Learning’ (Real Life Problems), the students’ comments are
mixed between, ‘sometimes’, ‘often’, and ‘always’; with ‘often’ receiving the most
comments. Forty-one (41%) of the students answered ‘sometimes’ when asked “What
was learned in class was related to real life situations’; 29% answered ‘often’. When
asked if ‘Mobile learning often related to activities they have outside of class’, the
students response was tied at 29% for ‘sometimes’ and ‘often’; 18% said ‘seldom’.
When asked ‘In class I used my everyday experiences’, the majority 35% of the
students responded ‘always’; the response for ‘sometime’ and ‘often’ was tied at 29%.
The Majority of students 47% said ‘always’ when asked ‘In class they studied real life
cases’; 35% responded ‘often’. And when asked if ‘ Class assignments involved using
real world information’ 47% of the students said ‘always’; 29% said ‘often’, 18% said
sometimes.
The fourth scale ‘Active Learning’ (own strategies) the majority of students answered
‘often’ when asked if they have developed their own strategy for learning. When the
students were asked ‘If they have developed their own strategy for how they learn
best’, the majority 53% answered ‘often’; 24% said ‘always’ and 12% said ‘sometimes’.
The majority, 65% of the students when asked if ‘M-Learning allowed them to
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investigate topics of interest’ answered ‘Often’; 29% said ‘sometime, only 5% answered
‘always’.
The fifth scale ‘Personal Relevance’ (out-of-class), student responses were mixed
between ‘sometimes’ and ‘always’. The students were asked if ‘Mobile learning allowed
them to link class work to their life outside of school”, the majority 41% answered
‘sometimes’; 24% said ‘always’, and 18% said ‘often’. When asked if ‘Mobile learning
was convenient (anytime, anywhere learning)’ the majority of students 53% answered
‘always’; 29% said ‘sometimes’, while 18% said ‘often’.
The sixth scale ‘Student Autonomy’ (own decisions about learning) only one question
was asked. The students were asked if ‘Mobile learning allowed them to learn in their
own way’, the majority 41% said ‘always’; 35% answered ‘often’, while 24% said
‘sometimes’.
The seventh and final scale is ‘Student Satisfaction with Mobile Learning’, with the
majority of students ‘agree’ or/and ‘strongly agree’ with satisfaction of their online
courses. When the students were asked if the were ‘Satisfied with their online class’
53% ‘agree’, while 29% ‘strongly agreed’. Forty-seven (47%) of the students ‘Neither
Disagree nor Agree’ when asked ‘If they prefer mobile learning to being in the
classroom’; 29% agree, and 18% ‘strongly agree. The majority 47% of the students
‘agree’ that they ‘enjoyed mobile learning’, 29% ‘strongly agree, while 12% ‘Neither
Disagree Nor Agree’. The students’ responses were tied with ‘agree’ and ‘strongly
agree’ at 41% when asked if ‘The online class enhanced their professional
development’; neither disagree nor agree received 24% of the response. The majority
(74%) of students ‘strongly agree’ that they will take another online course; 24%
‘agree’. And when asked if ‘Questions concerning class were answered in a timely
manner’ the majority (83%) of students ‘strongly agree’; while 17% agree.
The first open-ended question ask the students to, ‘List benefits of Mobile Learning
(M-learning) to students’. Some of their responds are as follows:
• It does allow me to keep my full time job, and I can do this on the off hours.
• Traveling round trip to traditional classes takes a lot of time from one’s day; I can
balance work and school with m-learning; re: architecture – work and school
compliment each other.
• Being able to work full time and also attend class has been a blessing. It has also
been hard to find enough time to devote to the classes. It is not a matter of time
management but rather a matter of having enough time. I spend every second I am
not at work on the computer learning. This puts somewhat of a strain on my
family life and also any outside responsibilities.
• As a working professional, parent, and husband, mobile learning allows me the
flexibility to balance my life. My undergraduate degree was earned traditionally
and the 1.5 hours of daily travel was not productive.
• Allows me to work late at night, I’m a night owl of personality. Allows me to
keep better track of assignments and due dates, accessible. Easy to source
information quickly, and look at many facets of a focus.
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The second open-ended question was to ‘List barriers of M-Learning to students’;
some of their responses follow:
• Software, communication method startup.
• You must be good at time management and desire to learn.
• Learning curve of software, due dates and times conflict with work schedules, non
verbal and gist communication are omitted .
• One thing I think is missing is being able to have that personal connection with
people. Learning the personality of the teacher and all they have to offer.
Sometimes the personality of a class is lost in the black and white nature of the
typed words.
• The D2L platform is very difficult to master. If that were streamlined with a D2L
“orientation” class (by D2L), D2L could learn from students as well. That is
needed!!
• Some problems with clarity of assignments and expectations. Some glitches in
submitting assignments with audio. Some confusion with software issues,
including some things being hard to find or access at times. The worst thing is
trying to manage the time when our class meets online with Adobe Connect:
students are not as organized and run long, making it hard to fit everyone in.
• The online study system D2L – too many tabs to click to get somewhere,
confusing. It took me a long time to understand where I should look for
assignments, too spread out. I missed couple of assignment because of that.
• It is hard to communicate with classmates and having online chats make it almost
impossible to actually follow the conversation.
The third and last open-ended question asks students ‘How can M-Learning help
students to learn’: their comments follow:
• Video or audio presentations would be great.
• Being able to have some video or recorded lectures that are able to be watched at
a student’s leisure can be of some value because they add some personal touch.
• Allows students to connect with teachers at all hours of the day. Allows students
to work with others around the country who are facing completely other design
criterion than you’re facing in the North East.

Both undergraduate and graduate students gave similar responses in their surveys. Both
groups use the same mobile devices and learn in the same manner. Both graduate and
undergraduate groups like the ‘anytime, anywhere learning aspect of mobile learning and
would like to improve the software.
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Graduate Survey 2a

1.) Identify your mobile devices
most used for school work.
Laptop
I Pad
Smartphone
Tablet
Other (Specify)
2.) Identify the method(s) by which
you learn BEST.
Verbal Information
Visual Information
Real World Contexts
Lectures
Discussions
Other (Specify)
3.) If you had a question,
the professor found time to respond.
4.) The professor responded to your
questions promptly.
5.) The Professor gave you input
on work assignments.
6.) The Professor encouraged class
participation.
7.) It was easy to contact the
professor concerning
matters of class.
8.)I received positive and
negative input on my work
from the Professor.
9.) My classmates and I shared
input on our assignments.

Never

59%
29%
35%

Seldom

Often

Always

5%
5%
24%
18%

24%

65%
5%
5%

12%

47%
29%
29%
18%
18%

29%
53%
47%
12%
29%

18%

82%

24%

76%

41%

54%

5%

24%

59%

5%

5%

88%

5%

12%

41%

41%

5%

24%

35%

29%

18%
5%

5%
12%
5%

Sometimes

5%
35%
35%

5%
5%

5%

12%
12%
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Graduate Survey 2b

Never Seldom Sometimes Often Always
10.) Students in the class and I shared
information.
11.) Students in the class and I
shared ideas.
12.) My classmates and I
collaborated on assignments.
13.) Some of the activities in class
involved group work.
14.) What was learned in class was related
to real life situations.
15.) Mobile learning often related
to activities I have outside of class.
16.) In class I used my everyday
experiences.
17.) In class we studied real life cases.
18.) Class assignments involved using real
world information.
19.) I have developed my own strategy for
how I learn best.
20.) M-learning allowed me to investigate
topics of interest.
21.) Mobile learning allowed
me to link class work to
my life outside of school.
22.) Mobile learning was convenient
(anytime; anywhere learning).
23.) Mobile learning allowed me to
learn in my own way.

18%

24%

47%

12%

24%

29%

41%

5%

35%

12%

29%

12%

5%

41%

29%

18%

5%

5%

41%

29%

18%

18%

29%

29%

12%

5%

29%
18%

29%
35%

35%
47%

18%

29%

47%

12%

53%

24%

29%

65%

5%

41%

18%

24%

29%

18%

53%

24%

35%

41%

5%

5%

12%

5%

5%
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Graduate Survey 2c

Strongly
Disagree Disagree
24.) I was satisfied with the online
class.
25.) I prefer mobile learning to being
in the classroom
26.) I enjoyed mobile learning
27.) The online class enhanced my
professional development
28.) I plan to take another course
online in the future
29.) Questions concerning class were
answered in a timely manner

5%
5%

Neither
Disagree
Nor
Agree

Strongly
Agree Agree

12%

53%

29%

47%

29%

18%

12%

47%

29%

24%

41%

41%

24%

74%

17%

83%
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CONCLUSION
We have learned that m-learning is different from e-learning in that an individual on their
own or collaboratively can convey meaning (learning) for themselves, in a situated
context, using their own mobile device. Mobile devices offer distinct advantages to
education: portability, ubiquitous and affordable access, just-in-time learning
opportunities, enabling social connectivity and interactivity, personal and individualized
learning experiences. It is argued that students in online courses with high levels of
interactions, learn more and make better grades than students in similar face to face
classes. Mobile learners construct their own abstract understanding of their physical and
social biosphere and interact accordingly.
It has been argued by many that the best predictors of student satisfaction with online
courses are: learner-instructor interaction, internet (and software) self-efficacy, and
learner-content interaction. It was also argued that gender, year in school, and learnerlearner interactions were not factors in student satisfaction with online courses.
The constructivist argues that everyone has their own special learning style. It is argued
that there are at least seven types of learning styles: visual, physical, aural, verbal,
logical, social, and solitary. It would be safe to say that most people use a combination of
styles to learn. Architects use visual, physical, logical, and solitary styles to learn.
This research includes two surveys: the first administrated to an undergraduate
architecture design class and the second given to the first online graduate MARCH class.
The two surveys are different but they do have some of the same questions; in which both
groups of students gave similar answers, verifying the literature review. One hundred
percent of the students owned laptop computers and smartphones; using laptops most for
school work. Most students thought m-learning could be of use, saving time and giving
them the ability to learn anywhere. Barriers to m-learning included: internet down,
cheating, miscommunication, and lack of student motivation. Students said they learn
best with visual instruction, followed by real world context.
The online students taking the graduate survey also use their laptops the most for school
work followed by use of their smartphones. Graduate students similar to the
undergraduate said that they learn best with visual information, followed by ‘real world
contexts’ and third with verbal information. The graduate students appear to be very
satisfied with their Learner-Instructor Interaction; not as enthusiastic or satisfied with
Learner-Learner Interaction; mixed satisfaction for ‘Authentic Learning; students
expressed some satisfaction for ‘Active Learning’; some satisfaction was expressed for
‘Personal Relevance’; the majority of students expressed satisfaction with ‘Student
Autonomy’; and the majority of students expressed satisfaction with their online class.
The scales that brought the students the most satisfaction are: learner-Instructor
Interaction, Active Learning, Student Autonomy, and Satisfaction with Mobile-Learning.
The graduate students lists ‘anytime, anywhere learning’ as one of the major benefits to
mobile learning. Some of the barriers to mobile learning mentioned are: software,
missing personal connections, communication, and D2L. Students commented that video
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and recorded lectures along with online D2L classes would help improve mobile
learning.
In conclusion, mobile learning and online classes appears to be here for good and will
increase in volume. Everyone has their own learning style(s), mobile learning for
architectural students should include more visual and real world contexts, followed by
verbal information for best results. Interaction between teacher and student, real world
problems, and making their own decisions about learning give architectural students the
most satisfaction with mobile learning. The next step for this research would be to
develop D2L learning classes for students, include more visual information, videos, and
recorded lectures for students. Increase Instructor-Learner Interaction, the greatest single
item for mobile learning success.
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d) In a paper presentation, I will draw attention to several unique and sustained engagements
with Samuel Beckett’s aesthetic by primetime TV programs. Through this use of “high” culture
by a “low” culture medium, we will see that his difficult aesthetic is being transfigured and
transformed for a contemporary audience to allow original insights, and that it is not necessarly
just name dropping or the kitsch use of Beckett.
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Presentation Abstract: “Beckett and Primetime TV: more or less”

Samuel Beckett’s works and aesthetic are of high interest in current academic investigations,
amongst disciplines interested in translation, philosophy, literary analysis and manuscript
analysis. Also interesting, however, is how Beckett, and sometimes only the “Beckett” name—or
brand—also has a certain cachet in popular culture, everything from music to movies, social
media to graphic novels. Reading or viewing Beckett is difficult for many, however, and much
reference seems more to do with name or title dropping than a sustained engagement with his
works. In fact, some might be only familiar with Beckett through Sesame Street’s Monsterpiece
Theatre’s “Waiting for Elmo” than an actual Beckett work. At least my students find it more
funny. An important, sustained engagement with Beckett on TV, however, is Seinfeld, and much
attention has been paid recently to how “Beckettian” the sitcom is, with the comedienne
Roseanne Barr saying, “They think they’re doing Samuel Beckett instead of a sitcom.” Even
university courses are centered around the sitcom. But other than being a “show about nothing”,
purportedly like Beckett is about nothing, not much attention is paid to how Beckett and the
Beckett name is used in popular TV outside of Seinfeld. The use of Beckett and the Beckett name
in popular culture does not equate to kitsch or name-dropping necessarily, as there are instances
where the Beckettian aesthetic is used in such a profound manner that Beckett is transformed
into an original work, like in Seinfeld. As Linda Hutcheon argues in A Theory of Parody
(Chicago: University of Illinois Press, 2000), parody can be “an act of emancipation for [an]
author to transcend predecessors” (96). Beckett posited a unique but difficult aesthetic that is
most commonly referenced through the mise-en-scene of Waiting for Godot, but this doesn’t
have to be the only reference point. Through a close investigation of some less common TV
programs ranging from The John Larroquette Show to Home Improvement, from Red Dwarf to
Quantum Leap, the importance of how and why Beckett is used becomes clear. By transforming
Beckett’s aesthetic into a different context, these new works seek to engage with and present a
vision that is complementary to Beckett’s but one that also tries to relate his difficult aesthetic to
a more popular and contemporary audience.
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3. Affiliation: Murray State University
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Murray, KY 42071
5. Email: Tana.Field@gmail.com
6. Abstract:
The Italian composer Giuseppe Martucci (1856-1909) holds an unusual
position in music history. Though active in a country where opera
historically reigned supreme, he did not compose any operatic works and
remains relatively unknown in the vocal world. Additionally, although
Martucci spent his entire life in Italy, critics have perceived the foreign
influences of Wagner and Brahms in his compositions. Within Martucci’s
oeuvre exists a vocal cycle, La Canzone dei Ricordi, a piece worthy of
performance and study due to its unique place as an Italian orchestral
song cycle, a genre all but unheard of in nineteenth-century Italy. The work
both exemplifies Martucci’s abilities in vocal writing and contains perceived
elements of Wagnerian and Brahmsian influence. In this paper
presentation, the credibility of arguments for the influence of Wagner and
Brahms in La Canzone dei Ricordi is scrutinized through examination of
both Martucci’s biography and specific musical features such as leitmotif.
These elements are contrasted with characteristics of Neapolitan song and
unifying features that belong more generally to the entire Romantic period.
The unique style that Martucci was able to cultivate by combining original
ideas with elements taken from the music enveloping his life is
demonstrated through use of brief musical selections from the cycle.
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ABSTRACT: While philosophers, since the time of Plato, have contended
that human beings must cultivate the eternal virtue of self-control in order to
live a happy existence, today’s mass media have constructed a “cave” of
ever changing images that threatens to overpower the cultivation of this
virtue. I shall discuss ways in which philosophers and humanists can teach
of the eternal, especially the virtue of self-control, to students who have been
saturated with technologically contrived imagery.
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ABSTRACT
While philosophers, since the time of Plato, have contended that human
beings must seek out what is infinitely true over and above what is merely
finite, we now live in a media age in which the power of ever changing
images threatens to overwhelm any awareness of the eternal. Plato and his
numerous heirs in antiquity, the Middle Ages, and early modernity warned
that a preoccupation with the changeable conventions or unstable
assumptions of one’s age traps one in a “cave” of ignorance. In this cave,
human beings unhappily lack the virtue of self-control; instead, they are
enslaved to the controlling images of mere opinion or fashion. They cannot
access the higher realities (“forms”) that teach the goodness of a virtuous life
that escapes the imagery of the cave. This teaching transcends historical
context and is intelligible to all human beings who use their capacity to
reason. According to Plato, only an ideal republic ruled by a wise few can
liberate human beings from the ignorance of the cave. Plato’s cave allegory
is all the more relevant today. Modern media have constructed a new “cave”
that conflates technologically contrived images with reality. The formidable
influence of this electric cave is felt by billions of human beings around the
world. Using a philosophical methodology, I shall discuss a) the
implications of this new “cave” for higher education and b) some practical
ways in which philosophers and humanists can teach of the eternal,
especially the virtuous life, to students who have been saturated with this
technologically contrived imagery. The ideas of the philosopher Leo Strauss
and the media theorist Marshall McLuhan will be featured prominently
throughout my discussion.
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Abstract
The Lili`u Project is a proposed musical installation that is to be premiered in the spring
of 2014. It will use some of Queen Lili`uokalani’s musical compositions as a vehicle
toward understanding her life. Part of the author’s role in the project was to research
Lili`u’s life and songs. This paper discusses song lyrics from thirteen of Lili`u’s
Hawaiian-language compositions for kaona (i.e., hidden meanings). This is largely a
hermeneutical/semiotic/interpretive process. It is argued that there are alternative
meanings in these songs beyond their conventionally rendered translations as published
in The Queen’s Songbook (1999). Portions of songs texts are reconfigured and roughly
translated to illustrate the presence of kaona. The original song texts are also included
for reference.
Introduction
Queen Lili`uokalani was the last reigning monarch of Hawai`i. An autobiographical
account focused primarily upon her political life is recorded in her book Hawai`i’s Story by
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Hawai`i’s Queen (HSHQ)(Lili`uokalani 1999). Even in that text, Lili`u2 viewed music and
poetry as a central part of her life. Music functioned as creative outlet, entertainment, and
solace. (Lili`uokalani 1999: 289) She also mention that one of her ancestors, Ululani, was “the
most celebrated poetess in her day.” (Lili`uokalani 1999: 399) Lili`u writes about how her own
musical talents as a child and her later role as musical director of the Kawaiaha`o Church Choir
were nurtured by the Hawaiian culture’s propensity for poetry and music. She readily embraced
incorporating Western musical ideas and instruments into Hawaiian songs as was evident by her
enthusiasm for the arrival of Austrian musician Henry Berger’s leadership of the newly created
the Royal Hawaiian Band.
Lili`u became known as a haku mele – a composer of songs. She was one of the first
kanaka maoli to copyright and publish musical compositions. The vast majority of her songs
became known via the networks of oral tradition, in various published tomes of lyrics (e.g.,
Holstein 2003), despite the fact that the definitive texts were kept in her private notebook of
compositions. In 1999, Hui Hānai published many of Lili`u’s compositions in a compendium
entitled The Queen’s Songbook (TQS). (Lili`uokalani 1999)
In the spring of 2013, TQS became the central text when the idea of creating a “musical
installation” based on the compositions of Lili`u was initially being discussed. The hui, headed
by John Signor ,instructor of music at Leeward Community College, the hui eventually included
Signor (director, musical arrangement), Joel Moffatt (writer), Starr Kalahiki (performer, musical
arrangement), Ehulani Kane (performer, writer), Brett Fovargue (sound engineer), and myself
(dramaturge, writer). The show, The Lili`u Project, was to be created for a Spring 2014
performance.
2

Lili`u was one of Lydia Paki’s birth names. She only became Lili`uokalani when she became heir apparent to the
throne. Thus, Lili`u is a moniker that is relevant for her entire life, while Lili`uokalani can be used retrospectively to
include most of her compositions.
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Among the initial tasks of the hui was to consider which songs to include in the show.
After considerable back and forth negotiations, a tentative list of songs was created. The song
titles are listed below (with the conjectural year of composition and the page number in TQS).
Nani Nā Pua Ko`olau (1866) [TQS p. 62]
Puīa Ka Nahele (1868) [TQS p.71]
Ahe Lau Makani (1868) [TQS p.28]
E `Ae Paha Wau I Ka Ualo (1870s) [TQS p.96]
Ninipo Ho`onipo (1876) [TQS p.244]
Ka Makani Līhau Pua (1877) [TQS p. 178]
Kāua `O `Oe E Ke Aloha (1877) [TQS p. 190]
Manu Kapalulu (1878) [TQS p.240]
He Inoa No Ka`iulani (1878) [TQS p. 126]
Ka `Ōiwi Nani (1886) [TQS p. 48]
The Queen’s Jubilee (1887) [TQS p.80]
Ku`u Pua I Paoakalani (1895) [TQS p.61]
Ke Aloha O Ka Haku (1895) [TQS p.58]

One of my tasks was to look at the meanings and socio-historical contexts of each
composition. I saw this process as somewhat parallel to what Pukui and Korn (1973) set out to
accomplish with respect to various chants: namely, being “chiefly concerned with: (1) the poetic
interest and effectiveness of our texts; (2) their role in revealing the qualities of the Hawaiian
mind and imagination; and (3) their significance as documents illuminating Hawaiian social and
cultural history.” (xv)
I was aware that in traditional composition “great care was taken and much thought given
to the composition of mele. … kaona and the strong belief of the power of words with double
meaning, all haku mele were cautious indeed, in choosing the words for all of their chants.”
(Wong 1965: 11-12) Lili`u, of course, was well aware of the power of words in Hawaiian
poetry. Helen Caldwell (1915) wrote of Lili`u:
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As she chanted and portrayed many gestures, the scenes described, the Queen explained
the meaning thereof, and told how difficult of translation is the poetic thought embodied
in the highly figurative language of the Hawaiians. (79)

I was also cognizant of the fact that with few exceptions, most of the
translations/interpretations of Lili`u’s songs in TQS placed them squarely under the rubric of
romantic love songs. (Notable exceptions to this classification include The Queen’s Jubilee,
written for the Golden Jubilee of Queen Victoria, and Ke Aloha O Ka Haku, also known as “The
Queen’s Prayer.”)3 Initially, I was somewhat puzzled that Lili`u, a very eloquent person who
was embroiled in the social and political aspects of the Hawaiian Kingdom, would not write
about or refer to such events and happenstances in her compositions. But, I was also well aware
of the esteem that many of her compositions enjoyed. (Kamakahi 2012) I was skeptical that
such regard would be due only to her socio-political status. In the tradition of haku mele, one
might expect “hidden” references or even alternative interpretations (i.e., kaona) to exist within
texts. My working hypothesis was that there would be kaona within at least some of her lyrics.
So, I decided to look for kaona (i.e., hidden meanings, simple referents, and double entendre)
within the lyrics of The Lili`u Project songlist.

Kaona
Kaona refers to hidden meanings and/or references. (Pukui and Elbert 1971: 121) In
setting the task to “search for kaona” within the texts of Lili`u’s songs, there may be the
tendency to “socially construct” kaona in the text that the composer never intended. While this
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Other non-romantic songs include a national anthem, He Mele Lāhui Hawai`i, and A Chant, which was a dirge for
Lili`u’s foster sister Bernice Pauahi Bishop. (Lili`uokalani 1999)
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was a concern, it was also assumed that a thematic “alter-text” could not be sustained by chance
within any song text.
The search for kaona, or possible alternative interpretations of songs, was garnered by
analyzing the texts in a systematic and public fashion. Specifically, the rendered texts (along
with rough translations) are juxtaposed by the original text in TQS. Because of space
constraints, the locations of the original translations are cited as page numbers in TQS. It should
be noted that I did not have many preconceived themes in mind prior studying any song – with
the exception of Ku`u Pua o Paoakalani which I thought might involve references to the
overthrow of the Hawaiian Kingdom and Lili`u’s imprisonment. (Lili`uokalani 1990:
Lili`uokalani 1999) Furthermore, I did not refer to any other research regarding these song texts
for alternative translations.

Research Strategy
It is important to specify the parameters of the method by which kaona was investigated.
Ideally, the method would have to be one that could be replicated by others and which would be
applicable to other such projects dealing with Hawaiian language text. Along these lines, the
following criteria were created.
First, diacritical markings in the TQS texts were ignored. The primary reason for this
was that diacritical markings were not used by Lili`u in the composition of her songs. Diacritical
marks (e.g., glottal stops and macrons) were used by others subsequently as linguistic aids.
Diacritical markings serve as a means by which an interpretation of texts is imputed.
Secondly, recombinations of phonemes or morphemes were allowed. In other words,
letters or could be shifted as long as all letters remained in their original sequence. For instance,
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the sequence k-a-u-a, could be viewed as “ka ua” (the rain), “kaua” (war or battle), “kāua” (to
detain; we), and so forth. Homonyms play an important role in this process; while homophones
are excluded because this paper looks at written texts rather than oral transmissions.
Third, proper nouns were not privileged. That is, proper nouns would be allowed to take
on their generic meanings or be partitioned or combined as were other words, morphemes, or
phonemes. Nonetheless, proper nouns were used as possible clues to kaona that a song might
contain. For instance, Wailua could be a place name (Pukui, Elbert, and Mahoe 1974: 224),
could refer to a spirit, ghost, remains of the dead; or refer to an ancient variety of sweet potato
(Pukui and Elbert 1971: 351).
Fourth, the line structure of the original text was preserved. New words could not be
formed beyond the end of a line of the original text.
Fifth, it was desirable if the theme could be maintained throughout the text rather than as
just a passing reference. If relevant, a theme referencing the biography or context of the
composer would be pursued.
Sixth, the Pukui and Elbert (1971) Hawaiian Dictionary was used as the primary resource
for spellings and definitions. This edition of the dictionary was used because it also contained
sections on the “Glossary of Hawaiian Gods” and “Specializations of Hawaiian gods and
important forms they assumed.”
Seventh, I accepted the notion that the flow of translations of alternative texts may not be
as smooth as those of the dominant theme.
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The Songs
In this paper, I assumed that kaona (alternative interpretations) may exist in the song
texts of Lili`u. I provide an alternative rendering for how the original texts can be reconfigured
and re-interpreted. This is not to say that the orthodox translations are not valid, but rather that
these texts may by polythematic.
Each song was analyzed separately. Songs in this paper are presented in the
chronological order their composition dates as given in TQS. There were no preconceived
themes investigated prior to analyzing a song (except as previously mentioned with Ku`u Pua O
Paoakalani). In analyzing texts, it was only after some possible themes seemed feasible that
outside references were consulted.

Nani Nā Pū`ā Ko`o Lau [Nani Na Pua Ko`olau] (1866) [TQS p. 62]
How Soothed Besieged Descendants
This was one of Lili`u’s first published compositions; she was 28 years old at the time of
its publication. It was included in the Lili`u Project list as an example of her early songwriting
style.
“Nani Na Pua Koolau” would most likely be translated as “Beautiful Windward
Flowers.” Alternatively, it might also be translated as “how soothed the besieged descendants”.
(Nani: how; nā: soothed; pū`ā: to besiege; ko`o: leaves of the cluster of hala – hala can mean sin
or error; lau: many.) Using the title as a clue, I focused upon the “descendants of Kamehameha.”
This led me to look at those people that were counted as part of the royal family; this cohort
became students at the Chief’s School. (Lili`uokalani 1990)
The intrigues of this very small set of intertwined ali`i had important effects upon the
political fortunes of the Hawaiian Kingdom. Kaona in this song seems to refer to an incident
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that Lili`u describes in Chapter II of her autobiographical book in which the “childhood”
betrothal between Lunalilo and Kamāmalu was set askew when Kalākaua proposed to
Kamāmalu. (Lili`uokalani 1990) Upon hearing this news, Lunalilo then proposed to Lili`u.
This caused a lot of turmoil.
It is the third verse in which some interesting phrases translations are possible.
Ua ola no kaua, i ka wai hūnā a ka manu
Healed of battle, the blood conceals the injury
He ala pua pī kake, Huliau a ho`omau
A path emerges of sputtering chants mixed with garbled words, my turn to
persevere.
`Auhea wale ana `oe, E ka pua o ka Viliau
Listen, descendant of the turbulence
Ho`i mai no kāua, e pili me ke aloha
Return, remain, adhere with the love.

Viliau is an interesting word in the song. As wiliau, it refers to turbulence. It could,
however, also refer to William Lunalilo, “Vili-au” (“Will – I”), or even to Kamāmalu, in which
“Vi” may refer to “Victoria” and “li`a `ū” to “yearning grief.” In either case, the song may have
been urging one or either of them to make a definitive choice.
Related to this turmoil, Nathaniel Emerson (1982) attributes to Lunalilo the hula `ulī`ulī
that is known today as the song “Alekoki.” Emerson indicates that the text of the song reveals
Lunalilo’s realization that there were political reasons for others wanting to prevent his marriage
to Kamāmalu – in particular, the pair’s offspring would be the likely heirs to the throne because
of their high rank. (Emerson 1982: 110; Pukui and Korn 1973: 94-102) [The song “Alekoki,”
however, is often attributed to Lunalilo and/or Kalākaua. (see huapala.org n.d.)] Lili`u,
furthermore, suggests that Alexander Liholiho was not fond of Lunalilo although she provides no
elaboration for his disposition. (Lili`uokalani 1990: 15)
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Pū Ia Kana Hele [Puīa Ka Nahele] (1868) [TQS p.71]
Together Without Limit Move
As with the previous song, I began working with the song’s title. The original title is
translated as “So Sweet Is The Forest.” (Lili`uokalani 1999: 73) However, by reconfiguration,
the first word could be pū which has twelve distinct meanings (Pukui and Elbert 1971: 317); it
serves as an example of how saturated with meaning (or entropic) Hawaiian words can be. One
of the meanings of pū is “together entirely.” I used this as a hint of the song’s nationalistic
theme. The first line of the song is No ka uka `iu i ka wao: “it is within the upland heights.” (73)
A possible kaona is created by reconfiguring it to No kauka`i u`i kāwao: “depend upon the heroic
to work together.” The nationalistic theme could be sustained throughout the song. One
speculation is that this song makes reference to Lot Kamehameha’s (Kamehameha V) initial
attempts to promulgate the Constitution of 1864. During that time there were struggles between
various groups when Lot tried to link voting to property ownership and give the Crown more
discretion in political affairs. After much inaction, Lot wrote his own Constitution.
The first verse and chorus are presented below. The original text appears within the
brackets. The translation of the alternative text appears below each rendered line.
No kauka`i u`i kāwao [No ka uka `iu i ka wao]
Depend upon the heroic to work together
Ke `ānō hā li`ali`a [Ke ano hāli`ali`a]
Now, show the signs of desire for the breath of life
Kē kau ana ma`i ō ka`aluna `ahi`ahi [Ke kau `ana mai o ka `āluna ahiahi]
Struggle against to enact to continue to survey ailments to dominate slander
Hiki pū mai me ke aloha [Hiki pū mai me ke aloha]
Come together entirely with love
Pū` ia kana hele [Puīa ka nahele]
Together without limit move
Ma pū mai ke ala [Māpu mai ke `ala]
By means of coming together is the path
He nā helena hele [He nahele nahele]
A calm going everywhere
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Ona ia `ena ma nū [Ona `ia e nā manu]
Attract abundance by means of news
E ka iwi i wā ma kāō nao nā [E ka `Iwi `Iwa maka onaona]
Cherish the bones of ancestors in a time to go together for claims
Ho`i mai kaua `e pī lino `ā pili [Hoi mai kāua e pili nō e pili]
Returning to battle foreign smoldering to a dazzling fiery precarious pass

Āhē Lau Makani [Ahe Lau Makani] (1868) [TQS p.28]
“Oh” Numerous “All’s Well”
TQS notes that this song was attributed to “the Three Graces of Hamohamo.”
Hamohamo was an area in Waikīkī where Lili`u had a home. Beginning with the title, it looked
as though the song might have either a comedic or sardonic tone. It also looked as though this
song might have a few layers/levels of meaning. Two alternative interpretations seemed to
emerge: (1) the process of labor and childbirth and (2) a mele ma`i (a song about genitals and/or
sexuality). In the rendition below of the first verse and chorus, I elaborate upon the “child
birthing” theme.
Hē ala nei e māpu mai ne`i [He `ala nei e māpu mai nei]
To rub to rise up sighing surging almost moving along little by little
Nā kā makani lau `ahē`ahē [Na ka makani lau aheahe ]
To moan in mild disapproval “all’s well” numerous “oh yes”
`I lawe māī i ku`u nui kino [I lawe mai i ku`u nui kino]
(Interjection of scorn) to accept laceration in childbirth to release large fetus
Ho`opumehana i kō aloha [Ho`opumehana i ko aloha]
To cause warmth in fulfilled love
Hui:
`E kē hō`ā ō ke āhē lau makani [E ke hoa o ke ahe lau makani]
Before to protest to talk much the “oh” numerous “all’s well”
Halihali ala ō ku`u `ainā [Halihali `ala o ku`u `āina]
To bear to come forward replying “yes” my aching

Nini Pohō `Oni Pō [Ninipo Ho`onipo] (1876) [TQS p.244]
To Spill, Sinking Motion, Chaos
Beginning with the title, “yearning, longing” can be turned into “to spill, sinking motion,
chaos.” From this point, it was possible to find a theme about a canoe trip that is rife with
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setbacks including canoe malfunctions, tidal fluctuations, large waves, along with a passing
reference to Lea (the goddess of canoe makers). (Pukui and Elbert 1971: 392) The canoe theme
is given below for part of the song. However, another theme within the text involves someone
working through a “moral crisis” and receiving help from others.
Hia`ā i hiaʻai i ka nani [Hiaʻai hiaʻai i ka nani]
Wakeful in delightful beauty
`O au lē hū a iho pō `e lā [O aʻu lehua i Hōpoe lā]
I go aimlessly off the proper course, rise and descend in the realm of chaos, to
sail away
Kē `ona iama i la e kā iwi [Ke ona ʻia mai la e ka ʻiwi]
To struggle, unstable outrigger float, to bail water in the long line of surf
E ka manu hū lū we oi ola `a [E ka manu hulu weo (i) ʻŌlaʻa]
The stern of the canoe off the proper course, to push aside, sift, gyrate,
recovered, “oh”
Hui:
Nini pohō `oni pō `ikea loha [Ninipo hoʻonipo i ke aloha]
To spill, sinking motion, chaos to be spiritless
Ka wā hine hā`ale `ālewa i ke kai [Ka wahine haʻa le`a lewa i ke kai]
The time of showy rippling, floating in the current
Ke niniau ala i ke one [Ke nini au ala i ke one]
The flowing path to the shore
I ke kai nupanupa i haena [I ke kai nupanupa i Hā`ena]
In the sea swollen in wildness

Ea E Paha Wā Ui Kau `Alo [E `Ae Paha Wau I Ka Ualo](1870s) [TQS p.96]
Rise up walk proudly time to stir up to settle to escort
The title is translated in TQS as “I believe I Will Bend to the Call.” The title of this song
did suggest the possibility of a hea inoa or “roll call” theme. Since the song was written in the
1870s, it may very well refer to one of the two elections for Sovereign following the death of Lot
Kamehameha (Kamehameha V) in 1872. Given the tenor of the text, the song may refer to the
election in which Kalākaua prevails over Queen Emma. At the announcement of Kalākaua’s
victory, there was a riot in Honolulu and much contentiousness. Lili`u writes:
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Naturally, the partisans of Queen Emma, being residents of Honolulu, and some of them
inspired with liquor, were easily incited to riotous action. They were re-enforced by her
own dependants (sic), who came to their assistance from her residence. This was between
three and four o'clock of the afternoon of the 12th of February, 1874. (Lili`uokalani
1990: 45)
Aia ho`i mai ka lei `alo hala [Aia ho`i mai ka lei aloha lā]
There to return to me the beloved avoid error
`Olu iho ka lani nanā heka wai [`Olu iho ka lani nanahe ka wai]
Cool down the chief quarrelsome for a fight inflamed blood
Pū`ili ika pū`ā kama hao `ā loko [Pū`ili i ka pua kamaha`o a loko]
Embrace strong herd people to plunder jealous heart
Hi`ilani i ka wā `i`o kana ulu la [Hi`ilani I ka wai o ka Nā`ulu lā]
Praise in the time genuine tens increase there
Hui:
Ea e paha wā ui kau `alo la [E `ae paha wau I ka ualo lā]
Rise up walk proudly time to stir up to settle to escort there
Ika leo hea `ākē kahu lī la [I ka leo hea a ke kāhuli lā]
Strong voice calls to slander to seethe with hot rage chills there
E hō`ike ala ika na helela [E ho`i ke `ala i ka nahele lā]
Show the path strong the heralds
`Oi lā `ike `alo hā`ike kino la [`Oi la`i ke aloha i ka kino lā]
Best day to see to escort to show main portion there

Ka Mā Kani Lī Hā`upua [Ka Makani Līhau Pua] (1877) [TQS p. 178]
The Faded Sound Chills the Recollection
The title of this song in TQS is translated as “the breeze that cools the flowers with dew.”
(178) The translation of the reconfigured title becomes “the faded sound chills the recollection”
– a much more somber tone. In this song’s kaona there are referents to themes of illness and
dying. It may be that the term “Lei” in the first line of the chorus refers to Lili`u’s brother,
Leleiohoku. Leleiohoku, the heir apparent to Kalākaua and the hānai son of Princess Ruth, died
of rheumatic fever in 1877, the year this song was written. Rheumatic fever involved swelling,
fever, and the growth of nodules under the skin. The treatment for this condition in the 1800s
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was based upon maintaining a balance between the four humors. Interventions involved piercing
(bleeding) and inducement of vomiting. I explore this theme in the rendition below. There may
be another parallel as well – the death of Prince Albert of “brain fever” in 1862. [Note: In the
text, there also seemed to be elements that may relate to the theme of the use of traditional
practices or sorcery.]
He mā kani lī hā`upua ko puna [He makani līhau pua ko Puna]
A faded sound chills the recollection of starting point
Hā lī hali ma`i ana `ike ala [Halihali mai ana i ke `ala]
Life chills to bear sickness to evaluate to know path
Kaua īkā pa paha aleale [Kāua i ka papa hā`ale`ale]
Battle to turn aside from the nature of swollen pierced
Ika newe ka`a `ō`ō ka hala [I ka newe kā`ao o ka hala]
Strong full effect, to take effect, pierce the sin
I laila kā `ano `i ē lī `ane`i [I laila ka `ano`i e li`a nei]
There the exclamation of mild disapproval to show signs of scorn peculiar
feeling of horror here
Ku pua`i ka māna `ō nehoa i loko [Kupu ai ka mana`o nehoa i loko]
Rise to vomit the medicine the sharp darting body pain the mental agony within
Aia ho`i hā uamea e nani `ai [Aia ho`i hā ua mea e nani ai]
Only if return life by reason of beautiful exercise of rule
O ka hana pau` ole ake aloha [O ka hana pau `ole a ke aloha]
To turn the soil act without end to desire compassion
Hui:
E `oe ka Lei o hā wā `i`ī [E ō e ka lei o Hawai`i]
You the Lei of life time lost
E kapuahi wā hiwa a ka mā kua [E ka pua hiwahiwa a ka makua]
Censer for sacrifice time choice of the perished burden
A hele `imi limi lina ka mana`o [A he lei milimili na ka mana`o]
Everywhere to search to be overwhelmed by trouble tenacious of thought
Eia iho ho`i e Lei e [Eia iho ho`i e lei ē]
Here descend come back Lei

Kau Ao Oe E Kea Loha [Kāua `O `Oe E Ke Aloha] (1877) [TQS p. 190]
To Enact the Sound Of Chanting Sullen
Two terms in this song that immediately stood out were Wailua and Kēwā. Both terms
are place names located on the island of Kaua`i. Generically, these terms refer to “spirit, ghost,
remains of the dead” (Pukui and Elbert 1971: 351) and “far off place inhabited by spirits,” (134)
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respectively. Kaona in this song involves two themes: (1) the continual influence of spirits over
everyday affairs and (2) references to an ancient sweet potato of Kaua`i. In the rendition below,
the theme of the spirits of battle is explored.
Kāhela i wailua ka noe [Kāhela i Wailua ka noe]
The gourd drumbeat ghosts/remains of the dead to settle gently
Ka wa`i kili hea i ka ili [Ka wai kilihe`a i ka `ili]
The break peal of thunder to call the stranded/inheritance
I keai mau a i ka i`ini [`Ike ai māua i ka `i`ini]
To oppose constantly the desire
I `alo hako kaua [I aloha ko kāua]
To endure dignified battle
Kau ao oe e kea loha [Kāua `o `oe e ke aloha]
To enact sound of chanting intercept sullen
`Ike kalukalu o kēwā [I ke kalukalu o Kēwā]
To see the tapa reserved for chiefs for the far off place inhabited by spirits
`Ike i ka loa i ka laula [`Ike I ka loa i ka laulā]
To see the length and the breadth
O ke kula lahalaha o ka pa`a [O ke kula lahalaha o Kapa`a]
Of the field extended of the of the chiefs` red and yellow feathers

Manu Kapalulu [Manu Kapalulu] (1878) [TQS p.240]
Person Whirring
Manu kapalulu usually refers to a quail (literally, bird whirring). The song is usually
interpreted as Lili`u rebuffing someone that has been critical of her. (Lili`uokalani 1999;
huapala.org n.d.; Kamakahi 2013) Manu, though, is a term that has a myriad of meanings
attached to it: a bird, canoe end pieces, a person, and so forth (Pukui and Elbert 1971: 220-221).
The theme pursued here is one of an inexperienced canoe leader that manages to totally confuse
his crew and fails to navigate successfully to his objective. [Note: In a verse not shown below,
the neophyte seeks out an expert and learns to earn his keep.] Nonetheless, the chorus is a
reminder for one to learn from their past mistakes.
Noho nani iluna ke a`o `ōpua [Noho nani i luna kea o `ōpua]
Deportment beautiful above the instructions of cloud omens
Ka pū `ihi ka pu i kilo hana [Kapu `ihi kapu i Kilohana]
The canoe endpieces treated with reverence, the sluggish reader of omens works
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Ha`i amu iho Laka lē hua [Haiamū ihola ka lehua]
To say to curse before the wind, Laka, to go aimlessly, to depart from the proper
course, jabber
Inā manu [I nā manu]
Let’s Go!
Hui:
Ku lī kuli `aui a`o e manu kapalulu [Kulikuli au iā `oe manu kapalulu]
Stop, furl (the sail), disobedient, deviate, instructions, canoe buzzing
Hana wale ma `inö ia`u [Hana wale mai nō ia`u]
To work casual because of wicked me
Heaha ho`i `oe i kōū mana`o [He aha ho`i `oe i ko`u mana`o]
Why return indeed to look about in all directions to consider
`Ae nō ho`i [`Ae nō ho`i]
Yes, indeed

He `Ino `Ano Ka `Iu Lani [He Inoa No Ka'iulani] (1878) [TQS p. 126]
A Spoiled Nature of Revered High Chief
This song is definitely a mele inoa or name song for Lili`u’s niece, Victoria Ka`iulani
Cleghorn. Once Lili`u became Queen, Ka`iulani became the heir apparent to the throne. This
song was written when Ka`iulani was about three year old. The comedic kaona in this song
involves the reluctance of both child and those surrounding her in having her, as a young child,
behave with hoped-for deportment. The term that begins each line of the first three lines of the
chorus, ahāhā, means “shame.” (Pukui and Elbert 1971: 5) I remember hula dancers using this
kaona theme for the song.
Lā mālama i luna kāō nō hila [Lamalama i luna ka `ōnohi lā]
Day to take care of above in difficulty embarrassed
Kahi kō `ū `ako ko'u lala [Kāhiko uakoko `ula lā]
One dragged to moan lust talk too much to straighten
Ka hoa i lona ka pū`ō ke kama la [Ka hō`ailona kapu o ke kama lā]
The companion useless to lift up the child there
He`e wē mā inā kupuna [He ēwe mai nā kūpuna]
To slide to sift desire “Let’s go” growing
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Hui:
Ahāhā, `u`a nani ka wahine la [Ahāhā, ua nani ka wahine lā]
Shame, vain beauty the woman there
Ahāhā, ka nohona i ka la'i [Ahāhā, ka nohona i ka la`i]
Shame, the mode of life quiet
Ahāhā, `u`a hele a nohea la [Ahāhā, ua hele a nohea lā]
Shame, useless gadabout from whence uncertain
Pua ha'aheo o kē au puni [Pua ha`aheo o ke aupuni]
Child haughty of protest time to gain control

Kāō `Iwi Nani [Ka `Ōiwi Nani] (1886) [TQS p. 48]
In Difficulties, Remnants, How Much
TQS translates the title of this song as “the beautiful form.” An alternative title suggests
a story of troubles without solace. Two terms that were of interest to me were Po`akolu and
memele. Po`akolu which is usually translated as Wednesday, literally means “third day.” (Pukui
and Elbert 1971: 307) Initially, I thought that there was a possibility that “third day” might
signal a song about Easter or the Resurrection. The term memele later in the song, though, can
be a shortened form of melemele or yellow. (226) In the song’s first line, ahiahi (“evening”)
could be broken into ahi (“fire”) ahi (“desolation”). (7) It looked as though the song was
referring to desolation by fire. In looking up that period in Hawaiian history, I found that there
had been a three day fire in Honolulu’s Chinatown in 1886.
`Ike ahi ahi pō`akolu [I ke ahiahi Po`akolu]
To see fire, to burn by fire, third day
Ku ui kē-`ana iho [Ku`u `ike `ana iho]
To stand, to turn to for help or advice, protesting, to descend
He `alele wā hā `ole nā ke`a loha [He `allele waha `ole na ke aloha]
Grave messenger, space without life, to wail, hinder, spiritless
E `ī mai `ānai au [E `ī mai ana ia`u]
To suppose to me to curse the passing of time
Hui:
E `ī mai anai ma`i a nā [E `ī mai ana `ī mai ana]
To suppose to me to curse, sickness and wail
Aia ke ala i kana hele [Aia Ke`ala i ka nahele]
There the path, tens to die
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Kahi i wā lē `a`ai [Kahi i walea ai]
Place in time to go about aimlessly increasing
I kāō lū oi auka [I ka `olu o ia uka]
In difficulties, to scatter, to pull away, exhausted
`Ahē nani `io noi `āpua [A he nani `i`o nō ia pua]
A hacking cough, since, herald, to petition, disobedient
Me he la`i pālā ala ka Memele [Me he lā`ī pala al aka memele]
With a calm, flattened path of Yellow
Kāō iwi nani o ke kama kaha la [Ka `ōiwi nani o ke kāmakahala]
In difficulties, remnants, how much of the children to desolate there
Lā mālama i kau kāō lani huli [Lamalama I ka uka o Lanihuli]
Day, to keep or observe, period of time in difficulties sky to change

Queen’s Iu Pili [Queen's Jubilee] (1887) [TQS p.80]
Queen’s Lofty Relative
A large entourage from Hawai`i’s royal family, including Lili`u, traveled to England for
Queen Victoria’s “Golden Jubilee.” This song was purportedly written in honor of Queen
Victoria. However, there may be kaona in this song that refers to the return of Kalākaua to
Hawai`i from his world tour in 1881. At that time, Lili`u was ruling in his place. As had existed
even before Kalākaua’s reign, there was increasing pressure from those that wanted to diminish
the powers of the Crown and encourage the annexation of Hawai`i by the U.S. Proannexationists constantly and continually criticized the Monarchy and its Sovereigns. It was at
the time of the Jubilee, with many of the royal family absent, that the annexationists pressured
Kalākaua to sign what was referred to as “the Bayonet Constitution.” (Lili`uokalani 1990:
Chapter 29) The first verse of the song is rendered below.
Maha lō-piha, mō i `oe nē lani [Mahalo piha, mō`ī o `Enelani]
Severed portion, to obtain – completion, to remain in one place for a long time,
you, nagging for something, majesty
Ku`i Kou kau lā nanā `āina pau [Ku`i kou kaulana nā `āina a pau]
To join, Honolulu, day quarrelsome land ended
Na kaī a-ka`u nao nē hē mā [Nā kai `ākau nā one hema]
Settled, vexation, of hesitation, to probe, fretting, to go, faded
`Ikea kou `ihi mana nui [`Ikea kou `ihi mana nui]
To see, your, dignified great authority
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Eia mākou i kou kapa kai [Eia mākou i kou kappa kai]
Here, we, in your seashore
I kou lā nui iu pili [I kou lā nui jubīlī]
In your day great lofty relative
I hi`i mai i kou makou `ā loha [I hi`i mai I kou mākou aloha]
Carry to me in your burning kukui lamps to incite greetings
Maluna ou ka malu o ka lani [Ma luna ou ka malu o ka Lani]
Above piercing the peace of the chief

Ku`u Pua I Paoa Ka Lani [Ku`u Pua I Paoakalani] (1895) [TQS p.61]
My People, Unsuccessful High Chief
There may be kaona in this song dealing with the immediate aftermath of the overthrow.
Lili`uokalani was under “house arrest” after the overthrow in 1893 at her estate in Hamohamo;
the garden there was called Paoakalani (lit. the royal perfume) (Pukui, Elbert, and Mo`okini
1974: 179). One might also translate it as paoa-ka-lani (“unsuccessful the high chief) or even as
pā-`oā-ka-lani (“enclosure forsaken to toss the high chief”).
`Eka gentle breeze e waft mai ne`i [E ka gentle breeze e waft mai nei]
Dirty gentle breeze that wafts to me by fits and starts
Ho`ohāli`a lia mai `ānai au [Ho`ohāli`ali`a mai ana ia`u]
A recollection, dreadful almost to curse the era
E ku`u sweet never fading flower [E ku`u sweet never fading flower]
To abandon sweet never fading flower
I bloom ika `ū kāō paoa ka lani [I bloom i ka uka o Paoakalani]
Bloom strong, grieve in difficulties unsuccessful the Chief
Hui:
`Ike mau i ka nani o nā pua [`Ike mau i ka nani o nā pua]
To know continuing the beauty of the descendants
O kau kāō o ulu hai malama [O ka uka o Uluhaimalama]
To enact to go together possessed by a spirit to tell to preserve
`A`ole na`e ho`i e like [`A`ole na`e ho`i e like]
Not yet to return as it was
Me ku`u pua i ka la`i o pā `oā ka lani [Me ku`u pua i ka la`i o Paoakalani]
With my people in the calm of enclosure forsaken to toss the Chief

Given the presence of English language words I even toyed with the idea that there may
be a cryptic coded message in the song using the first letters of each line. Although I am not
convinced by it, it is an interesting curiosity nonetheless.
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Verse 1:
E-H-E-I; ‘e hei, foreign ensnare; ēhē, I, repeated syllables of a
serious mood, I.
Hui 2:
I-O-A-Me; ‘io ‘ā me, fiery hawk, me; `i`o `ā me, burning heart, me.
Verse 2:
L-W-P-I; Lydia Wewehi Paki, I.
Verse 3:
N-E-O-I; neo I, desolated, I.

Ke Aloha O Ka Haku [Ke Aloha O Ka Haku] (1895) [TQS p.58]
The Love of the Chief
“Ke Aloha O Ka Haku” is conventionally translated as a prayer. The song is more
commonly known as “The Queen’s Prayer.” (TQS) Christianity played a large role in Lili`u’s
life. Even at the time of the overthrow of the Kingdom, she writes the following:

That first night of my imprisonment was the longest night I have ever passed in my life; it
seemed as though the dawn of day would never come. I found in my bag a small Book of
Common Prayer according to the ritual of the Episcopal Church. It was a great comfort to
me, and before retiring to rest Mrs. Clark and I spent a few minutes in the devotions
appropriate to the evening. (HSHQ 269)

Interestingly, a kaona for this song seems to describe the temptation of a possible
clandestine love affair – the primary theme attributed to the majority of Lili`u’s other
compositions. Haku can mean “Lord,” but it can also mean “master “or “chief;” hakū could
mean “bulge” or “rising.” (Pukui and Elbert 1971: 47) So there are indications that this may be a
romantic song. Two verses are rendered below.
`O ko`u aloha nō [`O kou aloha nō]
Oh my love indeed
`Aiā i ka lani [Aia i ka lani]
Careless of observing taboos the high chief
A`o kō uoi `aiō [A `o kou `oia`i`o]
Teaching to succeed to move along a wave that rises and falls without breaking
Hē hemo lele ho`i [He hemolele ho`i
To go taken off to leap to cause to come back
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Kō `ū noho mī hia nā [Ko`u noho mihi `ana]
To fulfill an exclamation of delight, to live, to dream, to delight in, assuaged
A pa`a hao `ia [A pa`ahao `ia]
Fixed longing this
`O `oe ku`u lama [`O `oe ku`u lama]
You my torch
Kou nani ko`u ko`o [Kou nani ko`u ko`o]
Your beauty my strength

Discussion
This project began with the assumption that the tradition of kaona, or hidden meanings,
may exist within the lyrics of Lili`u’s songs. I had modest expectations of finding anything of
significance. At most, I thought that I might be able to identify an occasional “hint” or two about
persons or events to which the various songs referred.
My expectations were low for a number of reasons. First, there has not been any wellestablished scuttlebutt regarding alternatives to the Romantic interpretations of Lili`u’s
compositions. Given her status and position in Hawaiian history, I would have expected both
supporters and detractors to have scoured her more public texts for kaona. Of course, it was
always a possibility that such interpretations were widely known during Lili`u’s lifetime, but
either not published, not shared intergenerationally (perhaps because of the marginalization of
Native Hawaiians), or forgotten as the use of `ōlelo Hawai`i declined.
Secondly, most of the compositions were between a century to a century-and-a-half old.
Thus, there was ample time for scholars to analyze these texts. No doubt, many knowledgeable
scholars and composers were aware of many of these texts. (Pukui and Korn 1973; Elbert and
Mahoe 1970; Lili`uokalani 1999)
Finally, my expectations were modest because although I was familiar with the
generalities of Hawaiian history and culture, tackling the translation of such texts without an in-
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depth knowledge of Lili`u’s biography seemed overwhelming. Nonetheless, I figured that at the
very least I would learn more about the songs and her biography in the process of searching for
kaona.
So, I was surprised that I was able to find thematic threads that seemed to be reasonable
given the texts. However, finding themes, and sometimes more than one theme per song, was
somewhat disconcerting. Was I finding kaona that was there (and presumably, therefore,
intended) or was I manufacturing themes much as a conspiracy theorist does? Whether intended
by the composer or not, I became impressed by what could be discerned within the compositions
of Lili`u, the tremendous figurative complexity of the Hawaiian language, and the pliability of
imagination.
Even if the themes that are presented in this paper are not kaona that the composer
intended, I think that this paper may provide some impetus for investigating these and other mele
texts with an open mind to the possibility of alternative interpretations. Given the tradition of
kaona by haku mele, perhaps we should expect that they were giving their audiences substantial
messages to ponder concerning their lives and circumstances. No doubt, they were skillful
enough to write polythematically. As complementary actors, we may have to tease out these
referents to complete the process of communication.
I do have varying degrees of confidence in the interpretations provided in this paper.
Allowing myself the leeway of having kaona translations be “rougher” than the conventional
translations does “load the dice in my favor” in a sense. The two alternative translations that I
find most compelling are Kāō `Iwi Nani [Ka `Ōiwi Nani] about the Chinatown fire of 1886 and
Ka Mā Kani Lī Hā`upua [Ka Makani Līhau Pua] about how Leleiohoku dies. These were
totally unexpected, dealt with significant events in Lili`u’s life, and were written in the same year
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as the events themselves. Three songs that I found to be most immediately saturated with themes
were Manu Kapalulu, Nini Pohō `Oni Pō [Ninipo Ho`onipo], and Kau ao oe e kea loha [Kaua
`O `Oe E Ke Aloha]. Two songs that I found delightful because of their comedic qualities were
Āhē Lau Makani [Ahe Lau Makani] and He `Ino `Ano Ka `Iu Lani [He Inoa No Ka'iulani].
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Abstract
How is the self-concept communicated in self-narratives? This study looks at how people use “self” and
“other” referents as well as verb tenses to describe themselves in short introductory narrative essays.
Participants also completed versions of the Myers-Briggs and DISC inventories as a means of evaluating
whether “personality” attributes might be correlated to aspects of self-concept. For a sample of thirtythree college students enrolled in a semester-long, content-based English language course at a Japanese
university, it was found that a common template of pronoun and verb tense components could be
adequately scaled. Using factor analysis and multiple regression techniques, a composite model based
upon two versions of the pragmatic view of the self is presented.
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Introduction
The self remains a primitive concept. (Brown 1998) In sociology, the influence of pragmatism
links a structuring of the self to language and language usage. In particular, a triadic view of the self that
emerged mirrored the proposed triadic nature of signs (Peirce 1931-1960; Mead 1964). The temporal
aspects of the nature of signs became appended to the triadic structure of the self via the Symbolic
Interactionists. The triadic nature of the self was seen as remaining obdurate within the “specious
present” of temporal events. The self-concept, or how individuals view themselves, was viewed as
“stable” and “internal” despite the fact that the field of interaction was continually “negotiated.”
(Blumer 1969; Kuhn and McPartland 1954; Couch 1984)
The self-concept and temporality are not incompatible within a pragmatic view. Indeed, the use
of language provides both structural and temporal coordinates for the self. In particular, a narrative
provides not only information regarding subjectivities and objectivities, it also provides the temporal
fields of relevance for these referents. The authors view the self as the individual’s relationship
between their self-concept and the external world. In other words, the self is an expression of one’s
being-in-the-world rather than as something that is internally hidden from the world or externally
imposed by the world.
In this study, the authors are interested in investigating the structure of the self-concept by
analyzing introductory self-narratives. The analysis focuses upon the attributed subjectivity/objectivity
of referents and the use of verb tenses.

Theoretical Considerations
Despite the fact that the self is a central concept in microsociological perspectives, discussions
of its structure have not advanced much beyond what George Herbert Mead (1964) had posited. Much
of the writing in the “behaviorist” pragmatist branch has assumed that Mead was essentially correct.
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(Blumer 1969; Cooley 1902; Couch 1984) Other microsociological perspectives explicitly acknowledge
the importance of signs, although they provide no explicit alternative structure for the self. (Garfinkel
1967; Goffman 1959; Howard 2000; Robillard 1999; Schutz 1970)
Although pragmatism was the foundation for Symbolic Interactionism, there are two general
interpretations of the pragmatic self. (Blumer 1969; Wiley 2006) The dominant interpretation in
microsociological theory comes through George Herbert Mead and employs the “behaviorist” view of
pragmatism. For Mead, through Blumer (i.e., “the Chicago School”) and Kuhn (i.e., “the Iowa School”),
pragmatism was a theory of action in which individuals communicate with others in order to negotiate a
definition of the situation and coordinate their actions. The self has three components: the “I” (i.e., the
“self-as-subject”), the “me” (i.e., the “self-as-object”), and the “other2.” The behaviorist version of the
“pragmatic self” views negotiation and coordinated action as empirical events from which the self is
developed and expressed. As a behaviorist view, the “other” mediates between the “I” in the “specious
present” and the “Me” of projected futures. (Couch 1984) This is an aspect of the stimulusinterpretation-response (S-I-R) critic that Symbolic Interactionists had of the non-reflective stimulusresponse (S-R) models of behaviorism in general. (Blumer 1969)
Norbert Wiley, however, has advanced discussion of the pragmatic self to include the writings of
Charles Sanders Peirce, the “founder” of pragmatism. (Wiley 1992, 2006) For Peirce, pragmatism was a
theory of meaning in which individuals projected a set of consequences and posited the mechanisms by
which those consequences would and would not arise. Peirce’s major objection to the behaviorist
approach to pragmatism (espoused by William James, John Dewey, and George Herbert Mead) was that
it turned the orientation away from being a “theory of meaning” into a “theory of action.” For Peirce,
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The nature of the “other” has not been entirely consistent. Sometimes the “other-as-object,” the empirical being
that communicates, is presumed. Often, though, the “other-as-subject” – the meaning constructing entity that
reasons and motivates – is primary. At other times, an aggregate other, whether subjective or objective is
projected, e.g., the “looking glass self” or the “generalized other,” respectively. Arguably the objectivity or
subjectivity of the other is a projection of the self-concept and not an inherent property of the “other” per se.
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the individual creates meaning by considering the sum of possibilities that have bearing upon an
outcome; it is largely an “internal” enterprise. Peirce assumed that individuals will “naturally” behave in
accordance with the meanings they create. Action, then, is a residual aspect rather than the central
focus. (Peirce 1931-1960)
Despite the aforementioned differences, the self-concept is an important part of both
approaches. The pragmatists’ interests in signs, meanings, and the role of the projected consequences
were central to the view of the self as active, constructive, and projective. While George Herbert Mead,
Charles Horton Cooley, and others had discussed the structure of the self, it was Kuhn and McPartland
(1954) who pioneered the empirical study of the self via their “Twenty Statements Test” (TST), which is
sometimes referred to as the “Who Am I? Test.” Kuhn and McPartland argued that the structure of the
self could be elicited empirically by having individuals create a list of self-reflective statements that
began with the phrase “I am … .” By creating the test as they did, they assumed that the self-concept
was necessarily “centered” on the “self-as-subject” (the “I”).
The correlates of self-concept (i.e., characteristics and attributes associated with different
aspects of the self) can also be informative. The pragmatic view of the self assumes that individuals will
“present themselves” to others in a manner consistent with their self-concept. Thus, an introductory
self-narrative that respondents structure themselves should not only provide information about how
individuals view themselves vis-à-vis the world around them but should “locate” the self subjectively
and objectively as well as temporally.
Both “pragmatic” views of the self-concept share some attributes: (1) the “self-as-subject” (“I”)
directly relates to the “self-as-object” (“Me”); (2) the aforementioned relationship between the “I” and
“Me” involves reflection (“internal conversation”); (3) empirical action involves the relationship between
and the “self-as-subject” (“I”) is related to the “other-as-object” (“It”) in the “specious present;” and, (4)
the “other-as-subject” (“You”) is predicted or inferred via the “other-as-object” (“It”).
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If the self-concept is stable, then its “internal” attributes should reveal themselves in selfnarratives. (Ochs and Capps 1996) These attributes should be discernible within the field of interaction
– even if being elicited from the writing of a self-narrative. (Couch 1973; Champigny 1970) One might
posit, for instance, that introverts use more “self”-directed pronouns while extroverts use more “other”directed pronouns. For this reason, the Myers-Briggs and DISC inventories were used in this study.
The temporal aspects of meaning and action are an aspect of communication. (Zerubavel 1987)
How the past, present, and future are expressed within narratives locates actors within not only spatial
and relational coordinates, but also within temporal boundaries. (Couch 1995; Howard 2000)
Therefore, the use of verb tenses within the self-narratives was important to note.

Methodology
Sample. The sample consisted of students enrolled in two sections of a Content-Based English
course at a university in Tokyo, Japan. Of the forty-four students, thirty-three completed all tasks
analyzed in this study. These tasks included: self-narratives, a Myers-Briggs inventory, and a DISC
inventory.
Self-narratives. On the very first day of the course, students were given 20 minutes to write an
essay in Japanese responding to the following prompt: “Tell me about yourself.” After doing so, they
were instructed to translate their original self-narrative into English. On the final day of class, students
were given the same task.
Myers-Briggs inventory. Students were given an assignment to complete an online MyersBriggs inventory. (Similarminds.com/jung.html n.d.)
DISC inventory. Students were given an assignment to complete an online DISC inventory.
(123test.com/disc-personality-test n.d.)
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Analysis
The analyses in this study were exploratory. No specific hypotheses were tested. Instead, the
authors were interested in how subjectivity and objectivity, self and other, and temporality would be
organized in self-narratives. The self-narrative essays were coded so that words or phrases represented
either one aspect of the self (i.e., “I”, “Me”, “It”, or “You”) or one verb tense (i.e., past, present, or
future). A variety of statistical procedures was employed in the study. Each procedure was designed to
address a specific research question. The primary research questions were: (1) Was there a general
pattern exhibited in the use of self-reference categories and verb tenses?; (2) How were the different
aspects of self-referents and verb tenses related to each other; and, (3) Did a composite structure arise
that was at odds with either or both pragmatic views of the self?

Coding Of Variables
The plan of analysis involved coding the self-narratives into the four categories of self and three
general verb tenses. Subsequently, the Myers-Briggs and DISC inventories into coded into dimensions of
interest: e.g., introvert/extrovert, task-oriented/socially-oriented, etc.
Self-narratives. For the self-narratives, the authors were primarily interested in two aspects: (1)
the use of referents to people and objects and (2) the use of verb tenses. Consistent with the
theoretical framework, nouns and pronouns were coded into one of four categories: (1) “self-as-subject”
(“I”); (2) “self-as-object” (“Me”), (3) “other-as-subject” (“You”), and (4) “other-as-object” (“It”). It is
important to note that any external referents (e.g., people, places, or things) were included as an
”other.” [Note: although information of twelve verb tenses was coded, these were collapsed into three
generic categories (past, present, and future tenses) as being sufficient for the task.] Both authors
reviewed and came to a consensus on the coding of the self-narratives.
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Myers-Briggs inventory. The Myers-Briggs online inventory was used primarily to gather
information about three of the four dimensions: (1) introvert vs. extrovert; (2) intuition vs. sensing; and
(3) thinking vs. feeling. These dimensions were dummy coded. MBI (introversion) includes the following
attributes: thought oriented; depth of knowledge; substantial interactions; and recharge from being
alone. MBN (intuition) includes the following attributes: look for abstract, theoretical principles or
context (future-oriented); and that meaning is in patterns reflected by the data. MBT (thinking) includes
the following attributes: take a detached view toward decisions; look for logic and consistency with
respect to rules; interested in the “cold” truth. The fourth dimension (judging versus perceiving) was
also included as a dummy coded variable. MBJ (judging) refers to people that like to have decisions
settled rather than left open. (Myers and McCaulley 1985)
DISC inventory. The DISC online inventory was used primarily to gather information on (1)
introversion vs. extroversion and (2) task orientation versus social orientation. The original rankings of
the four dimensions were coded into a three-point scale and these codes were used to calculate the two
dimensions of interest. DISC_EXTRO (extroversion) refers to active and assertive individuals. DISC_TASK
(task orientation) refers to those individuals that focused upon completing tasks rather than upon
cultivating social relationships. (Marston 1928)

A “Narrative Self-Concept” Profile
One research question was whether there was a general pattern exhibited in the use of selfreference categories and verb tenses? To address the question of whether a “narrative self-concept”
could be detected, two types of analyses were employed. The two types of analyses were (1) a Guttman
scaling procedure in which a coefficient of reproducibility (CR) was calculated and (2) a measure of
aggregate correlation across cases of rankings for the profile using Kendall’s coefficient of concordance
(W). These analyses used only the four aspects of self and the three aspects of temporality.
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Guttman Scaling and the Coefficient of Reproducibility. An aggregate profile for the seven
aspects of the self was created from their proportions of occurrence for each case in the sample.3 To
test whether the four aspects of self-reference and three aspects of verb tenses scaled across cases, a
Guttman scaling procedure was performed. (McIver and Carmines 1981) The following profile was
found: “Other-as-Object” (45%) > Present-tense (24%) > “Self-as-Subject” (17%) > “Self-as-Object” (9%)
> Past-tense (4%) > “Other-as-Subject” (2%) > “Future-tense (1%).” A Guttman scale was created to see
how well the thirty-three cases fit the profile. A coefficient of reproducibility (CR) of .892 was calculated
for the sample. By rule of thumb, a CR of .90 or greater indicates a reliable scale. When only the four
pronoun types were analyzed, a CR or .992 was calculated. A CR of.939 was calculated for the ordering
of the three tenses. Thus, there is strong evidence that the aggregate profiles scaled well across cases.

Table 1. SELF-NARRATIVE PROFILE
COMPONENT OF SELF
"Other-as-Object" ("It")
Present Tense
"Self-as-Subject" ("I")
"Self-as-Object" ("Me")
Past Tense
"Other-as-Subject" ("You")
Future Tense

USAGE (%)
45%
24%
17%
9%
4%
2%
1%

Kendall’s Coefficient of Concordance. To test how case profiles were correlated across the
sample, Kendall’s W was calculated. (Siegel 1956) Kendall’s W was calculated as a measure of the
aggregate correlation of cases across the rankings of the self-profile. The W for the profile across all
thirty-three cases was W = .946 (chi-square = 18.49, df = 32, p < .001). The high aggregate positive
correlation across cases was statistically significant.

3

Proportions were used rather than frequencies because of the great differences in the lengths of narratives and
the fact that proportions were more directly comparable across cases.
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Given the Guttman and Kendall’s W results, it can be said that there was a common pattern of
pronoun use and verb tense use across narratives. It might be argued that in the self-concept,
individuals primarily located themselves vis-à-vis “others-as-objects.” Given that the “I” and the use of
the present tense are prominent, it would seem as though narratives invoked their subjective
experiences within the inert field of action. The past and future tenses were not used very often.

Partial Tests of The Self Framework
To test whether the general self-concept was consonant with the data, two types of analyses
were used. The first type of analysis used factor analysis. Factor analysis is a quantitative technique
that organizes the bivariate correlations between all variables in order to search for a parsimonious set
of linearly distinct dimensions. (Kim and Mueller 1978a, 1978b) The second type of analysis employed
the use of backward stepwise multiple regressions. With this form of multiple regression analysis, the
efficacy of a set of predictors for a particular outcome is assessed. In a backward stepwise regression
procedure, all purported predictors for an outcome are initially included. Then, with each step, the
variable with the least predictive impact is eliminated until a parsimonious predictive model is achieved.
(Nie et al. 1975)
First, an exploratory factor analysis with varimax rotation was used to see whether aspects of
the Myers-Briggs and DISC inventories loaded with expected components of the self-concept. The factor
analysis produced the five-dimensional solution shown in Table 2. In the table, positive values indicate
that a variable was positively correlated with the underlying factor; that is, higher values of the variable
were correlated with a greater presence of that factor. Negative values indicate that a variable was
inversely (or negatively) correlated with the underlying factor; that is, lower values of that variable were
associated with greater presence of that factor.
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The first factor, which we named “Objective Other (“It”), had positive loadings from the use of
the “other-as-object” pronouns (TOTPOO), extroversion using the DISC test (DISC_EXTRO), and the
Myers-Briggs intuition measure (MBN), as well as a strong negative loading from “self-as-subject”
pronouns (TOTPSS). In short, factor 1 found the following characteristics constituted a single dimension:
use of “other-as-object,” extroversion, intuition, and a lack of “self-as-subject” referents.
The second factor, which we named “Past Orientation,” included positive loadings from
references to the past (TOTPTP) and task orientation on the DISC test (DISK_TASK) as well as negative
loadings from references to the present (TOTPTX) and the Myers-Briggs judgment measure (MBJ). In
short, factor 2 found that the following characteristics constituted a single dimension: use of the past
tense, task orientation, fewer references to the present, and a lower judgment orientation.

Table 2. Rotated Factor Analysis Solution

a

Component
Subjective
Objective

Past

Other (“It”) Orientation

TOTPOO
TOTPSS
DISC_EXTRO
MBN
TOTPTP
TOTPTX
MBJ
TOTPOS
TOTPTF
DISC_TASK
MBI
MBT
TOTPSO

.889
-.785
.615
.494

Other
(“You”)

Objective
Introversion Self (“Me”)

-.571
-.453
.886
-.810
-.548

.420

.483
.807
.758
-.481

.435
.927
.816
.795

a. Rotation converged in 7 iterations.
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The third factor, which we named “Subjective Other (“You”),” had positive loadings for the
“other-as-subject” (TOTPOS) and the use of references to the future (TOTPTF) as well as negative
loadings on task orientation using the DISC test (DISC_TASK) and the Myers-Briggs intuition measure.
The third factor’s profile included: high “other-as-subject” use, high use of the future tense, low task
orientation, and low intuition.
The fourth factor, which we named “Introversion,” had positive loadings for the Myers-Briggs
measure for intuition (MBI), the Myers-Briggs measure for judgment (MBJ), and a higher task
orientation on the DISC measure (DISC_TASK) as well as a negative loading for extroversion on the DISC
test (DISC_EXTRO). The profile for factor 4 was: high introversion, high judgment, high task orientation,
and low extroversion.
The fifth, and final, factor was named “Objective Self (“Me”).” It had positive loadings for the
Myers-Briggs measure for thinking (MBT) and more referents for the “self-as-object” (TOTPSO). The
profile for factor five was: high thinking orientation and greater references to the “self-as-subject”
pronouns.

Multiple Regressions with Nodes as Dependent Variables
Secondly, a series of stepwise backward multiple regression models were performed with each
component of self as the dependent variable using the Myers-Briggs and DISC dimensions as predictors.
Because proportional measures were employed in the analysis, when pronoun usage was analyzed,
other pronoun types were excluded as predictors and when a verb tense was used as a dependent
variable other tenses were excluded as predictors in the various models.
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Self-as-Subject (“I”)
A multiple regression model with the “I” as the dependent variable was performed. The
proportion of “I” referents could be predicted (F(4,23)=6.294, p<.01). The significant individual
predictors were lower DISC_EXTROVERSION (t(23)=-3.495, p<.01) and higher proportional use of the
past (TOTPTP) (t(23)=+2.614, p<.05). In other words, those that were more introverted and used the
past tense more often used the “self as subject” more often.
g

Table 3a. “Self-as-Subject” ANOVA
Model
6

Sum of Squares

df

Mean Square

Regression

.011

4

.003

Residual

.010

23

.000

Total

.021

27

Table 3b. “Self-as-Subject” Coefficients

F

Sig.

6.294

.001

t

Sig.

f

a

Standardized
Unstandardized Coefficients
Model
6

B
(Constant)

Coefficients

Std. Error
.066

.053

MBI

-.021

.010

DISC_EXTRO

-.005

TOTPTP
TOTPTX

Beta

1.229

.232

-.344

-2.050

.052

.001

-.631

-3.495

.002

.644

.247

.550

2.614

.016

.381

.194

.441

1.966

.062

a. Dependent Variable: TOTPSS

Self-as-Object (“Me”)
The proportional use of the “self as object” (“me”) could also be predicted using a multiple
regression procedure (F(1,26)=4.557, p<.05). The lone significant predictor was higher Myers-Briggs
“thinking” scores (t(26)=+2.135, p<.05). In other words, those that scored higher on the “thinking”
dimension used the “self as object” referents more often.
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Table 4a. “Self-as-Object” ANOVA
Model
9

Sum of Squares

df

Mean Square

Regression

.002

1

.002

Residual

.013

26

.001

Total

.016

27

Table 4b. “Self-as-Object” Coefficients

F

Sig.
i

4.557

.042

t

Sig.

a

Standardized
Unstandardized Coefficients
Model
9

B

Coefficients

Std. Error

(Constant)

.080

.005

MBT

.019

.009

Beta

.386

14.833

.000

2.135

.042

a. Dependent Variable: TOTPSO

Other-as-Subject (“You”)
The “other-as-subject” could also be predicted using a multiple regression model (F(2,25)=5.278,
p<.05). The single significant predictor was use of the future tense (TOTPTF) (t(25)=+2.285, p<.05).
Those that used the future tense more often proportionally used the “other-as-subject” pronouns more
often.
i

Table 5a. “Other-as-Subject” ANOVA
Model
8

Sum of Squares

df

Mean Square

Regression

.002

2

.001

Residual

.005

25

.000

Total

.007

27

F

Sig.

5.278

.012

t

Sig.

h

a

Table 5b. “Other-as-Subject” Coefficients

Standardized
Unstandardized Coefficients
Model
8

B
(Constant)
DISC_TASK
TOTPTF

Std. Error
.007

.004

-.002

.001

.577

.252

Coefficients
Beta

1.761

.090

-.296

-1.720

.098

.394

2.285

.031

a. Dependent Variable: TOTPOS
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Other-as-Object (“It”)
The use of “other-as-object” could be predicted (F(6,21)=8.822, p<.001). There were five
individual predictors of the higher proportional use of “other-as-object:” lower proportional use of verbs
in general [(TOTPTP, t(21)=-5.125,p<.001), (TOTPTX, t(21)=-4.619, p<.001), and (TOTPTF, t(21)=-2.664,
p<.05)], higher extroversion (action related) on the DISC measure (t(21)=+3.482, p<.01), and higher
values on the Myers-Briggs measure of introversion (thought oriented) (t(21)=+2.244, p<.05).

e

Table 6a. “Other-as-Object” ANOVA
Model
4

Sum of Squares

df

Mean Square

Regression

.032

6

.005

Residual

.013

21

.001

Total

.044

27

Table 6b. “Other-as-Object” Coefficients

F

Sig.

8.822

.000

t

Sig.

d

a

Standardized
Unstandardized Coefficients
Model
4

B

Std. Error

(Constant)

.810

.076

MBI

.027

.012

MBT

-.020

Coefficients
Beta

10.647

.000

.304

2.244

.036

.010

-.237

-2.027

.056

.006

.002

.508

3.482

.002

TOTPTP

-1.682

.328

-.987

-5.125

.000

TOTPTX

-1.222

.264

-.975

-4.619

.000

TOTPTF

-1.391

.522

-.374

-2.664

.015

DISC_EXTRO

a. Dependent Variable: TOTPOO

Past (“P”)
The proportional use of the past tense in self-narrative could not be predicted via a multiple
regression model. In the backwards stepwise procedure, no independent variable in the model was a
good predictor of past tense use.
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Table 7. Past ANOVAl
Model
11

Sum of Squares

df

Mean Square

Regression

.000

0

.000

Residual

.015

27

.001

Total

.015

27

F

Sig.
.k

.

Present (“X”)
The proportional use of the present tense could be predicted by a linear regression model
(F(2,25)=4.320, p<.05). Specifically, higher present tense usage was predicted by lower proportional
usage of the “other-as-object” (“it”) (t(25)=-2.516, p<.05) and lower proportional usage of the “self-asobject” (“me”) (t(25)=-2.325, p<.05).
j

Table 8a. Present ANOVA
Model
9

Sum of Squares

df

Mean Square

Regression

.007

2

.004

Residual

.021

25

.001

Total

.028

27

Table 8b. Present Coefficients

F

Sig.
i

4.320

.024

t

Sig.

a

Standardized
Unstandardized Coefficients
Model
9

B

Std. Error

(Constant)

.450

.076

TOTPSO

-.573

.246

TOTPOO

-.371

.147

Coefficients
Beta

5.949

.000

-.430

-2.325

.029

-.465

-2.516

.019

a. Dependent Variable: TOTPTX

Future (“F”)
The proportional use of the future tense could be predicted by a multiple regression model
(F(1,26)=7.065, p<.05). The sole predictor of higher proportional usage of the future tense was higher
proportional usage of the “other-as-subject” (“You”) (t(26)=+2.658, p<.05).
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Table 9a. Future ANOVA
Model
10

Sum of Squares

df

Mean Square

Regression

.001

1

.001

Residual

.003

26

.000

Total

.003

27

Table 9b. Future Coefficients

F

Sig.

7.065

.013

t

Sig.

j

a

Standardized
Unstandardized Coefficients
Model
10

B

Std. Error

(Constant)

.005

.003

TOTPOS

.316

.119

Coefficients
Beta

.462

1.910

.067

2.658

.013

a. Dependent Variable: TOTPTF

Summary
The results of the various analyses indicate that the profile of proportional uses of pronouns and
tenses could produce a common profile template [Guttman scale (CR=.892) with quite significant
multiple correlations (W =.946, chi-square = 18.49, p < .001)]. Thus, there was a general self-concept
structure in narratives across the sample.
A five-factor solution was found for the set of variables. The first factor, “Objective Other” was
positively associated with other-as-object (It), extroversion, and intuition and negatively associated with
self-as-subject (I). The second factor, “Past Orientation” was positively associated with a task
orientation and negatively associated with the present and perception (e.g., “keeping decisions open”).
Factor three, “Subjective Other,” was positively associated with other-as-subject, the future tense, a
sensing framework (i.e., relying on the senses), and a social orientation. Factor four, “Introversion,” was
positively associated with introversion, judgment (i.e., wanting to have decisions made), and a task
orientation. Factor five, “Objective Self,” was positively associated with self-as-other and thinking.
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Table 10. Factor Analysis Summary

FIVE FACTOR SOLUTION: SELF-CONCEPT
FACTOR LABEL

POSITIVE LOADINGS

NEGATIVE LOADINGS

1

"Objective Other"

"Other-as-Object" ("It")
Extroversion
Intuition

"Self-as-Subject" ("I")

2

"Past Orientation"

Past tense
Task Orientation

Present tense
Judgment

3

"Subjective Other"

"Other-as-Subject" ("You")
Future Tense

Intuition
Task Orientation

4

"Introversion"

Introversion (MBI)
Judgment (MBJ)
Task Orientation

Extroversion (DISC_EXTRO)

5

"Objective Self"

"Self-as-Object" ("Me")
Thinking (MBT)

Multiple regression analyses indicate that the “self-as-subject” (“I”) was predicted by increased
use of the past tense and higher levels of introversion. The higher use of “self-as-object” (“Me”) was
predicted by higher Myers-Briggs “thinking” scores (MBT). Higher use of “other-as-subject” (“You”) was
predicted by higher proportional use of the future tense. Higher use of “other-as-object” (“It”) was
predicted by lower proportional use of verbs of all tenses and higher extroversion scores on the DISC
(DISC_EXTRO) and higher introversion scores on the Myers-Briggs (MBI).
For the proportional use of verb tenses, the following was found: (1) there was no model that
predicted the use of the past tense; (2) increased use of the present tense was inversely related to both
the use of “self-as-object” (“Me”) and “other-as-object” (“It”); and (3) the higher use of the future tense
was predicted by a greater use of the “other-as-subject” (“You”).
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Table 11. Summary of Multiple Regression Results

MULTIPLE REGRESSION RESULTS: SELF-COMPONENTS
Dependent Variable

Predictors

"Self-as-Subject" ("I")
"Self-as-Object" ("Me")
"Other-as-Subject" ("You")

Introversion (+), Past Tense (+)
Thinking (+)
Future Tense (+)
Extroversion [DISC] (+), Introversion [MBI] (+), Past Tense (-),
Present Tense (-), Future Tense (-)
--Self-as-object ("Me") (-), Other-as-object ("It") (-)
Other-as-Subject ("You") (+)

"Other-as-Object" ("It")
Past Tense
Present Tense
Future Tense

Conclusion
The results of this exploratory study are quite interesting in a number of ways.
First, there was a profile of component usage that could be scaled across cases. In the profile
for self-narrative, people situated themselves primarily with respect to “other-as-object” (“It”)
references using primarily the present tense. This was an important finding because it indicated that
the self-concept is not centered a priori on the “self-as-subject” (“I”) as assumed by Kuhn and
McPartland (1954). In other words, people described themselves in terms of external referents in the
specious present. Those that used proportionally more other-as-object references were more likely to
be behaviorally extroverted (the DISC_EXTRO measure) and had higher Myers-Briggs intuition scores
(looked for abstract patterns).
Second, introversion and reflection were linked to the “self-as-subject” (“I”), the “self-as-object”
(“Me”), and the past tense. This finding is consistent with the Meadian notion that the “I” and the
present are “textured” by the past. (Mead 1964) Thinking as “internal conversation” is linked with the
past.
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Third, there was a strong link between the “other-as-subject” (“You”) with the future tense. In
other words, the subjective other was associated with an anticipated projection of consequences. For
Peirce, this occurs as a function of projecting a range of possible consequences given one’s situation.
For Symbolic Interactionists, the subjective other is accessed through the “other-as-object.” Thus, this
finding seems to be more consistent with a Peircean view.
Although the “other” has been viewed as a monolithic entity, it is clear that the “other-asobject” (“It”) is narratively quite distinct from the “other-as-subject” (“You”). Despite the fact that the
other must empirically be interacted with via an “other-as-object,” the extent to subjectivity is
attributed to the other remains an important theoretical issue.
Individuals located themselves in the present with respect to the “other-as-object.” The
Symbolic Interactionist approach of “behavioral pragmatism” views the “other-as-object” as an indicator
of the presumed “other-as-subject’s” intentions. The other, then, is an “It”/”You” composite.
However, the projection of the future is associated with the “other-as-subject.” For Peircean
pragmatism, the “other-as-subject” (“You”) is what is being expressed by the “other-as-object” (“It”).
But it is only necessary for the “other-as-object” to be the vehicle of symbolic communication of
meanings.
The past is clearly situated with the “self-as-subject” and the “self-as-object.” Reflection and
thinking, what Mead referred to as “internal conversation” is past-oriented.
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Figure 1. A Schematic that Accommodates Both Pragmatic Views of the Self

COMPONENTS OF THE SELF
Self-as-Subject ("I")
Past tense, Introversion
Other-as-Object ("It"), Extroversion,
Intuition
↕

PRESENT
↔ --Self-as-Object, Other-as-Object,
Past Tense, Judgment

Other-as-Object ("It")
↔ Extroversion, Intuition, Introversion
Past, Present, Future tenses, Self-asSubject ("I")

PAST
Task Orientation, Introversion, Judgment
Present Tense, Other-as-Object
↕

Self-as-Object ("Me")
Thinking
Present Tense

↕↕

FUTURE

Other-as-Subject ("You")

↔ Other-as-Subject
↔ Future Tense
Intuition, Task Orientation, OtherIntuition, Task Orientation
as-Object

Figure 1 is a schematic that organizes the various results found in this study into a single
schematic. The “other-as-object” is the empirical aspect of both the “other-as-object” and the “otheras-subject.” The relationship between the two aspects of the other is assumed to be unitary. The
“other-as-object” is associated with behavioral extroversion, intuition, and contemplative introversion.
The “other-as-subject” is associated with the future tense.
The self-referential components of the “self-as-subject” and the “self-as-object” are mediated
by the past. This would indicate that “internal conversation” (“thinking”) is a reflective process. The
“self-as-object” is associated with thinking. The “self-as-subject” is associated with introversion and the
past tense. The past tense is associated with task orientation, introversion, and judgment.
The “specious present” mediates between the “self-as-subject” and the “other-as-object.” This
relation would be the field of interaction that is so central to Symbolic Interactionism and the behavioral
pragmatists. The negative loading of the “other-as-object” and the present tense was a function of the
fact in post hoc analysis that individuals tended to list more than one “other-as-object” in conjunction
with a single present tense verb. The quantitative result is that a negative correlation exists between
the two variables.
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The future tense mediates between the “self-as-object” and the “other-as-subject.” This nexus
is central to the Peircean pragmatists that are interested in projected meanings of abduction and
alignment. This is parallel to the alignment described by ethnomethodologists. (Garfinkel 2006;
Robillard 1999)

Discussion
The scheme depicted in figure 1 is not incommensurate with either pragmatic view of the self.
Furthermore, this study indicates that introductory self-narratives reveal not only a patterned mode of
expression, but that such communications provide a glimpse of how the self-concept is associated with
respect to temporal fields and “personality” attributes. Modes of expression are reflective of selfconcept and ways of “being-in-the world.”
It is probably the case that the interactive self-concept is a function of many variables including:
(1) the task at hand, (2) the familiarity of the interactants with the system of signs being used for
communication, and (3) the familiarity of the interactants with each other. For this study, the task was
an introductory self-narrative, translated into a second language, with an authoritarian audience. These
should be treated as scope conditions for the initial generalizability of results. Nonetheless, this study
does represent an initial attempt to empirically look at the self-concept explicitly in terms of
subjectivity/objectivity, self/other, temporality, and personality attributes. Some patterns were
detected. The study also provides some justification for a generic self-concept model within which
various approaches can be depicted.
The Symbolic Interactionist approach follows an inductive logic that begins with the “self-assubject:” “I”  present  (“It”/”You”)  future  “Me.” This approach can be viewed as being
subjective/objective. By this we mean that every subjective component is mediated by an objective one
and vice versa. (Lopata 2003; McCall 1984) The insistence of a behavioral aspect of meaning
21

necessitates an objective measure of “success” in the form of coordinated behavior. (Mead 1964;
Blumer 1969; Glaser and Strauss 1967) The contrary direction would be akin to the “Looking-glass Self”
(Cooley 1902; Yeung and Martin 2003).
The Peircean pragmatist approach follows abductive logic that begins with the “self-as-subject”
but proceeds to the “self-as-object:” “I”  past  “Me”  future  ”You.” This approach is an
intersubjective one; that is, the primary end-points of the process are the self-as-subject and the otheras-subject. This intersubjectivity can be seen as consonant with Buber (1987) and Garfinkel (1967) in
that the shared understanding via communication is sufficient to presume consummation of action. The
contrary direction would be akin to “aligning” one’s actions toward expectations.
A third “approach,” not central to a pragmatic view, is the dramaturgical (Goffman 1959) or
phenomenological (Schutz 1970) one that follows deductive logic beginning with the “self-as-object:”
“Me”  past  “I”  present  “It.” These approaches may be seen as “interobjective” in the sense
that their function is to see how accurately the “self-as-object” (“Me”) can predict/explain the “otheras-object” (“It”). The contrary direction would be akin to the notion of the “Generalized Other.”
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English Word Stress: Teachable or Ignorable?
Hoi Ming Lee
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and
Cathy S.P. Wong
Department of English, The Hong Kong Polytechnic University

making ‘word stress visible by using your students
to make the shape of words’ (Laroy 2001: 48-49)
and producing practice and testing material for
word stress. Many professional teachers seem to
avoid teaching word stress rules explicitly and
more systematically. Perhaps they think that since
there is ‘no 100% consistency in English stress
rules’ (Hung 1993: 255), it is unwise to tell the
learners about any set of them directly.

Abstract
This research study explores what learning
strategies some Cantonese-speaking English
learners may be using to help them decide the
placement of stress in a word in order to gain an
insight into whether word stress is ‘teachable’ or
simply ‘ignorable’.
The results offer two
pedagogical insights. First, ESL learners need to
be explicitly instructed the concept of word stress.
Second, rules governing word stress have to be
introduced to students while teachers should
encourage them to use those rules that are
comprehensible to them.

Baptista (1989: 1) criticizes some of the
approaches in describing English word stress as
relying ‘only on analysis of the English language,
with no reference to the learner himself’. Do the
learners really prefer discovering what to pay
attention to and how to build upon the basic
awareness of word stress by themselves? Wong
(1991: 137) suggests that in the process of
acquiring English word stress, ESL learners may
have difficulties identifying the various parameters
and understanding their interaction. However,
they cope with these problems by some learner
strategies. Understanding a learner’s strategies
applied to the acquisition of word stress is
significant for teachers, because ‘with an
awareness of student prediction strategies,
teachers and course designers could discourage or
control their application where inappropriate, or
possibly even avoid their formation. They could
also take advantage of the strategies which are
based on true tendencies of the language to
facilitate the acquisition of the appropriate rules’
(Baptista 1989: 13).

1. Introduction
Word stress is rarely an element in the English
curriculum in Hong Kong pre-tertiary schools
despite the fact that the source of unintelligibility
in English, especially to native speakers, is word
stress, according to previous studies (Benrabah
1997, Derwing & Munro 2005, Field 2005). When
it comes to pronunciation teaching, emphases are
placed on correct articulation, sentential rhythm
and intonation instead, as word stress is
considered to be an area full of complicated
exceptions (Jenkins 1998, Roach 2009) and is not
systematically rule-based. Indeed, although many
course book authors acknowledge the importance
of word stress in pronunciation teaching, little is
written about how to teach it. Rather, they
emphasize helping learners to develop awareness
of word stress (Kenworthy 1997; Laroy 2001).
What are left for the teachers to do include
indicating ‘the stressed syllable on the board’ or

Most of the literature on word stress deals with
identifying the difficulties non-native English
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8. Will there be some pedagogical
significance derived from the study of
students’ strategies?

speakers face and how they can handle stress
placement. Seemingly, all have the learners in
mind. However, the learners actually remain
invisible in the studies. Not many, or perhaps no,
researchers have attempted to include in their
analysis the subjects’ reflection on their learning
experience, which possibly helps us to gain insight
into the strategies they really develop and the rules
they find most valuable for them to handle word
stress, instead of those assumed by the linguists.
The weakness of the previous studies on the
acquisition of English word stress lies in the fact
that second language learners’ performance is not
necessarily indicative of their underlying
phonological knowledge. The collection of the
observable data has to be supplemented by
listening to the subjects’ own description and
explanation of how they have arrived at a
particular formulation if the researcher wants to
draw a more accurate conclusion about what
strategies the subjects really use and what
components of pronunciation instruction the
learners will likely find most valuable for handling
English word stress. In the end, it is hoped that
teachers will benefit from the pedagogical
implications of the findings of the present study.

The results of the last four research questions will
be reported in this paper.
2. Method
2.1 Subjects
Speech data and verbal accounts were provided by
three male and three female Cantonese-speaking
teenagers aged between 17 and 19 years old. All
six subjects grew up in monolingual families in
Hong Kong and were studying Secondary Six in
the same Chinese Medium-of-instruction (CMI)
school when the research study was conducted.
2.2 The design of the study
There were two parts in the study. First, a word
list was used in the Reading Aloud task. It was
compiled based on Fudge’s (1984) detailed
classification of suffixes and the generalizations
he establishes for word stress. The word list is
given in Table 1 in the appendix. All the words
were randomized to avoid any explicit hints given
to the subjects. The second part was a focus group
interview conducted by the researcher. A simple
interview guide was developed to keep the focus
of the interview. The following questions were in
the interview guide.
1. What considerations will the subjects make
when they are to pronounce a word?
2. Do they know the concept of word stress?
3. How do they deal with word stress
placement?

In order to gain a better understanding of the
difficulties in learning stress placement, a study
was conducted. The research questions are as
follows:
1. Do Secondary Six students have problems
in English word stress placement?
2. Do they stress every syllable in an English
word?
3. Are they ignorant of stress shift brought
about by the addition of a suffix to a root
word?
4. Can English word stress be learned?
5. Have the students developed any
systematic approach to word stress
placement?
6. What are their word stress prediction
strategies?
7. Do their strategies really help them predict
word stress correctly?

2.3 Data collection and analysis
In the first part of the research study, the subjects
were each required to read aloud the randomized
list of 48 tri-syllabic words, half being root words
and half with suffixes. Their readings were audio
recorded and later rated by five ELT professionals
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seem to suggest that suffixation in fact facilitates
learning.

in terms of the accurate stress placement. Findings
of this part have been reported in Wong and Lee
(2013).

3.2 Group interview
The results of the second part of the study are
reported in this paper. The second part was a
semi-structured group interview conducted about
two weeks after the Reading Aloud task to elicit
some information of the subjects’ difficulties in
placing word stress on several specific test word
items and to collect their accounts of their own
opinions on their performance in the Reading
Aloud task. The researcher followed the interview
guide he had prepared and also topical trajectories
in the conversation that might stray from the list
when he felt that was appropriate. During the
interview, the subjects had to identify themselves
before giving an opinion in order that speakers
could be easily identified on the recording. The
interview lasted about 2 hours when all the pre-set
questions had been answered and all the important
information had been collected. The whole
process was audio-taped and later transcribed.
The content was then analyzed qualitatively by
searching for themes that would help the
researcher to answer the research questions and
clarify some ambiguities in the results of the
Reading Aloud task.

All the subjects except Subject 06 confirmed that
they did not have any knowledge about word
stress before. Subject 06 said that she had started
to pay attention to word stress ever since
Secondary One when her English teacher told her
class to heed the relationship between the syllables
and the sound of a word after a language game.
All six subjects reported that when they were
preparing for the Reading Aloud task, how to
deduce the correct pronunciation from the spelling
was their worry. For example, Subject 05 said he
was scared of the letters ‘x’, ‘z’ and ‘u’ as found in
words like ‘xenophobic’ and ‘horizon’.
In
addition to sounding out the letters correctly,
Subject 03 suggested that long words were
difficult as dividing it up into syllables would be a
challenging task. Subject 06 said word stress was
also her major concern for pronouncing a word.
Subject 05 remarked that ‘DEtriment’ sounded
strange to her ears. In short, when trying to
pronounce a word from printed materials, the
subjects in fact considered more factors than
simply the letter-to-sound correspondences.

3. Results
When given a word to read, Subject 01, Subject 03
and Subject 06 said they were used to making
association with some words with similar spelling
or applying their knowledge of the sounds of some
familiar combinations of letters. For example,
Subject 01 said he read ‘eccentric’ as ‘ecCENtric’,
because he knew ‘eLECtric’, and the two words
had similar spelling. Subject 03 said that the word
‘circumstantial’ was difficult to pronounce, but
then he associated it with ‘circular’ and he
recognized the letter combination ‘-tial’. What
was left behind was ‘-stan-’, so he was certain
there were four syllables. Subject 06 said she was
used to memorizing the sound of a variety of letter
combinations such as ‘un-’ and ‘-ial’ and she also
remembered the usual pitch of some of them.

3.1 Reading Aloud task
Results of the Reading Aloud task, the details of
which were reported in Wong and Lee (2013),
showed that the subjects’ average accuracy of
stress placement was 66%, just a little above
chance. This showed that they encountered some
difficulties in this area. While 73.6% of the
suffixed words were read with correct stress
placement, the accuracy rate of the root words was
only 58.4%, which suggests that the subjects had
trouble predicting where to place the primary
stress in non-suffixed words with three syllables.
Contrary to what Hung (1993) finds, our results
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different ways. Subject 03 explained that an
English word was made up of several syllables
while a Chinese word only had one syllable;
therefore, he would not stress every syllable in an
English word. Subject 04 said stressing all
syllables was unpleasant to her ears and her
exposure to English speech made her feel that
stressing all syllables sounded unnatural.

These helped her to pronounce a word. On the
other hand, Subject 02, Subject 04 and Subject 05
said they usually read aloud a word in the way that
it sounded natural to their ears. Therefore,
associating new words with previously learned
words is a strategy used by most subjects.
Subject 01, Subject 03 and Subject 06 had their
own observation of word stress. Subject 03
observed that long words and short words were
read in different ways. He quoted the pair
‘horizon / horizontal’.
He knew the word
‘horizontal’ but not ‘horizon’. Since he knew that
‘horizontal’
should
be
pronounced
as
‘horiZONtal’, he would not place stress in the
same syllable for ‘horizon’ and read it as
‘horiZON’ because the two words were different
in length. Similarly, ‘original’ was a familiar
word to him but ‘origin’ was a strange one. As he
pronounced ‘oRIginal’ with the stress on the
second syllable, it sounded unnatural to him if he
read ‘origin’ as ‘oRIgin’. Subject 01 observed
that when a noun became an adjective, the length
of the word usually became longer. Therefore, the
stress position of an adjective had to be closer to
the right of a word than that of a noun to sound
natural to his ears. Subject 06 would count the
number of syllables to decide the position of the
stress. She illustrated this idea with her treatment
of the four-syllable words. She said that she had
learnt from her observation that usually the third
syllable of a four-syllable word was stressed.
While Subject 05 commented that Subject 06’s
‘rule’ was more effective and reliable than Subject
01’s, Subject 03 agreed with Subject 01 more
because he thought that Subject 06’s ‘rule’ might
not work easily with a very long word.

Five of the subjects, except Subject 02, expressed
their views on whether students should be taught
some rules of English word stress such as those
described in Fudge (1984). Although Subject 01
and Subject 06 thought that such rules were boring
and could be confusing, they both agreed that
teachers should let students know about the rules.
Subject 04 and Subject 05 opted for teaching the
rules to students as they believed that no matter
how difficult it could be to master the rules, it was
still better than relying on luck. They all agreed
that rules had better be taught to Secondary 3 or 4
students, who probably had had enough exposure
to English word stress to understand the operation
of these rules.
In terms of the results in the Reading Aloud task,
Subject 06 and Subject 01 performed better than
the other four subjects. These two seemed to have
developed some ways of handling word stress
more successfully.
Subject 01, Subject 03,
Subject 05 and Subject 06 showed great concern
for dividing up a word into syllables and counting
the number of syllables. However, Subject 02 and
Subject 04 cared more about whether the
pronunciation of a word was natural to their ears.
On the whole, the majority of the subjects agreed
that word stress should be taught to students.

When asked why they did not stress every syllable
in a word, Subject 01, Subject 03, Subject 05 and
Subject 06 all answered that their teachers did not
pronounce words that way and so they would not
read English words like the way they read Chinese
words. Subject 01 added that when he listened to
English on the radio, he realized that Chinese
words and English words had to be read in

4. Discussion
The first three research questions were discussed
in detail in Wong and Lee (2013). This paper
focuses on the discussion about the subjects’
learning strategies for English word stress.
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of words that all subjects chose not to change the
stress placement. It is almost certain that the
reason for the unanimity lies in the fact that both
words consist of three syllables, while for the rest
of the pairs, when a suffix is attached to the root,
at least one more syllable is added to it too.

Several learning strategies can be identified
among the subjects. The six subjects shared the
strategies of placing stress in terms of suffixes and
according to the length of a word. However,
individual subjects might also have developed
their own special ways of handling word stress. In
the following sections, these strategies and the
significance of previous learning will be discussed.

4.3 Placing stress by memorizing the pitch of
some letter combinations

4.1 Predicting stress in terms of suffixes

Subject 06 said she was used to memorizing which
letters were always combined to form a unit and
sometimes its pitch in a word context. She
asserted that she remembered that the syllable
before the suffix ‘ial’ must be stressed. Subject 03
felt that the pitch of the syllable before ‘-ic’ had to
be raised higher. Subject 06’s self-developed
‘phonemic’ strategy seems useful and relatively
easy for Cantonese-speaking students, who are
accustomed to remembering the pitch of their
language morpheme by morpheme. Learning the
sound of a combination of English letters and its
usual pitch in a word is quite similar to learning a
Chinese morpheme by its tone.

For all six subjects, their average results in
suffixed words were higher than those in root
words by about 15%. Probably a suffix provides
some hints that make it easier to decide the stress
position of a word. For instance, in the group
interview, Subject 03 reflected that when
‘eLECtron’ was suffixed with ‘–ic’, he felt that it
was natural to raise the tone of ‘TRON’ or make
this syllable stronger. Subject 06 suggested that
when ‘ial’ was put in a 4-syllable word, usually
the third syllable would be stressed. For this
reason, she stuck to placing penultimate stress to
any 4-syllable words suffixed with ‘ial’ and
ignored the irregularities. The researcher thus
assumes that the subjects predict stress in terms of
the suffixes.

4.4 Placing stress according to a word’s part of
speech

It is an interesting finding that the subjects seemed
to follow ‘Fudge in using the term “suffix” for
certain identifiable morphemes, regardless of
whether or not the material that precedes them
constitutes an independent word’ (Burzio 1994:
199).

Subject 01 believed that the grammatical category
to which a word belongs to was a reliable clue.
He stated many times that the stress pattern of a
noun was different from that of an adjective and
explained that when the part of speech of a word
changed, there must be a change in the stress
position as well. In fact, his assertions that the
stress of a word had to be shifted when its part of
speech had changed and earlier stress had to be
assigned for nouns are verified to a considerable
extent. According to Fudge (1984: 32), ‘in all
such cases (noun-verb pairs), whether the word
contains a prefix or not, the stress is earlier
(‘further to the left’) in the noun than in the verb’.

4.2 Placing stress according to the length of a
word
Some subjects’ reflections in the group interview,
as described in Section 3.2, indicate that the
subjects generally placed stress according to the
length of a word. This seems to suggest that their
stress placement is influenced by the number of
syllables in a word. The performance of the
subjects in the pair of words ‘syllable / syllabic’
clearly illustrates this point. This is the only pair

4.5 No final stress
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an awareness of word stress, consciously as
Subject 06 did or subconsciously as Subject 01
and Subject 03, are able to construct some relevant
rules and generalizations that guide them to handle
stress placement in English words. In comparison,
Subject 06 and Subject 01 achieved more accuracy
than Subject 03, probably due to the fact that their
prediction strategies were derived from sufficient
data they had come across, through trial and error,
and were hence more refined and elaborate. A
learner’s effectiveness in placing word stress is
influenced by the presence and sophistication of
learning strategies.

Another strategy reported by this subject is that he
claimed he never stressed the final syllable of a
word because a high pitch put at the end would
make the hearer feel there was still another
syllable coming. As for words of which the part
of speech he could not be sure of like ‘zodiac’ and
‘metaphor’, he would assign initial stress to them.
Although he failed to provide any rationale, this
strategy of not giving final but initial stress to new
words also conforms to Fudge’s observation that
multisyllabic words tend to have either
penultimate or antepenultimate stress in that ‘most
of the exceptions to our rules are words with final
stress’.

5. Conclusion
4.6 Significance of previous learning
An understanding of the subjects’ difficulties and
Not having been formally taught about the concept strategies for stress placement provides some
or any rules of English word stress at school, the pedagogical inspirations. First, teachers need to
six subjects, as expected, encountered problems in introduce the concept of word stress to their
placing correct stress on the test items. However, students explicitly; otherwise, the awareness may
there are obvious differences in the results. To be too subtle to have any significant influence on
gain some insight into a possible reason for their the learning process. The awareness of the
different performance, they were invited to share existence of a phonological feature gives the
their learning history in the group interview. On learners a new perspective and hence a better
the issue of whether they could confirm that they treatment of the target language. Secondly, the
had not received any formal instruction about learners need to know there are suggested rules
word stress, Subject 01 and Subject 05 asserted governing word stress and they should be
that this was the case and Subject 04 was encouraged to learn and use those rules that are
uncertain. Subject 02 suspected that she had read comprehensible to them. Whether the teacher
about it in a dictionary while Subject 03 said he should explain the rules in detail depends on
noticed that when teachers corrected his students’ readiness for the complexity. The third
mispronunciation it was always related to the pitch. pedagogical insight is that the teacher should
Subject 06 remembered playing a scrambled word explain to students that certain learning strategies
game in a Secondary One English lesson. The they have derived may operate well in some
teacher drew their attention to how a word would situations but not in the others; all learning
be pronounced differently when some parts of it strategies have limitations. The learners will
were shuffled or taken away. Since then, Subject benefit more from a combination of different
06 had started her habit of memorizing the sound learning strategies. Careful curriculum design can
(and pitch) of each small part (syllable) of a word. also facilitate learners’ acquisition of word stress.
Probably, Subject 06 edged out the other five in It is generally believed that suprasegmentals such
the Reading Aloud task due to her awareness of as stress and intonation assume greater importance
than segmental elements like consonants and
word stress.
vowels (Pennington & Richards, 1986). However,
In summary, we can say that, given sufficient unless the learners have been taught the ways of
language exposure, subjects who have developed correctly breaking a word into syllables and
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gained the knowledge of vowel quality, they will
certainly have trouble determining the stress
placement of an unfamiliar word. Hence, equal
emphasis should be placed on both the
suprasegmental features and the segmental
elements in pronunciation teaching.

speaking ESL Learners. CUHK Papers in
Linguistics, n.3, 83-111.
Wong, C.S.P. & Lee, H.M. (2013). English word
stress – the role of suffixation.
Paper
presented at the PAC annual conference –
Spoken English Corpora: from annotation to
interphonologies, Aix-en-Provence, France.
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7. Appendix

Table 1: Word list in the Reading Aloud task
1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24

eccentric
domestic
incremental
diplomatic
zodiacal
democrat
enigma
incident
custodial
detriment
origin
consequence
syllable
charisma
horizontal
metaphor
zodiac
eccentricity
increment
custody
consequential
diplomat
aromatic
continental

25
26
27
28
29
30
31
32
33
34
35
36
37
38
39
40
41
42
43
44
45
46
47
48

continue
parasitic
horizon
incidental
metaphoric
original
xenophobe
ultimatum
continent
electronic
syllabic
circumstantial
enigmatic
aroma
xenophobic
continuity
domesticity
democratic
circumstance
ultimate
charismatic
parasite
detrimental
electron
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Abstract
Research has shown that setting performance and process goals positively influences
levels of confidence and belief in oneself. Psychological pre-performance routines,
which may include techniques such as arousal regulation, imagery, attention control,
and appropriate self-talk, are not always utilized systematically by athletes and
performing artists during regular practice sessions. However, if these techniques are
mindfully and consistently included whenever executing activities under pressure in
the practice environment, then this can lead to performance on demand. Using live
demonstrations and group involvement, the workshop leader will share a variety of
interventions and techniques illustrating how performance in the moment can be
enhanced through specific practice techniques. As with other sports and activities that
combine aesthetic artistry with athletic prowess, judging in the performing arts is not
without artistic bias, and can lead to unexpected or unpopular results. Areas of
interest to be discussed include learning how to set appropriate goals, changing
negative self-talk to positive self-talk, managing unhelpful thoughts, and performing a
mindfulness exercise for attentional control. Because performing artists must learn to
control personal emotions and feelings, and put issues and interfering thoughts on
hold while actually competing or auditioning, participants will also learn breathing
and muscle relaxation techniques that can actually be used effectively when
performing to regulate arousal and increase focus. Participants will be encouraged to
ask questions throughout the workshop.
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6. Abstract
Childbearing and childrearing are two distinct subjects. The spread of assisted
reprodictive technology, in this age of falling birthrates, makes an issue of the parental
life even more complicated for women than before. We cannot help but ask ourselves

what it means to be a mother at a time when women are entering the workforce in
increasing numbers. The notion of giving birth and raising children means something
quite different for women than it does men.
The time seems right, then, to reexamine William Faulkner’s “Miss Zilphia
Gant,” (1932) a short story about the curious fate of a deserted wife and her young
daughter. Known for its likeness to the author’s popular story “A Rose for Emily,” (1930)
it too addresses topics such as insanity, confinement, and repressed female sexual desire.
There are, of course, obvious differences between the two. In “A Rose for Emily” it
remains unclear whether or not the heroine was subjected solely to psychological abuse,
or to sexual abuse as well; in contrast, a physically abusive relationship is evident
between the mother and the daughter in “Miss Zilphia Gant.” Moreover, Miss Emily’s
oppressor is her father in “A Rose for Emily,” it is none other than the title character’s
mother in “Miss Zilphia Gant.” Why did Faulkner make this decision, however, when
mothers are presumed to be less violent than fathers? How should we interpret this
reversal of archetypical parental abuse? Does it suggest that Faulkner is biased against
abusive mothers?
In this presentation, I intend to reexamine the portrayal of Mrs. Gant as “the
mother as a monster.” A feminist psychological reading of her grotesquely exaggerated
“manliness” reveals that she offers no challenge to male authority, and merely serves as
the father’s substitute. Mothers must assume some aspects of the fatherly role since
childraising responsibilities are disproportionately imposed on mothers in modern
societies. Rather than being rewarded, however, mothers’ loyal efforts jeopardize their
femininity. It is because the role requires them to be strict, critical and controlling,
namely, to play as the imposer of rules. That creates a predicament where reliability
and devotion alone are insufficient for women with children to be deemed good mothers:
they are also expected to be summisive, admiring, and compliant. It is understandable,
then, that devoted mothers who assume some aspects of the fatherly role are often
characterized as powerful, dominant, cold, castrating, or otherwise “unwomanly” and
bad mothers—despite their “obediency” to male-centered societal rules. Mrs. Gant’s
“monstrosity” will thus contain traces of her desparate, but undoubtedly “feminine,”
attempt to become “the perfect mother” regardless of its impossibility.
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F e m i n i s t A l t e r a t i o n i n t h e C o u n t e s s o f P e m b r o k e ’s P s a l m e s
To m o k o Ta k e y a m a

Mary Sidney Herbert, Countess of Pembroke completed translating
P s a l m s b y 1 5 9 9 a f t e r h e r b r o t h e r , S i r P h i l i p S i d n e y, d i e d w i t h h i s
translation of the biblical text unfinished. The Sidney Psalmes has
a t t r a c t e d p u b l i c a t t e n t i o n , e s p e c i a l l y, t o P e m b r o k e ’s a l t e r a t i o n o f v e r s e
forms and meters. In fact, the work received much acclaim for adopting
various verse forms by many of her contemporaries including John
Donne. For this reason, criticism is mainly concentrated on its sources
and on comparison wi th cont emporary texts. However, when we exami ne
P e m b r o k e ’s t r a n s l a t i o n , i t b e c o m e s c l e a r t h a t h e r a l t e r a t i o n i s n o t
limited to poetic technique. Feminist alteration is remarkable in some
parts where women and sin are associated. Such alteration cannot be
found in other translations or commentaries of her sources.
Co mpared wit h her probable sources, t he Coverdale Psal ter, t he
Geneva Bible, Bishop Bible, the commentaries of Calvin and of Beze,
etc.,

it

is

appropriate

to

say

that

Pembroke

intended

to

delete

descri pti ons whi ch rel at e wo men t o si n. In part icul ar, it should be
noted

that

the

word

“womb”

was

completely

eliminated

in

her

translation. Although this word appears several times in Hebrew Psalms
as well as other sources, Pembroke used different expressions without
changing the general meaning.
In this research, I will mainly point out the alteration regarding
the word “womb” in the Psalmes and derive some possible reasons for
P e m b r o k e ’s a l t e r a t i o n i n t h e c o n t e x t o f t h e s o c i e t y i n e a r l y m o d e r n
England.
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Significance of Problem
This research resulted from my own experience in a classroom during a
traditional ‘Tabla Workshop’ at Srinakharinwirot University in Bangkok.
Considered to be a music study out of cultural sphere, this workshop was
organized for six consecutive years from 2005-2011. Covering 1-2 week, the
workshop welcomed 5-15 participants in each year. One of common problems
found in these workshops was that Tabla performance was very complicated. In
fact, it required high still of moving fingers and hands on the faces of a pair of
Tabla – one on the left and the other on the right. It was necessary to divide the
faces of each Tabla into exact sections so as to determine correction positions of
fingers and hands and consequently to produce accurate different sounds. In
conclusion, Tabla was considered to be one of the most difficult percussion
instruments in the world music society. On the contrary, the passage of knowledge
on Tabla performance relied on the oral tradition only. In other word, up to present,
Tabla performance was taught with traditional Indian style. Indian students may
face fewer problems thanks to their familiarization with the musical instrument and
Tabla unique sounds since their childhood. On the contrary, the teaching style of
oral tradition was very difficult for foreign students.
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In the past years, many Indian Tabla teachers or gurus created special sets of
Tabla notes. Unfortunately, all of them were in Hindi. When they were substituted
with English, they were merely a transcription of Hindi terms and notes. In fact,
records of Indian notes are incomprehensible for foreign students who hardly knew
how to produce the Bol1 or Tabla sounds including Dha, Tete, GeNa, Traka, Dhet,
etc. Despite the notes in a notebook or on a white board, the students could not tell
which fingers to beat or touch which parts of Tabla (right hand drum) and Bayan
(left hand drum) in order to produce the Tabla Bol sounds. This set of notation was
different from Staff Notation or western musical notation, which were represented
in a set of five horizontal lines with four spaces. Only single sound could be
represented. The Staff Notation helped a musician to press any keyboard as
indicated. But the present Tabla Notation has yet to enable a musician to do so,
because each of Tabla sound such as Dha, Dhet was produced by moving four
fingers of two hands and beating the faces of Tabla on both left and right sides at
totally different positions. Therefore my important problem during the four years
of learning Tabla was like many other students, I found out that it is quite difficult
to remember how to produce Tabla sounds in spite of dedicating a lot of time and
creativity in taking notes of the Tabla gurus’ explanation. Some students even
could not recognize the meaning of their own notes. This may be one of the most
important problems for Thai and other foreign learners. However, the unique
sounds produced by Tabla are still attracting a large number of music students and
budding musicians. Unfortunately, many of them end up with abandoning their
dream of learning Tabla.
As a result, I wish to find out more details of the problem so as to identify
the possibility of creating Tabla Notation that would solve the frequent problem for
new Tabla learners as well as would serve as a set of standard notation for Tabla
performance in the future.

Hypothesis
My hypothesis for this research is “It is possible to create a new set of
notation that can be perceived by Thai students which would solve the problems
frequently faced by beginning Tabla learners. It should be a recording system that
represents the positions of fingers and hands on Tabla faces on both right and left
sides. It should enable beginning Tabla learners who are not accustomed with

1

Bol means groups of words created to be played on Tabla are called Bol. In group of Bol may have large, strong or
soft words or any type of tempo is applicable. Various compositions are also different forms of Bol.

2

Indian culture to achieve a better memorization of Tabla Notation and hence a
better Tabla performance after a shorter period of learning.”

Objectives
1. To create a new set of symbols to represent the sounds of Tabla as
notation – not only able to represent the sound and rhythm, but also to
indicate the positions of hands and fingers on the faces of Tabla on both
left and right sides.
2. To identify the understanding level of new Tabla learners in Thailand
towards the new notation.
3. To solve the frequent problems of beginning Tabla learners in Thailand
at the initial stage.

Research Methodology
Mixed methodology used in this research includes Ethnomusicology,
Musicology, Educational Research and Mixed Methods Research (Quantitative and
Qualitative).

Working Process
1.
To conduct a research entitled “Problems in Learning Tabla in
Thailand”. Random sample was applied among the participants who had joined
Tabla Workshop at Srinakharinwirot University from 2008-2012.
Ethnomusicology was derived. The research tool was a semi-questionnaire-semiinterview comprising of both open-end and close-end questions. The data was
collected on both qualitative and quantitative basis.
2.
To conduct a research entitled “Problems in Teaching Tabla for
Foreign Learners”. A random sample was applied among the renowned veteran
Indian Tabla teachers who have had an extensive teaching experience with foreign
learners of various nationalities. Ethnomusicology was derived. The research tool
was an interview of open-end questions. The data was collected on a qualitative
basis.
3.
To conduct a research entitled “An Overview of Classical Indian
Music in Thailand”. A random sample was applied among the music teachers from
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different educational institutes who were interested in Indian music. An interview
of open-ended questions was derived. The data was collected on a qualitative basis.
4.
To create a new set of Tabla Notation by using the theories of
Musicology and Ethnomusicology. There was an assertion that all the sounds could
be represented by a new set of notations with the use of newly created symbols the meanings of which were mutually agreed among a respective music
community. Afterward, the new sets of notation were experimented. They were
read or used by Tabla experts in India. There were altogether three drafts of
notation. After several adjustments, the final draft was created and called ‘Tabla
Finger Set notation’.
5.
During the trial stage, an ‘Experimental Tabla Classroom’ was
conducted so as to test the comprehensibility of the new ‘Tabla Finger Set
notation’, which was a part of a research entitled “An Understanding Test in The
New Tabla Notation in Thailand” in three universities; namely, Srinakharinwirot,
Pibulsongkram Rajabhat and Kasetsart. A random sample was conducted among
music-major students of different years in the undergraduate and master’s degree
students – altogether 30 of them. Another research tool was a test with open-end
questions that can be divided into two parts. First, a test of theory understating –
reading and interpreting skills. Second, a test of practical skill – reading the new
‘Tabla Finger Set notation’ and promptly perform Tabla as ‘sight reading test’.
This trial was based on Educational Research and Music Education basis.
6.
Conclusion of research results by using Mixed Methods Research.
The data acquired from quantitative and qualitative research were then analyzed
before the conclusion was reached on the principles of Ethnomusicology.

Research Result of Problems
The research entitled “Problems in Learning Tabla in Thailand” shows that
beginning learners are not accustomed with Indian musical culture nor Tabla,
traditional Indian percussion. They are not even used to the style of oral tradition,
in which there are no notation to enhance the learners’ memorization. Therefore
with time constraint, some new learners are possibly to perform Tabla correctly but
after the time passed by they forget how to play without notations, and another
some new learners are not able to perform Tabla correctly. Each learner has to find
their own surviving method. Some learners rely on their own taking note of
descriptive phrases or sentences while others derive a multitude of symbols and
alphabets. But after a certain period of time, the learners find out that they could
not remember or recognize their own lecture notes. What do the symbols,
alphabets or even a whole descriptive paragraph mean actually? The problem is the
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lecture notes are not based on any format. In fact, they are like an impromptu note.
As a consequence, this is a major problem for a very small number of Tabla
learners in Thailand, and many desperate learners have to abandon their Tabla
learning project after learning it for a while.
The research result is confirmed by the information provided by Indian
Tabla teachers or gurus with extensive teaching experience to foreign learners in
the research entitled “Problems in Teaching Tabla for Foreigners”. Gurus say that
foreign beginning learners have to invent their own memorizing tools depending
on their own personal experiences. As a result their note-taking systems are quite
various. All gurus agree that “…the researcher has a full right to create a new set
of Tabla Notation that can promote better memorization, with the main objective to
enable new Tabla beginning learners especially foreigners to achieve a correct
Tabla performance so freely …”

Processes of Creating A New Set of Tabla Notation
I created a new set of notation to promote Tabla beginning learners’
memorization as well as to help them to understand the movement of fingers and
hands on the Tabla on the left (Bayan) and on the right (Tabla). Using different
sets of symbols, I designed altogether three sets of notation during the year of
2011-2013. I also learned how to play Tabla from the fundamental to advanced
level of performance simultaneously.
For the first draft, I was working on the set of vertical symbolic notation
with 5 horizon lines which each line indicates the part of Tabla facet as below,

(Illustration no.1: First draft of The New Tabla Notation)
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But after I finished the courses of fundamental Tabla performance in 2011, I
found a problem – the first set of notation was difficult to read. Moreover, not all
Tabla sounds could be represented in this set of notation. It fact, it was an
additional work for the new learners who had to memorize this set of notation on
top of usual assignment. It did not correspond to the research objectives indeed.
Then I created the second draft of vertical symbolic notation which was less
complicated than the first one as below,

(Illustration no. 2: Second draft of The New Tabla Notation)
However, there was still a problem of separating notation for right and left
hands. Also it cannot be clear about the posture of fingers and hands to produce the
Tabla Bol sound. I thought the second set did not correspond to the research
objectives either.
It was, therefore, necessary to reconsider the Tabla sounds produced by left
and right hands before a new set of notation was to be created. Meanwhile, I
proceeded to learn advanced Tabla performance. I gradually realized that the Tabla
sound productions differed from each Tabla Gharana or school of Tabla2. The
main obstacle for learners was the sounds of each school were totally unique.
Likewise, the sound production was extremely different from one another. In other
words, each school of Tabla had their own techniques of hand and finger
movement to produce their characteristic sounds. This was the most important
factor that made it quite difficult to create a new set of Tabla notation. It seemed
that there should be endless sets of notation to represent the endless sounds
produced by a pair of Tabla.
Fortunately after finishing the course of advanced Tabla performance, I
found that it was impossible to create “one symbol for one sound”, because Tabla
2

Tabla Gharana or School of Tabla means a tradition of that particular art takes birth. This tradition comprises the
history and achievements of artists. On the basis of the practical improvement of the art, the creation of different
style and its development is also entered in the tradition. Six Gharanas are prevalent named of Tabla; Delhi,
Ajrada, Lucknow, Farrukhabad, Banaras and Punjab.
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Bol sounds are differed from one school to another. Moreover there was
wa a great
variety of Tabla compositions
composition that required different technique of finger and hand
ha
movement. List of sounds seemed to be endless indeed.
I gradually realized that the best solution was to determine some symbols to
represent fingers and hands as well as the positions on the Tabla faces. As a matter
of fact, a huge set of symbols was unnecessary.
unnecessary. Only a small number of symbols
were enough as long as they were clear and “could be mixed” so as to represent
different sounds of difference schools of Tabla or more and ad
advanced or
complicated Tabla composition
compositions.
s. In conclusion, a compact set of notation should
be able to represent the production of endless sounds. The third draft was created
and called “The Tabla Finger Set Notation”.
Notation

The Tabla Finger Set Notation
Understanding the nature of Tabla performance, I realized that a good set of
notation
tion should be minimal, but practically be arranged to represent endless sounds
produced by Tabla. I called it ‘The Tabla Finger Set Notation’.
Tabla performance requires using both hands on a pair of drums called
Tabla. Normally the left hand is placed on base bigger drum called Bayan and the
right hand on treble smaller drum called Tabla.

(Illustration
Illustration no. 3: A pair of Tabla: Tabla(right) and Bayan
Bayan(left)

Considerably, the
he symbol selection to be included in the new set of Tabla
notation was based on the
he nature of Tabla performing gesture.
gesture
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1. Nature of Placing Hand on the Left Drum or Bayan
There are two basic positions:
1.1 Hand and fingers are bent and placed on the Tabla face, and beat
the bent fingers against the Tabla face.
I choose the alphabet C to represent the bent hand.

(Illustration no. 4 : The 1st Notation – C )

1.2 Hand palm is placed on the Tabla face and sounds are produced by
beating the palm with 5 fingers firmly closed against the Tabla face.
I choose the symbol rectangle to represent the palm placed on Tabla
face.

(Illustration on. 5 : The 2nd Notation -

)

Therefore there are only two symbols involved with sounds produced
by base drum or Bayan. They are alphabet C and rectangle .

2. Nature of Moving Fingers on Right Drum or Tabla
Tabla performance requires only three major fingers regardless of various
or advanced Tabla songs.
In order to differentiate the three fingers I derive Arabic numbers to
represent the three fingers.
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2.1 number 1 representing
repres
index
2.2 number 2 representing middle finger
2.3 Number 3 representing ring finger

(Illustration
Illustration no.
no 6: The 3rd , the 4th , the 5th Notation - 1, 2, 3)

3.Nature of Important P
Part on Tabla Faces
Different sounds of Tabla are produced at different
dif
part
arts on Tabla faces.
Therefore each part on Tabla faces are quite important for sound production and
hence require good attention of new beginning learners. Likewise, a good set of
Tabla notation needs to comprise of good symbols that represent “the
“th parts of
Tabla face” very clearly so as to ensure smooth and correct Tabla performance.
Positions in each part of Tabla on both right and left sides as Tabla and
Bayan, respectively are as follows:
- Chanti – outer ring of the drum
- Lau – inner ring of the drum
- Syahi – black circle on the Tabla face

(Illustration
Illustration no
no. 7 : Part of Tabla and Bayan)
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I find out that fingers and hands are usually placed on Chanti or between
Chanti and Lau. It can be said these are common positions that require no specific
symbol.
On the other hand, it is necessary to assign some special symbols to
represent the positions of fingers on the Tabla face. They are two of them.
3.1 When it is necessary to beat the fingers on the Syahi or the black circle
on the Tablaa face, I choose the symbol of black underline as below
below.

(Illustration no. 8: The 6th Notation –Playing
Playing on Syahi)
Syahi
If this underline is accompanied with an Arabic number, it means that the
drummer needs to beat that particular finger on the Syahi such as the number of 23
on the ‘Black Underline’’ as below demonstrates that Tabla artist will use the 2nd
and 3rd finger beating on the part of Syahi on Tabla facet.

(Illustration no.9 : An example –2nd and 3rd finger playing on Syahi)
Syahi

3.2 When it is necessary
necessar to press the tip of ring finger against the Syahi – an
important helpful gesture to produce such major sounds as Na, Ta and Dha – I
choose the symbol of ‘Black Dot’ to demonstrate that gesture as shown in the
illustration below.
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(Illustration no.10 : The 7th Notation – Put the ring finger tip on the border of Syahi
Syahi)
Therefore, the ‘Black Dot’ represents putting the ring finger tip on the
border of ‘Syahi’

Nature of Producing Open Sound, Closed Sound and Flipping
4.Nature
Tabla performance requires a high-skilled
hi skilled technique of producing Open
Sound and Closed Sound in certain Bol Tabla sounds. It is therefore necessary to
come up with specific symbol to represent the finger positions different from
normal drum performance. Moreover, each schools of Tabla hhave their own
technique of producing Open Sound and Closed Sound. I choose different symbols
as follows:
4.1
.1 Open Sound
Open Sounds means powerful and resonant sounds.
I choose the symbols of ‘White Circle’ above any Arabic
numbers which represent
epresent different fingers. It means that if a number is capped with
a ‘White Circle’,, the drummer needs to beat that particular finger to produce Open
Sounds, as illustrated below:

(Illustration no. 11: The 8th Notation –Open
Open sound)
sound
When the circle
circle is written above any Arabic number of finger
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that means the drummer has to produce the open sound by that particular finger as
an illustration below.

(Illustration no. 12 : An example – Open sound on the first finger)
4.2 Closed Sound
Closed Sounds means flat and non
non-vibrating
vibrating sounds.
I choose the symbol of full ‘Black Dash’ above any Arabic
numbers of fingers as demonstrated below.

(Illustration no. 13 : The 9th Notation –Closed
Closed Sound
Sound)

For example, 23 means that the drummer need to beat his middle
finger (2) and ring fingers (3) tightly on the Tabla face without any resonant so as
to produce closed sounds.

(Illustration no. 14 : An example - Closed Sound)
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4.3 Flipping
Flipping is special technique of flipping the right hand on Tabla
face so as to produce the Bol sound – especially Dhere and Tere. The technique is
to flip the palm to the left and back to the right.
I choose the symbol of ‘An arrow with two pointed ends’ to
represent the hand-flipping as illustrated below.

(Illustration no. 15 : The 10th Notation – Flipping Hand)

5.Nature of Tabla Beat of Rhythm
Tabla Rhythmic System called Tal or Taal3 is very complicated with
accumulation of rhythm being very different form by western music. It is necessary
for a new beginner to acquire basic understanding of Indian rhythmic system.
Therefore, as every notation, the new Tabla notation should have some sign to
demonstrate the beat of rhythm.
As Tabla Notation created by Indian Tabla gurus named Vishnu
Digambar System and Bhatkhande System, there are signal of a curve
or a
straight line
to represent the beat of rhythms as shown in the illustration
below.

3

Tal or Taal can be defined as plinth or base also. It is described that the means used for measuring the time in
music is called ‘Tal’. Tal is created be many ‘Vibhags’ and ‘Matras’ (cells & units). Tal binds the music in a stipulates
time frame. ‘Matra’ is the unit for measuring the time or beat in music. ‘Laya’ or rhythm is the constant speed of
time in music. ‘Vibhag’ is the small cells in ‘Tal’. For example, there are 16 Matras in Teen Tal and it has 4 Vibhags
having 4 Matras in each Vibhag.
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(Illustration no. 16 : An example – Signal of the beat in Tradition
Traditional Style)

An example above shows the beat of Tabla bol sound as 1 beat in each
sound.
Therefore, by that style of symbol, I decided to create a similar symbol as
a ‘Blocked Line’ to represent the beat of rhythm as illustrated below.

ion no. 17 : The 11th Notation – The Beat of Rhythm
Rhythm)
(Illustration

It can be written with Tabla Bol as an illustration below.

(Illustration no. 18 : An example – The Beat in The Tabla Finger Set Notation)

Based on the illustration, the Bol sou
sound is represented
ented by an English
alphabet. When it appears on a ‘Blocked Line’ it means that sound has to be
played within one beat.
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Therefore, the symbol of ‘Blocked Line’ determines one beat.
beat
The main reason for my adherence with conventional Indian notat
notation is to
help new learners to get used to Basic Indian Notation. After knowing all the basic
conventional symbols, the new beginners are ready to use the New Set of Tabla
Notation. After that, they are ready to proceed with even more advanced Indian
notation systems.

6.Accompanying
Accompanying Symbols To Ensure Correct Performance
In addition to symbols that represent positions and movement of hands
and fingers, I choose other symbols to facilitate the comprehension of the New Set
of Tabla Notation. I hope the additional symbols will ensure the new learners’
understanding of the notation and subsequently a correct sound producing
producing.
6.1The
The symbol to indicate a continuation between notes.
notes

(Illustration no. 19 : The 12th Notation – Continuation)

It can be written
tten with other sign or numeric notation as an illustration
below.

(Illustration no. 20 : An example – Continuation)
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Based on the illustration, the drummer has to put the middle finger (no.2)
and the ring finger(no.3) beat on Tabla at the same time following
following with the first
finger continuously.
The symbol to indicate a rapid continuation between notes - so
6.2The
fast as if a single note.

(Illustration no. 21:: The 13th Notation – Rapid continuation as the single note)

It can be written with other sign or numeric notation as an illustration
below.

(Illustration no. 22 : An example – Rapid continuation as the single note)

Based on the illustration, the drummer has to put the middle finger (no.2)
and the ring finger(no.3) beat on Tabla at the same time
time following by the first
finger and ,then, placing the middle finger and the ring finger on Tabla again by
rapid continuously as if all are the single note.
In conclusion ‘Tabla
Tabla Finger Set Notation’
Notation comprises
mprises of 13 symbols as
mentioned above.
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When mixed or arranged, these symbols can be a communicative tool just
like other well-known musical notations. It represents the Tabla sounds as well as
indicates the finger and hand positions and movements to produce correct Tabla
sounds.
By arrangement, the symbols can represent the various major Tabla Bol as
the table below.
Tabla Bol

Tabla
Finger Set
Notation

Ta

1●

1st finger beat on
Chanti, 3rd finger tip
put on the rim of
Syahi

-

Na

1●

1st finger beat on
Chanti ,3rd finger tip
put on the rim of
Syahi

-

Ti, Te

23

2nd and 3 rd fingers
beat on Sayahi with
close sound

-

Re, Ra

1

1st fingers beat on
Syahi with closed
sound

-

Tete

23/1

2nd and 3rd fingers
beat on Syahi at the
same time following
by 1st finger beat on
Syahi with closed
sound

-

Ge

Right hand Position

C

-
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Left hand Position

2nd and 3rd fingers bent
in the curve as ‘C’
shape hit on Lou at the
border of Syahi

Tabla Bol

Tabla
Finger Set
Notation

Right hand Position

Ki, Kit, Ka

-

Left hand Position

Place the flat palm on
the surface of Bayan

1st finger beat on
Beat the palm on the
Syahi with open sound surface of Bayan

Tin

1

Dha

C1●

1st finger beat on
Chanti, 3rd finger tip
put on the rim of
Syahi

2nd and 3rd fingers in the
curve as ‘C’ shape hit
on Lou at the border of
Syahi

Dhin

C1●

1st finger beat on
Syahi, 3rd finger tip
put on the rim of
Syahi

2nd and 3rd fingers bent
in the curve as ‘C’
shape hit on Lou at the
border of Syahi

Dhere

C

Fling the hand by
right to left on the
surface of Tabla

2nd and 3rd fingers bent
in the curve as ‘C’
shape hit on Lou at the
border of Syahi

Tere

Tirkit

Fling the hand by
right and left on the
surface of Tabla
23/1/

/23

2nd and 3rd finger beat on
part of Syahi on Tabla
with closed sound,
following by the 1st
finger. Put the 2nd and 3rd
finger continuously on
the Syahi after left hand
put on Bayan.

-

Put the flat palm on
Bayan in between the
Bol of 2nd and 3rd finger
playing on Tabla

(Illustration no.23 : Table of Tabla Bols with Tabla Finger Set Notation)
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By all signals and symbols also Arabic number which was chosen to create
‘The Tabla Finger Set Notation’, all basic Tabla composition can be possible to
write down as general music notation. Specially, the students can read and realize
which positions of fingers and hands should put or play on which part of Tabla or
Bayan by ‘The Tabla Finger Set Notation’. The Illustration below will show the
complete basic Tabla composition written by ‘The Tabla Finger Set Notation’.

(Illustration no. 24 : Basic Tabla composition in Tabla Finger Set Notation)

Minimal and easy, ‘The Tabla Finger Set Notation’ can help new beginners
to achieve better memorization without an otherwise burdensome recitation if they
understand the meanings of the symbols. Easy to understand, ‘The Tabla Finger
Set Notation’ can be interpreted as Tabla Bol sound. They can also be used to
record new Tabla Bol sound or different techniques of different schools of Tabla,
clearly and endlessly.
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Comprehensibility Test and Result
As this research produces an innovative musical tool, it is necessary to test
its efficiency in an actual practical condition. I decide to test the comprehensibility
of ‘Tabla Finger Set Notation’ with an aid of Music Education, which serves an
important basis for a test of symbol understanding and reading for an actual
performance.
I conduct Experimental Tabla Classroom in three state universities in
Thailand – Srinakharinwirot University in Bangkok as the major institution hosting
Tabla Workshop on a continual basis; Kasetsart University in Bangkok and
Pibulsongkram Rajabhat University in Phitsanuloke. Participants in the
experimental classroom are undergraduate students majoring in music from Year 1
to Year 4 and master’s degree students also majoring in Music. They never learn
Tabla before. The total number of participants is 30 (10 from each university).
In order to test the students’ understanding of ‘Tabla Finger Set Notation’,
all the experimental classrooms have to comply with the same conditions:
- The test covers only two hours.
- Within 30 minutes, the participants have to learn basic hand and finger
positions and movements as well as one basic song from Tabla teacher from India.
- Within 30 minutes, the participants have to learn how to read Tabla Finger
Set Notation from me.
- Within 30 minutes, the participants have to do a test of theory (25
questions).
- Within 30 hours, the participants sit for a test of practice understanding of
reading ‘The Tabla Finger Set Notation’ in intermediate and advanced Tabla Bol
(altogether 5 sets of notes without any prior arrangement). Then the participants
have to perform on Tabla in the ‘Sight Reading’ style in front of Tabla Guru who
determines the accuracy of sound production.
The research result shows that Thai beginning learners’ satisfaction of Tabla
Finger Set Notation can be divided into three levels:
1. Excellent. The satisfaction is 100%. 7 persons or 23.33% of all
participants.
2. Very good. The satisfaction is 90-100%. 20 persons or 90% of all
participants.
3. Good. The satisfaction is 80-89%. 3 persons or 10% of all participants.

20

Conclusion
After finishing this research, I achieve one major objective of creating ‘The
Tabla Finger Set Notation’ with an aid of 13 symbols – all of which are widely
known and already available in computer program. When these symbols are
assigned with certain specific meanings, they can serve as a universal
communicative tool. Moreover, when rearranged differently, they can represent
hand and finger movement and positions on the face of Tabla. In fact, they are
meaningful and can be read just like normal musical notation. In other words,
readers can understand the hand and finger positions and movement and interpret
the symbols into a complete Tabla composition. This is the uniqueness of ‘The
Tabla Finger Set Notation’ as a set of complete musical notation – quite different
from other notations for percussion instruments.
When the efficiency is tested with new Tabla learners in three universities in
Thailand, the result show that 23.33% of Thai beginners understand ‘The Tabla
Finger Set Notation’ in the excellent level; 90% in the very good level and 10% in
the good level. The lowest score is 83.33 while the highest is 100. It can be
asserted that the new Tabla learners can read and understand the meaning of ‘The
Tabla Finger Set Notation’. Moreover, ‘The Tabla Finger Set Notation’ helps the
new learners to memorize the hand and finger movement and positions on the
Tabla faces more easily and faster, which enable the new learners to achieve basic
Tabla performance within a short learning period. Relying on ‘The Tabla Finger
Set Notation’, the new Tabla learners can learn how to play Tabla in a correct and
efficient way. In order word, ‘The Tabla Finger Set Notation’ can guarantee a
correct and efficient way and more success of learning Tabla, which directly
corresponds to the objectives of this research.
The achievement and the comprehensibility test lead to an assertion that
‘The Tabla Finger Set Notation’ is a latest innovation in the world music arena;
because it can represent the Tabla bol sounds and indicate the hand and finger
position and movement on the face of Tabla and Bayan. They are easy to
understand. With an assistance of ‘The Tabla Finger Set Notation’, Tabla learning
can be much easier. This assertion is backed up by the fact that the new ‘Tabla
Finger Set Notation’ comprises of universally known symbols and the efficiency
test is already done in three universities in Thailand. The test result shows that the
‘The Tabla Finger Set Notation’ is easy to understand even for new beginners in
Thailand. The sample population is foreigners who do not have any basic
knowledge about Tabla performance. It can be assumed that ‘The Tabla Finger Set
Notation’ can be used by new learners who never learn Tabla performance before –
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either Thai or foreign learners. In short, it is a like a universal musical notation
indeed.
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ABSTRACT

The objective of this research is to make an analysis of the information from
British Newspapers about the situation in Japan at the end of the Edo period in order
to clarify the British stance on the situation. This is a part of the research to clarify
the diplomatic relations between Japan and Britain in the middle of the19th century.
The research method is to compare historical documents of several related countries,
called a multi-archival approach. In this presentation, the proposed methodology is to
make an analysis of British Newspaper articles from 1865 to 1866.
The hostilities between the Tokugawa shogunate, the Japanese feudal government
from the 17th century to the 19th century, and several feudal lords like the Choshu
clan came out into the open in the 1860s in Japan. The Tokugawa shogunate sent
their troops to the Choshu territory, and in the end, war broke out in 1866. One
popular theory says that the French supported the Tokugawa shogunate, while Britain
supported the Choshu clan. However, it has been clarified from an analysis of the
British government documents that the British government took a stance of the
neutrality in the hostilities. In this presentation, the British stance on the situation
in Japan is found from the perspective of the British stratum of society, based on an
analysis of British Newspaper articles. There were a lot of articles in the British
newspapers at the time about the situation in Japan, which shows a great deal of
interest in the hostilities.

One of the articles said that the Choshu clan offered

European aid, but it was fortunately declined.

Therefore, one of the expected

outcomes is that the British stance was not the side of the Choshu clan before the
outbreak of the war.
This presentation will reveal the details of the information from British
Newspapers about the situation in Japan from 1865 to 1866.
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A new women’s liberation movement called Women’s Lib occurred across Japan in
the late 1960s and 1970s. This grassroots second-wave feminist movement has been
studied in many disciplines, such as women’s history, gender studies, and sociology.
Although most studies have dealt mainly with the movement that developed in cities,
particularly Tokyo, little is known about the movements in other regions. In this
presentation,

I
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Group,

a

spontaneously

developed Women’s Lib group in Iwate Prefecture, located in the Tōhoku region, Japan.
I try to reveal the ideas and activities of the movement from the life stories of the key
members of the group.
In the first part of my study, I deal with the life-story of Obara Reiko (1935- ), a poet
and founder of the ‘Urara-Sha’ Reading Group. She was a leader of the Seikatsu-

Kiroku (Life-Writing) movement of young rural women of Iwate in the 1950s-1960s. By
writing about their own lives and reading about those of others, the participants in the

Seikatsu-Kiroku movement shared their experiences of gender discrimination with
other women and developed a critical stance towards the gender issues that rural
women faced. This process is thought to be similar to that of consciousness-raising in
Women’s Lib. In my understanding, the Women’s Lib movement in Iwate developed
under the influence of this grassroots self-educational movement. These methodological
characteristics of this movement continue today and can be seen in the activities
of ‘Urara-Sha’ Reading Group.
Next, I focus on Ishikawa Junko (1942-2008), who was the one of the core members
of the reading group. Ishikawa, together with Obara, problematized the true nature of
the continuity of the pre-war I’e (the patriarchal stem family) and the post-war Katei

(the modern conjugal family) and identified the repressive function of Katei. ‘UraraSha’ was created as an alternative to the Japanese family system and has been a
central hub of the reading group’s activities.
Ishikawa also questioned the concept of bosei (motherhood) in modern Japan based
on her own experiences with pregnancy, childbirth and breast-feeding, and sought to
rethink the bodily experience of being a woman using a local dialect, Tohoku-ben which
had been marginalized in the modern Japanese culture and society.
Obara and Ishikawa, beginning from their shared consciousness as women, raised
serious questions about modern understandings of the gender structure. Their ideas
and activities can be seen as Women’s Lib challenging Japan’s modernity, which is
concentrated in Tokyo, from Iwate in Tohoku; a place that has been historically
constructed as a peripheral region of modern Japan.
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6. Abstract
This paper discusses the role of Agnes Smedley, an American journalist and writer, in Chinese
feminism. Smedley’s support of Margaret Sanger’s birth control movement is a story familiar to
scholars. She was charged with violating a local anti-birth-control ordinance in 1918 and based
on her eight-month prison experience, so Smedley published a collection of four short pieces
entitled “Cell Mates” in 1920. Less well known is Smedley’s support of women’s issues in China
where she arrived in 1928. She did not only write about the situation of Chinese women but also
attempted to implant Western feminism in Chinese culture. In 1930, she published “Five Women
of Mukden” in The New Public and in 1933 she also brought an international spotlight on the
arrest of Ding Ling, a Chinese leftwing writer and feminist. In 1937, with the help of Sanger who
just finished her second academic trip to disseminate birth control theory in China in 1936,
Smedley organized the birth control movement in Yan’an, which was then the political center of
the Chinese Communist Party. This doesn’t mean, however, that she was respected in her time as
a feminist in China (in fact, she was notorious for her feminist activities). Even today, Chinese

scholarship characterizes Smedley simply as “a good friend to Chinese People” solely for her
support of the Communist Party, thus downplaying her role in Chinese feminism. In this paper, I
propose to shed light on Smedley’s literary and political activities involving Chinese women’s
issues that the Communist Party failed to address. I also discuss Sanger’s birth control movement
in China and the Chinese feminist Ding Ling who was imprisoned. In doing so, I hope to rewrite
the history of Chinese feminism in the 1930s—the narrative of which is curiously “erased” in
modern Chinese scholarship.

7. Full Paper
The Feminist Role of Agnes Smedley: Women’s Issues and Birth Control Movement in
1930s China

Introduction

Agnes Smedley (1892-1950) is an American writer best known for her semi-autobiographical
novel Daughter of Earth (1929) that has become a classic feminist work since it was reissued by
the Feminist Press in 1973. An ardent supporter of Margaret Sanger’s birth control movement,
Smedley also wrote for the Birth Control Review,1 a journal run by Sanger. Although Smedley
moved to Berlin in 1920, she kept in contact with Sanger and invited her to Germany for a lecture
trip. Smedley was thus instrumental in establishing Berlin’s first birth control clinic in 1928.
In retracing Smedley’s career, however, it must not be overlooked that her feminist orbit did
not end in Germany, for it is significant that she traveled further east, reaching China in 1929. In
China, Smedley did not only write about the situation of Chinese women but attempted to implant
Western feminism—most notably Sanger’s birth control movement—in Chinese culture. In 1934,
Smedley tried to open a birth control clinic in Shanghai as she had done in Berlin, though her
attempt was unsuccessful. In 1936, Sanger arrived at China to disseminate birth control theory.

With the aid of Sanger, Smedley tried to launch the birth control movement in Yan’an, then the
political center of the Chinese Communist Party, in 1937. Unfortunately, she failed again. To
further the feminist cause in China, Smedley also collaborated with her Chinese comrades—such
as Song Qingling (Madame Song Yat-sen), Xu Guangping (Lu Xun’s wife), and Ding Ling—and
campaigned for the struggle for liberation of Chinese women during her 11 years in China.2
What’s more, in 1933 she brought an international spotlight on Ding Ling, a Chinese leftwing
writer and feminist activist who was arrested by the Kuomintang or Nationalist government of
Chiang Kai-shek.
This series of Smedley’s activities on behalf of Chinese women doesn’t mean, however, that
Smedley was respected in her time as a feminist in China (in fact, she was notorious for her
feminist activities). Even today, Chinese scholarship characterizes Smedley simply as “a good
friend to Chinese People” solely for her support of the Communist Party, thus downplaying her
role in Chinese feminism. In this paper, I propose to recover Smedley’s feminist activities that the
Communist Party failed to address, specifically by shedding light on her campaign for Sanger’s
birth control movement in China. I also want to consider why the feminist role of Smedley has
been traditionally downplayed, or even ignored, in modern China. Through an analysis of
Smedley’s literary and political activities in China, I hope to rewrite the history of Chinese
feminism in the 1930s—the narrative of which is curiously “erased” in modern Chinese
scholarship.
Birth Control Activities
The oppression of women in China—symbolized by foot-binding—is a legendary issue of more
than 1000 years’ tradition3 in the pre-Communist society whose basic characteristics were the
highly centralized political system and patriarchal system.4 The strict ethical code that women
should be good daughters, good wives, and good daughters-in-law or mothers-in-law, together
with the practice of foot-binding, confined women to the domestic sphere. Women were thus

oppressed by their parents before the marriage, by their husbands after the marriage, and by their
sons or mothers-in-law after the death of the husbands. Therefore, arguably, women lost all rights,
such as property right, marriage and divorce right, educational rights, and even the right of giving
birth to babies. In particular, they had no right to decide the time of being pregnant and the
number of babies. Moreover, they would be discriminated by both the families and the society if
they could not produce babies, especially male babies. According to Yang Chongrui and Lin
Qiaozhi, who were pioneers of Chinese maternal and child health cause in the 1930s, the majority
of the Chinese women had typically four or five children while some had as many as fifteen
children, and the eldest mother was 54 and the youngest 15, who suffered a lot from the constant
child bearing resulting in prolapsed uteruses.5
The situation of Chinese women was totally opposite to Sanger’s feminist assertion that
women should have right to decide the time of giving birth and the number of the babies—an
assertion that held appeal for some of the scholars including Hu Shi in China. Sanger was invited
by Hu Shi to give a speech in Beijing University on April 4, 1922 during her academic travel in
Beijing and Shanghai.6 Sanger’s speech entitled “Birth Control’s What and How”7 incurred a
storm of criticism in Beijing, where birth control became a hot topic debated in various
magazines. 14 years later, in 1936, Sanger was invited again—this time by Song Meiling, also
known as Madame Chiang Kai-shek—to communicate with the medical staff in the China
Medical Association. Sanger’s birth control movement was originally intended to help lowerclass women in the United States, but Sanger’s idea, interestingly enough, influenced only some
of the educated Chinese people who lived in the city.
Sanger’s advocacy of women’s right had affected Smedley since 1917. An ardent follower
of Sanger, Smedley wanted to disseminate birth control in China, because birth control, in
Smedley’s view, constituted the basic right of women. The birth control movement was not
simply about the issue of “Chinese maternal and child heath.” It was about how women should

control their own bodies. Sanger claims that it is women—not men—who should have the right to
decide whether they want to be a mother, and how many children they want, because only women
risk their lives—but not men—in giving birth to babies. In her letters to Sanger in 1929, she
discussed the necessity of birth control education and the possibility of establishing clinics in
China like the one Smedley had left in Beilin.8
Smedley’s activities to launch the birth control movement can be divided into two different
regional scopes: in the Kuomintang or white region under the command of Chiang Kai-shek’s
Nationalist Government represented by Shanghai and in the Liberated9 or red region in charge of
the Communist Party represented by Yan’an. Initially, Smedley, in her early years in China,
hoped to establish a clinic in Shanghai, then the most international city where the citizens, to
some degree, had already known about Sanger and the concept of birth control. In 1922, Sanger
visited Shanghai and repeated virtually the same speech that she had made in Beijing University,
and magazines such as Women’s Monthly and Women’s Magazine and newspapers such as Shun
Pao had begun to publish articles on birth control. Shanghai citizens were thus familiar with the
idea of Sanger’s birth control but nonetheless Smedley failed in her first attempt in 1932. In her
letter, dated June 13, to Sanger, she observed that the major difficulty in China was not with
convincing people of the need of birth control, but that what they needed was the actual plan of
carrying out the birth control with an inexpensive method. 10 As she writes, “a pessary, or
chemicals for them—no, it is impossible. The thing is fantastic. They do not even have the money
for food.”11 She believed that the birth control movement could not take root until the country
experienced a social and economic revolution.12
Smedley’s second attempt began when she was in Yan’an in 1937. Yan’an was the political
center of the Communist Party, where women had equal rights with men and hence were called
“new women.” Women didn’t have to bind their feet and had the right of free marriage,
education, working and joining the army. The women’s emancipation movement reached its

climax under the Communist Party in the 1930s.13 Smedley asked help from Edgar Snow and
Sanger, and mounted a birth-control campaign in Yan’an and taught the women there how to use
the pessaries, and sometimes helped them put the pessaries in their bodies.14 To her surprise, she
could not get any support from the Communist Party, and her plan resulted in failure again.
What’s worse, she even became notorious for having disseminated birth control in Yan’an.15
Even women in Yan’an were not her supporters; in fact, she was ostracized because she disagreed
with Yan’an women who were politically and ideologically united, especially on the issue of free
love versus marriage.16 Smedley ended her eight months’ sojourn in Yan’an unhappily, without
accomplishing any important feminist activities.
Smedley’s campaign for birth control in Shanghai is not well known.17 But why is her effort
in Yan’an also neglected? Why did the Communist Party—promoting the idea of equality
between men and women—fail to endorse the birth control movement? Liu Xiaoli, a Chinese
scholar, suggests that the collective life in Yan’an and its derivation, personal heroism, preempted
and suppressed the individual or private space, and as birth control was regarded as personal
affair, it was rendered insignificant unless it was redeployed as a means to create the healthy
Communist army. 18 But this alone cannot account for the Communist Party’s silent hostility
toward Smedley’s birth control movement.
In a sense, birth control is the most basic right of women, compared to which, the rights of
education or participating in politics or in the revolution are secondary in the spectrum of
feminism, because birth control right is the natural human consciousness for women to control
their own bodies rather than of other’s. Furthermore, birth control is the internal right of women
that cannot be “given” or “controlled” by the Communist Party. Both Smedley and Sanger
consider that the right of giving birth to a baby is tantamount to the right of control over their
own body, which is totally against the patriarchal thought. The rights of education, working, or
joining the army are what the Communist Party can “give” and hence they are external rights.

These rights were generously given to women in Yan’an because they help the Communist party
get maximum support from Chinese people to fight again the enemy, while the internal right may
post a threat to their patriarchal regime. In the end, as scholar Zhou Jinghao observes, “the
Chinese revolution merely reconstituted gender inequality in a different form,” and the victory of
Communism (in 1949) actually meant that a patriarchal tradition prevailed again in China.19
Politics of Erasure
In the cultural memory of China, Smedley is figured simply as a Communist friend, but not as a
feminist. Take for instance Chinese translations of Smedley’s semi-autobiographical novel
Daughter of Earth.
There were mainly two Chinese editions of Daughter of Earth, one translated by Lin
Yisheng and published by Shanghai Hufeng Shuju in 1932, and the other translated by Tao
Chunjie and published by Writers Publishing House in 1956. The latter version, relatively widely
read in China, constructs the image of Smedley as a “revolutionary soldier” by deliberately
deleting parts of the original novel that foregrounds her feminist ideas.20 Specifically, it omitted
the whole 7th Chapter that describes the female protagonist’s frustration when she participated in
the Indian revolution. This chapter addresses the gender prejudice and sexual double standard that
some Indian revolutionaries have—against the backdrop of which we can best read the
protagonist’s deep thought on feminism and her criticism of the male revolutionaries. Such a
critical insight into the gender prejudice in working class and the patriarchal thought is entirely
eliminated in the 1956 Chinese version. 21 Thus, the Chinese version of Daughter of Earth
becomes a proletarian novel, and Smedley become a “great internationalist fighter” and “Chinese
faithful friend.”
In the late 1970s, Smedley was resurrected in the cultural memory of China. This

happened because the diplomatic relations between the People's Republic of China and the

United States were established in January 1979. Smedley’s Portraits of Chinese Women in
Revolution (1976) was subsequently translated into Chinese in the 1980s to “celebrate the SinoU.S. friendship.”22 There are two Chinese editions that were published only a year apart. One is
entitled Chinese People in Revolution published by China Outlook Publisher in 1984 in Beijing,
and the other is entitled Chinese Women in Revolution, published by the Liberation Army’s
Publishing House in 1985 in Beijing. The China Outlook Publisher founded in 1981 was
affiliated to Chinese Academe of Science,23 a scholarly publisher, while the Liberation Army’s
Publishing House, established in 1942 and attached to the Propaganda Department of the
People’s Liberation Army General Political Department, is under control of the Communist Party.
While the China Outlook publisher’s version is a relatively faithful reproduction of the
original, retaining Smedley’s sympathy toward the plight of Chinese women,24 the version of the
Liberation Army’s Publishing House edits the original and renders it a revolutionary Communist
text rather than a revolutionary feminist text.25 It induces readers to consider that the plight of
women is caused by feudalism and imperialism rather than by patriarchy. This version also omits
the Introduction by Jan MacKinnon and Steve MacKinnon and the Afterword by Florence
Howe,26 which portray Smedley as a feminist and praise Smedley’s contribution to feminism.2728
The Introduction and the Afterword are “paratexts” or frameworks that inform or revise our
reading. Without these paratexts, the Chinese readers are invited to read Chinese Women in
Revolution not as a work of the feminist imagination but as a work of publicity campaign. In the
end, the text induces readers to remember that it is ultimately the Communist Party that helped
free women from their miserable life, and that only via the Communist revolution can women get
the emancipation.

Conclusion
Thus, in China Smedley is remembered—if at all—as a “good friend” to Communist China,
and even the academic scholars are not interested in her feminist role in China, because

Smedley the Communist sympathizer is much more needed than Smedley the feminist.29 I
hope this paper helps lift the curtains of invisibility and silence that have shrouded not only
Smedley’s feminism but also the Communist Party’s erasure of it.30
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sentimental emotional adjectives and adverbs to eulogize the merits revolutionary women make and
induce readers to consider the plight of women is caused by the feudalism and imperialism. Second,
the Table of Contents is divided into three parts, “the dedicated,” “the song of suffering,” “the living
dead,” which are also the titles of the stories in this book. The three parts explicate women are
dedicated to the revolution in order to get rid of the sufferings, if not, they will live as dead people
who should be assailed in the society. In this way, the book can be read as revolutionary text rather
than a feminist one. Third, this version completely omits the Introduction by Jan MacKinnon and
Steve MacKinnon and the Afterword by Florence Howe,25 in both of which Smedley is clearly stated
as a feminist and Smedley’s endeavors on feminist movement is praised. Introduction and the
Afterword are “paratexts” or frameworks that inform or revise reading. Without these paratexts, the
Chinese readers are invited to read Chinese Women in Revolution not as a work of the feminist
imagination but as a work of publicity campaign, which induces readers to remember it is the
Communist Party that help the women getting rid of the miserable life, and that only via the
Communist revolution can women get the emancipation. Therefore, Smedley’s feminism is exploited,
instead, her revolutionary image is built up.
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See the Afterword of Portraits of Chinese Women in Revolution (The Feminist Press 1976), written
by Florence Howe, 167-191.
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MacKinnon says that “the portraits of Chinese women in this book document the awakening of
women, especially those from the lower class” See the Introduction of Portraits of Chinese Women in
Revolution, xxiv.
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Howe also asserts that he want to discuss Smedley’s major theme in this book, with special
attention to feminism See the Afterword of Portraits of Chinese Women in Revolution, 167-191.
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Why do Communism and feminism not go hand in hand in China? First, from 1930s to the end of
1950s, the mainstream culture was large influenced by Soviet Union. Feminism and women’s rights
were regarded as Western capitalist concepts and spiritual pollution in 1980s, so promoting feminism
is a great threat to the leadership of the Communist Party of China.29 Consequently, it is impossible to
let Smedley’s feminism disseminated around China. Second, the women’s right that CPC can give is
not the right that feminism advocated. Any kinds of right should not be the political tool but the full
and natural freedom, which, I think, is difficult to achieve under the communist regime, because,
originally, the definition of right in China is the metonymy of permission or prohibition. So the right
that feminism proposing the concept of naturally having, such as birth control, cannot synchronously
developed.
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Smedley disseminates feminism by her activities and her writing in 1930s, through which the status
of Chinese women then can be known as having been improved to some extent but having been under
control by the Communist Party of China. Moreover, the deliberated erasure of her feminist though in
the following times also implicate the emancipation of Chinese women is incompletely finished
because CPC is patriarchal regime by nature. The future solution of women’s issue needs women’s
efforts as Smedley did in the past, and also it depends on the degree of CPC ’s political openness, or
say, democracy.
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ABSTRACT
This study examined variability in each body part ("Hair" "Eye" "Skin" "Features
of face" "Upper-body" "Lower body") in male youth. The subjects were 63 male
University students. The results showed that, while they felt that it is easy to change
their "Hair", they felt their "Features of face" is hard to change.
[Keywords] body part, variability
INTRODUCTION
Recent years、young people who are not satisfied with the appearance of their own is
increasing. It has been increasing drive for thinness and both men as well as women
（Uragami, Kojima, Sawamiya & Sakano, 2009）
。Eda (2006) reported that some 47.4
percent are male University students who think body shape despite a "normal", and
would like thinner body shape than the current.
Among the appearance, the possibility that they are happy with the hairstyle, but
not satisfied with the eyes it is. Kanemoto, Yokozawa, & Kanemoto (1999)
experimented whether they are satisfied with each body part. The results, male
University students were not satisfied each body part. Kanamoto et al. (1999）said that
University students were not satisfied with the body part changing is difficult. In other
words, we considered variability has been related to body satisfaction.
Actually, it is not revealed whether you feel that male University students are easy
to change what body part. Therefore, in this study, divided into six part, "hair", "eye",
"skin", "Features of face", "upper body" and "lower body" the body. And we try to
consider whether the feeling that there how much, and variability for each part.
METHOD
Participants ：The subjects were 63 male University students. We were made to the
class time in the November 2012 survey.
Instruments ：We asked the answer with variability of 6 items. Six item was "State of
the eye," "state of the upper body," "the state of the lower body," "the state of the skin,"
"state of hair" and "Features of face". Participants responded on a 5-point variability
with answers of not be changed at all(1), change slightly(2), change moderately(3),

change very(4), and change extremely(5).
RESULTS
We have analyzed the 60 people had no deficiencies in the response. We have

calculated of each (Table 1). The item
which felt that male University students

Tab le 1 Mean an d S t an d ard d eviat io n
M
SD
Hair

4.20

.708

were easy to change it most was "hair". On

Skin

3.42

.962

the other hand, items that are feeling male

Upper body

3.40

.960

university students were hard to change

Lower body

3.23

.909

Eye

2.95

1.141

Features of face

2.18

1.081

were "eye" and "Features of face". From
these results, the appearance that felt that

male University students were changed was shown to be different by a part. From this,
it is possible that the variability about a body differs, or that the satisfaction about a
body also differs. It is necessary to also examine body satisfaction and variability in the
future.
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The Alienation of the White-masked Moor in Othello
Reading ‘blackness’in Othello
There has been controversy among a number of critics as to how Othello (1603)
should be read. For a long time, Othello has been considered as a play about a husband whose
jealousy over his wife’s ‘assumed’ infidelity leads to a tragic end. However, since the late
twentieth-century, the various critics have begun to focus on the racial dimension in Othello’s
tragedy. Along with the recent critics such as Ben Okri, Ania Loomba, and Michael Neill, it
is not much to say that Othello’s tragedy stems from his precarious position in the white
society for his ‘blackness.’ As the only black man in the white society, Othello tries to wear
the ‘white mask’ to hide his ‘black skin’ and receives assurance from the whites for his
‘whiteness.’ However, his presumed ‘whiteness’ is unveiled at the moment when he desires
Desdemona, the “jewel”(1.3.195) of white society. In this sense, Othello is a play which
traces the process of marginalization of the racial Other in a racist society and the
transformation of an “honorary white” to a “total outsider” (Loomba 48).

Fanon and Black Alienation
As the title of the play, The Tragedy of Othello: The Moor of Venice suggests Othello
is the first and foremost represented by his racial identity – the ‘Moor.’ Owing to the negative
prejudices toward the blacks, the ‘Moor’ Othello, who hopes to belong to the white Christian
community of Venice, undergoes a double alienation. These double layers of Othello’s agony
1

can be explained in Frantz Fanon’s arguments. Fanon, who is a renowned psychiatrist and
activist for the Algerian independence, deals with the alienation of black people in his first
book, Black Skin, White Masks (1952). Fanon asserts that black people are doubly alienated:
both from the white society and from themselves. Fanon first mainly focuses on the questions
of blackness as a characteristic fabricated by a racist society, which leads to the problems of
black alienation resulting in a ‘distorted blackness.’ Fanon also points out a more problematic
reason for black alienation: black people accept their inferior position without questioning the
hierarchy of the ‘superior’ whites over them, the ‘inferior’ blacks. When black people
internalize white ideology, they deny their blackness and this self-denial leads to a
psychological disruption. Fanon explains this disruption as dysfunctional and insists that
black people have to extricate themselves from this abnormal situation. By taking off their
‘white mask’ and facing up to their ‘blackness’ without racist biases, Fanon asserts that black
men can disalienate themselves from the myths of ‘blackness.’

Double Alienation of White Masked Moor
At the beginning of the play, Othello seems to be well-adapted in the white society.
Othello believes that his “royal” origin, his military “service,” his “title” as a general, and his
“perfect soul” are valuable enough for him to become a member of the white society (1.2.1732). However, the racist view of the white society on blacks is quite different from Othello’s
self-description. The white hatred toward Othello intensifies when his relationship with
Desdemona is revealed. To Brabantio, the father of Desdemona and also the representative of
the white male dominated Christian society, Othello is the exotic and hypersexual monster
who ‘seduces’ the white beauty Desdemona by his “magic.” Brabantio’s racist response
makes Othello realize the harsh reality of being a black man, namely, the fact that he cannot
ever be accepted as a white man regardless of his military achievements. This is the moment
when Othello’s ‘white mask’ starts to crack, his confident attitude disappears, and his
inferiority complex emerges. He doubts his social status and questions his lover’s affection
for him given his ‘inferior’ racial identity. / According to Fanon, the miserable Negro who is
extremely angered toward his racial identity can only have one solution: gaining
acknowledge of his whiteness from others, and, above all, from himself (215). Othello
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constantly doubts Desdemona’s love and tries to confirm her love. His attempt to find
assurance in his relationship with Desdemona is a means of gaining ‘recognition’ from the
white society. For Othello, Desdemona is a ‘perfect mask’ that can conceal his racial identity,
whereby gaining power and authority as a ‘white man.’ Othello becomes an agent of selffashioning by telling his “disastrous chances”(1.3.135) at battles which takes advantage of his
‘blackness’ on purpose. Furthermore, in order to disprove the bias that the black man is a
rapist, Othello insists that he acted not out of sexual desire, but out of sincere love. Othello is
aware that this stereotype can damage his ‘white mask,’ therefore, he tries to keep his
‘whiteness’ by breaking the connection between Othello and the typical Moor.
By following the white ideology, it seems that Othello succeeds in his efforts to join
the white society. However, Othello’s alienation is intensified when he goes to Cyprus. In
Cyprus, Iago who is a representative of white patriarchy severely triggers Othello’s
inferiority complex by brainwashing Othello to give him a false sense of the white society
and his blackness. Iago tells Othello a fatal lie that Desdemona is unfaithful to Othello and
this make Othello be totally overtaken by his inferiority complex. Othello believes that
Desdemona’s affair is “fated” because of his blackness and realizes that Desdemona, a white
beauty, cannot either assure his ‘whiteness’ or love him genuinely.
In the end, Othello’s self-alienation leads him a catastrophe. Due to Othello’s selfdenial and his lack of self-assurance, Othello ultimately cannot trust Desdemona and murders
her. Othello becomes “a near schizophrenic hero” (Loomba 48) and defines himself as the
racial Other at the final moment. Having faced this truth, the ‘whitened man’ Othello prefers
death over admitting his blackness. In this sense, Othello’s last choice as a ‘tragic hero’ is no
more than a mode of self-othering.
The detailed analysis of Othello’s alienation and his agony shows that Othello’s
suffering is “not a general male dilemma”(Loomba 58) as critics before the nineteenth
century have claimed. This is because Othello becomes the ‘black’ in relation to the white
society, and also becomes the ‘man’ only through the relationship with Desdemona. It
signifies that he cannot ‘become’ a member of the white society on his own. To cite Fanon’s
phrases, Othello is “the slave of this cultural imposition. After having been the slave of the
white man, he enslaves himself. The Negro is in every sense of the word a victim of white
civilization” (192). Othello desires to gain recognition from the whites to prove that he can be
a member of their society through Desdemona contrary to his wish, however, his self-denial
3

cause him to doubt Desdemona’s integrity and leads him to a catastrophe. Othello’s tragedy
is an outcome of his double alienation, namely, the racist society that victimizes Othello and
his own internalization of racism.
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The Question of Black Sexuality and Alienation
in Jungle Fever
In Black Skin, White Masks (1952), Franz Fanon suggests that the alienation of black
people is due to two main reasons. This alienation is caused by a racist society that supports
various ‘myths of blackness,’ and by black people themselves who accept these fabricated
ideologies without properly questioning them. For Fanon, the alienation of black people
comprises both a material and a psychological dimension.
Quite arguably, the most striking example of black alienation in literary works might
be William Shakespeare’s Othello (1603). According to Michael Neill, Othello is “perhaps
the first work in English to explore the roots of such [racial] feeling […] which we can now
identify as a racialist ideology” (“Unproper Beds” 394). Therefore, it “has rightly come to be
identified as a foundational text in the emergence of modern European racial consciousness –
a play that trades in constructions of human difference at once misleadingly like and
confusingly unlike those twentieth-century notions to which they are nevertheless
recognizably ancestral” (Neill “Mulattos” 361). More specifically, it reveals the protagonist
Othello’s psychological disruption and alienation as the racial Other in a white-dominated
society on both an individual and a social level. This double layer of Othello’s agony which
is illustrated in Fanon’s arguments in Black Skin, White Masks becomes the “foundational
text” in analyzing black people’s alienation.

Othello’s suffering – black male’s alienation – has been passed on and it is significant
as to how it still exists today. Othello’s agony, the black man’s alienation, was felt by the
blacks in the United States in the 1990s, their frustration and alienation intensified more than
ever. Even though they live in a different place and time to Shakespeare’s Othello, in Harlem,
their racial identity still constantly trouble them. Among the various works dealing with this
issue, African-American movie director Spike Lee’s Jungle Fever (1991) presents the black
men’s struggle with their blackness by adapting the intense inner conflicts of Shakespeare’s
Othello to his work. Achieving both commercial and artistic success, this representational
work presents the problem of black alienation a critical issue.
In Jungle Fever (1991), the African-American film director Spike Lee discloses the
alienation of black people by depicting boldly the racial, sexual and gender tensions in a
white-dominated society. With its explicit depictions of the sexual confrontation of an
interracial couple, this film creates a sensation in the United States. The one-night-stand of
the black architect Flipper and his white secretary Angie remains fixed within a racialized
framework. In this process, because of the sexual myth of the hyper-sexualized black male,
Flipper is replaced simply by a ‘penis.’ In an effort to cope with his alienation, Flipper
becomes a separatist—a political strategy that ultimately fails to alleviate his alienation.
Due to the continued plight of black people, black alienation is a ‘universal trope’ that
has remained a longstanding issue. In other words, this unending agony proves that the
protagonists’ exceedingly dichotomous choices, namely, to become assimilationists or
separatists, are not appropriate solution to their alienation. At this point, Fanon’s idea of
national culture, which can be called as ‘cultural hybridity’ in postcolonial term, can be
suggested as a practical way of disalienation of black people.
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Abstract
The patient with Alzheimer’s disease frequently appears in films today. But back
in the 1960s, s/he was not yet introduced as a major character. In the 1970s the first film
about Alzheimer’s disease was produced. The Twilight Years (1973) made by Shiro
Toyoda in Japan signaled the dawn of the film genre called “AD (Alzheimer’s disease)
films.” No other country made a full-scale attempt to bring Alzheimer’s disease into
film until the twenty-first century.
In the formative years of AD films (1970s-80s), the image of the patient with
Alzheimer’s was established in Japan, and it was later taken over to Hong Kong and
India. The image of the caregiver was also established at the same time. The patient was
an aged male, and his caregiver was his daughter-in-law (or his daughter). Such a
gender/age pattern of the relationship between patient and caregiver was replaced in the
1990s by a new patter: an aged female being cared by her equally aged spouse. The
issue of aging emerged. The aged couple sometimes ends up choosing a double suicide,
but in some films a positive way for them to live on is also depicted. The next decade
(2000s) indicates a new, hopeful phase of AD films. Against the backdrop of the
feminist movement, the patient and caregiver are expressed by the mother and daughter
relationship, and AD films in 2000s imply a hopeful alternative in the end.
In the 2000s other countries quickly caught up with Japan, joining to produce
sorrow-free, if not perfectly happy, AD films. It is the eventual goal of my research to
map the development of AD films in the Asia-Pacific countries in the hope that cultural
differences should become clear. However, in this presentation I will focus on the
beginnings of the AD film genre and will clarify changes in the depiction of patients
with Alzheimer’s and their caregivers.

********** **********
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There are quite a number of films that depict patients with Alzheimer’s disease
and their caregivers today. A vulgar belief that one out of four people are affected with
Alzheimer’s disease is widely circulated on the Web, and films about Alzheimer’s
patients are actively produced in the 21st century. Alice (2002, U.K.) shows a highly
intelligent novelist fall victim to the disease, and strikes the spectators who know that
the film is based on the real life of Alice Murdoch who was one of the sophisticated
leaders of twentieth century British literature. There is a comfort that she has a
husband to take care of her. The Notebook (2004, U.S.A.) and Away from Her (2006,
Canada) are grouped as the same type of Alzheimer’s films in that they set up the
Alzheimer’s patient as an aged woman who is cared by her husband. A Moment to

Remember (2004, Korea), based on the 2001 Japanese television program “Pure Soul,”
presents a young woman as a patient. The patients are not limited to women. Men can
be victims as seen in the examples of I Did Not Kill Gandhi (2005, India) and Memories

of Tomorrow (2006, Japan).
The films depicting Alzheimer’s patients form a distinctive genre and a list of the
films could be longer. But in this paper I wish to turn to the origin of the genre and
examine the characteristics of the films in the formative years, and in so doing I wish to
clarify changes in the depiction of the relationship between patients with Alzheimer’s
disease and their caregivers in the first thirty years of the genre.

The First Film about Alzheimer’s Disease (1973)
Back in the 1970s the first Alzheimer film was produced in Japan. It would take
more than two decades until Alzheimer’s films began to appear in the rest of the world.
There was a peculiar cultural context in Japan to enable films about Alzheimer’s
patients to come out. The preparation was made by one woman writer, Sawako Ariyoshi,
who was good at tackling social issues in her novels. One of the issues that she explored
in The Twilight Years or Kokotsu no Hito or Man in Ecstasy (1972) was Alzheimer’s
disease. This well-received novel not only triggered a social phenomenon by circulating
the phrase “man in ecstasy,” which signifies an Alzheimer’s patient, but also made a
great contribution to the formation of the genre of Alzheimer’s films.
Japanese films in the 1960s and 70s underwent the nouvelle vague, paying
attention to things that had previously been repressed such as sex, violence, and
gender/social issues including Alzheimer’s disease. Adapting Ariyoshi’s novel about
4

Alzheimer’s disease to the screen was made possible by Director Shiro Toyoda in the

nouvelle vague trend. The film came out in 1973; it was much earlier than the world
realized the significance of the disease. The associations for Alzheimer’s disease were
established in the 1980s: “An Association for Families of Alzheimer’s Patients” (Tokyo)
in 1980 and “Alzheimer’s Disease International” (Washington D.C.) in 1984. It is not
until 1994 that WHO published and circulated a pamphlet “Alzheimer Disease-Help for
Caregivers.”
In the film The Twilight Years, Shigezo is a man aged 84 with Alzheimer’s disease,
and his daughter-in-law Akiko gives continual cares for him. It is striking that, during
her years of looking after him, she gradually changes from a woman who feels burdened
by his existence to the one who willingly takes full responsibility for him. The film
marks a significant turning point in their relationship by giving a climactic sequence of
Akiko’s taking Shigezo for a walk in a rainy afternoon. She walks fast and ahead of him.
Her umbrella seems not to wait for Shigezo’s slowly moving umbrella (Figure1).
Obviously she takes him out from duty. But along the way Akiko is deeply moved by his
emotional sensitivity, and tenderly watches him, who stands immobile, gazing intently
at clustered magnolias in full bloom (Figure 2-3). At the end of the sequence, Akiko and
Shigezo walk side by side under one umbrella (Figure 4). She becomes the only one
family member who really respects him. Shigezo’s innocent rapturous gaze at the
magnolias is not illustrated in detail in the novel, which simply makes Akiko narrate
that “Shigezo can certainly be said to be alive in that he is impressed by magnolias.”1

Figure 1

1

Figure 2

Sawako Ariyoshi, Kokotsu no Hito (Tokyo: Shincho-Sha), p. 334.
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Figure 3

Figure 4

Her cordial concern for him is explicitly illustrated in the scene of Shigezo’s final
stray before his death. In the novel, Shigezo is sheltered by a police and is taken home
by his son. In the film, on the other hand, it is Akiko who spends long time in
desperately seeking for Shigezo in rain. Sobbing and repeating the words of apology, she
wipes his face when she finds him scrawling on the ground. The sympathetic
relationship achieved between the Alzheimer’s patient and his caregiver is the most
prominent characteristic of the first film of the Alzheimer’s patient.

The Established Patient-Caregiver Pattern in the 1980s
Such a sympathetic relationship is successively depicted in the representative
Alzheimer’s film of the 1980s, Gray Sunset or Hana Ichimonme (1985, Shunya Ito). The
film shows a family on the verge of destruction. The family is faced with problems such
as the husband’s extramarital affair, the wife’s alcohol abuse, and the children’s
misbehavior. The inclusion of the aged father with Alzheimer’s into the family could add
another burden, but it in fact it makes a positive change to the wife. She stops drinking
and tries to devote herself to looking after her father-in-law as if the task were her own
salvation. Her sincere attitude to the patient makes good influence to the other
members of the family. The once almost collapsed family is reunited around the wife.
Her husband decisively cuts off his affair, and her children begin to respect their
parents. Towards the end of the film, a happy family with the Alzheimer’s patient
sleeping between the couple (Figure 5) or being washed between the couple in a bath
(Figure 6). The film was so well accepted by the spectators in Japan that it was
nominated for and received many film awards including Japanese Academy Awards
(Best Film, Best Actor, and Best Screenplay).
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Figure 5

Figure 6

Changes in the 1990s
The genre of Alzheimer’s films experienced a drastic change in terms of gender
and age in 1990s Japan. In A Last Note or Gogo no Yuigon-jo (1995, Kaneto Shindo) the
patient is no longer an aged man but an aged woman, and the caregiver is no longer a
younger generation but her husband who is equally aged. This new gender/age pattern
is seen in the representative AD films in the 1990s. The shift in gender on the part of
patients was seen in reality as well; there were more female patients with Alzheimer’s
than male2 and the ratio of “men to women” is reported as “one to two” or the like.3
Documentaries indicated the change in gender little earlier than narrative films. If we
pay attention to a prize-winning documentary at the time, Sumiko Haneda’s How to
Care for the Senile or Chihosei Rojin no Sekai (1986), we come to the realization that
more female patients than male are portrayed in it. How to Care for the Senile was the
result of a year-long filming on Alzheimer’s patients at a hospital in South Japan. The
impact of the film is lasting; Haneda gave a keynote lecture at US-Japan Symposia on
Dementia and Caregiving, "Looking Toward Better Dementia Care," held in 2008
(http://michigan-net.jp/leaflet_3.pdf; http://www.michigan-net.jp/ninticare.pdf viewed
on November 30, 2013).
3 There are numerous quotations of the 1:2 (male : female) ratio or the like on the Web:
“with a two to one ratio of women outnumbering men affected by the disorder” (Connie
K. Ho, “Alzheimer’s Disease Studied In Relation To Gender And Age,” for redOrbit.com
— Your Universe Online, September 6, 2012;
http://www.redorbit.com/news/health/1112688612/alzheimer%E2%80%99s-disease-gend
er-differences-090612/ viewed on November 30, 2013). Fumihiro Fujita quotes the same
ratio in his “Alzheimer’s” (Japan Federation of Democratic Medical Institutions;
http://www.min-iren.gr.jp/syuppan/genki/2012/253/253-03.html viewed on November 30,
2013). Another quotation referring to the male-female ratio as 1:2 is Katsuhiko Takeda
and Satoko Kaino, “Alzheimer’s Disease: An Survey”
(http://health.yahoo.co.jp/katei/detail/?sc=ST020220&dn=2&t=key viewed on November
30, 2013). Most of the Web sources conclude at the same time that “the excess number of
women with AD is due to the longer life expectancy of women rather than sex-specific
risk factors for the disease” (Liesi E. Hebert et.al., “Is the Risk of Developing
Alzheimer's Disease Greater for Women than for Men?” American Journal of
Epidemiology, 153: 2, pp. 132-136; http://aje.oxfordjournals.org/content/153/2/132
viewed on November 30, 2013).
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Yoko, an aged but active actress in A Last Note, receives a visit from her long-term
friend Tomie and her husband Tohachiro. It soon becomes clear that Tomie is affected by
Alzheimer’s. Tohachiro decides to fulfill her wishes to see Yoko and “to go to a village.”
The second wish is terrifying if we understand the meaning of the code phrase between
them, “to go to a village,” which turns out to signify “to commit double suicide.”
Tohachiro does not want to die and asks Tomie to “go back to Kyoto,” which is their town.
But Tomie is determined to die and repeats: “I will go to a village.” Cherishing her as his
soul, Tohachiro has devotedly been caring for her and cannot say no to whatever she
desires. The way they quietly walk into a river, holding a red bloom, and drown
themselves is beautifully depicted as if they were enjoying the deep blue sea (Figures
7-8). The existence of a husband who diligently looks after his wife is favorably
evaluated to by Yoko who laments her own single life: “I have no one like Tohachiro.”

Figure 7

Figure 8

The female AD patients indeed predominate in 1990s’ Alzheimer’s films. Yukie
(1998, Hisako Matsui) is another example. It has a striking opening sequences, in which
young Yukie full of bright smile, surrounded by her family, against the yellow-orange
background with bouncing music (Figures 9-10) suddenly changes into gloomy aged
woman framed against the gray-greenish background with melancholic music (Figures
11-12). The film shows many difficulties that Yukie and her American husband Richard
must conquer. Yukie can still come to herself from time to time, and regards Alzheimer’s
as “slow goodbye.” She tells her son Randy: “I am so happy to see you again. I don’t
know what’s happening to me. I have to say slow goodbye, OK?” She understands that
she will eventually lose her memory. Richard is ready for that and discloses his wish to
live for her and cherish their memories: “Yukie and I have been married for 45 years.
We are the only ones who know about those years past. And now with Yukie losing her
memory and all, I’m the only one who knows about us in our life.” His last words
indicate his positive attitude to live on as a couple: “We still time.” Yukie is different
8

from A Last Note in that it shows such a positive way of caring for a patient with
Alzheimer’s.

Figure 9

Figure 10

Figure 11

Figure 12

The gender/age pattern of patient and caregiver that was seen in Yukie became
widespread in other Pacific countries in the 2000s when they launched into the
production of Alzheimer’s films. The Notebook (2004, U.S.A.) and Away from Her (2006,
Canada) belong to this group. (Alice produced in the United Kingdom in 2002 has the
same patient-caregiver pattern, though it is not a Pacific film.)

More Changes in the 2000s: Mother-Daughter Relationship
Aged female patients predominate in Alzheimer’s films in 2000s Japan. Their
husbands, however, no longer function as caregivers. Instead, the female patients’
daughters or daughters-in-law become caregivers. A new relationship between mother
and daughter or daughters-in-law develops.
There was the social and cultural background for filmmakers to raise the issue of
mother-daughter relationship, for the third-wave feminist movement had reached
Japan in the 1980s and had widespread in the 1990s. In the real world there were sons
9

or male family members to look after aged mothers with Alzheimer’s, 4 but films
selectively explore relationships between mothers and daughters (or daughters-in-law)
probably because it would suit the taste of the age.
Three significant films were produced in the year of 2001: Acacia Walk or Acacia

no Michi (Joji Matsuoka), Oriume (Hisako Matsui), and Firefly Dreams: The Most
Beautiful Summer (John Williams). I will examine the first two and clarify how the
mother-daughter issue is explored in them.

Acacia Walk is an ambitious film to explore a complicated mother-daughter
relationship. The film begins with a black frame, which symbolizes the enigmatic
relationship between mother and daughter. A door of the apartment fades in, and an
aged woman appears out of the door. This woman turns out to have Alzheimer’s. She
says to her daughter who has come to care for her after a dozen years or so: “You must
have come back because you have no place to stay.” This statement shows the mother’s
poor evaluation of her daughter; the daughter is always a loser no matter what she
does.
They walk among Acacia trees (Figure 13), as in the past. The past scene (Figure
14) cuts into the present scene. This kind of crossing of the present and the past occurs
throughout the film, and the climactic conflict of mother and daughter is depicted in the
same crossing style of the present and the past. The past scene of young mother
cornering her minor child against the sliding screen is crossed with the present scene,
where it is actually the grown-up daughter who corners her aged mother against the
sliding screen (Figures 15-16). The past scene of the young mother jumping on top of the
minor child and slashing her is juxtaposed to the present scene of the grown-up
daughter mounting her aged mother and raising her hand against the mother (Figure
17-18). Mother and daughter exchange their positions when the past and the present
intersect. The present grown-up daughter does not slap her aged mother; instead, she
comes to herself and utters her earnest wish: “I wanted to be loved by you” (Figure 19).

Akihiro Noda, 800 days with my mother with Alzheimer’s: A Diary of Caretaking
Struggle by a Middle-aged Man (Jiji Press Co, 2005).

4
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Figure 13

Figure 14

Figure 15

Figure 16

Figure 17

Figure 18

Figure 19
After this fight, the present mother and daughter take a walk among Acacia trees
again and show a clear change in their relationship. The daughter holds the hand of her
mother and decisively leads her, saying “I wanted you to hold my hand. Though you
didn’t do that to me, I will do it for you” (Figure 20). The mother says “thank you” for the
first time in her life (Figure 21). A happy picture of the two women is thus presented at
the end of the film to imply their positive life together.
11

Figure 20

Figure 21

More Changes in the 2000s: Day Care Facilities
The second film produced in 2001 is Oriume, which portrays the same kind of
changes in the relationship between mother Masako and daughter-in-law Tomoe. (The
mother has her son, but he is out of the picture of mother and daughter-in-law.) The
start of their positive relationship is indicated by the daughter’s holding the hand of the
mother (Figures 22-23). Hand in hand, they start going to a daycare facility, which has
never been illustrated in the previous films about Alzheimer’s. Tomoe wants her
mother-in-law to lead a full life, and decides to take her to a daycare center. Masako is
given the opportunities to find her own favorite things, and starts painting as her hobby.
Tomoe always stays with Masako to be a good assistant (Figures 24-27). Moreover, she
admires all the paintings produced by her mother-in-law: “Even Cezanne couldn’t have
painted this well.”

Figure 22

Figure 23
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Figure 24

Figure 25

Figure 26

Figure 27

To the daughter’s surprise, the mother is talented to draw paintings, and one of
her paintings wins a prize in a professional contest. In this film, the issue of quality of
life is questioned, and, with the appropriate help of the daughter, the mother achieves
more than average people can.

The Start of AD Film-Making in the World
In the 21st century, films about Alzheimer’s patients began to be produced in many
countries, as I referred to at the beginning of this paper. There is one exception; Nu ren

si shi or Woman, Forty, a prize-winning Hong Kong film was made by Ann Hui in as
early as 1995. There is a good reason for that. The director’s mother is Japanese, who
was living with her in Hong Kong, took her to Japan in mid-1970s. The director was in
her late twenties and it was the time when the first Alzheimer’s film The Twilight Years
was in the news. The influence of this epoch-making on Ann Hui’s film-making is easily
expected. The gender/age pattern of the patient and caregiver in her Woman, Forty is
exactly the same as that in The Twilight Years; the male aged patient is looked after by
his daughter-in-law, who finally comes to appreciate and respect him. Except this one,
films about Alzheimer’s started being produced in the Pacific countries (except Japan)
13

in the 2000s all together. The next stage of my project is to compare these 21st century
AD films with the Japanese precursor films in order to detect significant differences and
similarities between the two groups.
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The Meaning of Clones’ Surnames in
Kazuo Ishiguro’s Never Let Me Go
Yuko Takeda
Ph.D. Candidate
University of Tsukuba

Clones in Never Let Me Go, Kazuo Ishiguro’s sixth novel, have no surnames or
they are represented by one letter. Exploring the meaning of such name’s representation,
I think that the function of Hailsham for clones becomes important. This institute is the
foundation of their identities. The retrospection of Kathy, the protagonist and the
narrator, is reconfirmation of her own identity. But, on the other hand, she narrates that
other clones relinquish with their declining. There is a similarity Kathy clinging to
Hailsham and Stevens at Darlington Hall in The Remains of the Day, Ishiguro’s
previous novel. I will examine the meanings of the retrospection of protagonists who
are going to finish their own lives in Ishiguro’s novel.

********** **********

Clones’ Surnames
“My name is Kathy H. …” (p.3)
This is the beginning and the first words of the protagonist of Never Let Me Go,
Kazuo Ishiguro’s sixth novel. Her surname is represented by one letter. This gives
readers an uncanny senses. Many characters in this novel have no surname. This shows
that they are all clones. In general, first name shows some person himself and surname
or family name shows a group which a person belongs, and originates from place-name,
career, ancestor’s name and so on. So it is natural that they have no surnames. They are
‘copied at some point from a normal person’ to donate their organs. Clones grow up in a
special institution called Hailsham. Their fates are determined. They all finish their lives
by donating their organs to humans. They have no parents and ancestors, and can’t
pregnant and give birth to babies. They have blood relation with nobody. Because
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human characters in this novel have normal names as Marie-Claude and Lucy Wainright,
the distinction them and clones are obvious. Such clones’ names are the means that
represents differences from the normal persons.
However, to be exact, they are divided into clones who have surname of initial
and who don’t have. What is the difference of them? As we read carefully, we find that
only Hailsham graduates have surname of initial. After graduation from Hailsham,
Clones including Kathy interchange with Clones who graduate from other institutions.
They have only first names. In Kathy’s retrospection, when individual Hailsham
graduates appear for the first time, their surnames of initials always show. But other
institutions’ graduates are not given surname. Meeting them for the first time, she
informs about them in this way, ‘It first came to me watching this couple, Susie and
Greg－’(p.118)

What is Hailsham?
What is the meaning of giving surnames of initials to Hailsham graduates? As
Ishiguro says, “Never Let Me Go is a completely weird novel,” the peculiarity of the
scene stands out. This novel is the story about Clones including the protagonist, Kathy
H.. They are grown up by the guardians who are like teachers in Hailsham, the institute
isolated from the world outside. Although this story is set in recent past, at the end of
1990s, it is tend to accept as a science fiction. But, according to Ishiguro, Hailsham is a
‘metaphor for childhood’ and the device for representing universal childhood which
everybody can experience:
I wanted this to be a kind of metaphor for childhood. You know, a place where
people don’t fully understand the world outside. But it’s a place that the adults
can control very carefully. Although, of course, we don’t all grow up in special
institutions like this, in many ways our childhoods are like this. Although we live
amongst adults, children are psychologically, if you like, kept in a kind of bubble.
And that’s quite right. You know, we protect children – shield them from the
harsher realities of life. And as they grow up. they start to pick up information
about what awaits them. and they talk amongst themselves.
(Literary World 2006:8 ‘Interview with Ohno Kazumoto’)
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Hailsham is the world where information is operated by the guardians, and readers can’t
realize that children are clones at the early stages of this story. The process that that
students are clones is revealed gradually as the story develops and the process they
come to gain their consciousness that they are clones themselves are almost synchronize.
Ishiguro says, ‘I wanted the reader to be in the same position as the children.’ So
although we feel odd senses about the setting of this story, we can sympathize with
clones’ experiences as ourselves’.
After graduation of Hailsham that they spend until they become 16 years old, they
meet other institutions’ graduates for the first time. Then, after they spend for about 2
years in the Cottages, attend the training to become carers who care for donors before
they become donors themselves. In the scene at the beginning of this novel, when Kathy
cares for a donor, she feels as follows:
That was when I first understood, really understood, just how lucky we’d been –
Tommy, Ruth, me all the rest of us. (p.6)
There are many scenes that Kathy notices the difference between Hailsham graduates
and the other institutions’. Her strong consciousness that she is from Haisham don’t go
away and her figure who continues to cling to Hailsham stands out in her own
narrations. Why is this?

The Roles of Hailsham
About 6 years after since Kathy begin to work as a carer, she hears Hailsham closing
from Roger C. who is one of the graduates. At the time, she remembers a crown having
a dozen of helium balloons that she saw a few days ago.
‘...he was holding the balloons in one hand, while he bent down and rummaged
about in his vehicle with the other. As I came closer, I could see the balloons had
faces and shaped ears, and they looked like a little tribe, bobbing in the air above
their owner, waiting for him. ...Lying awake that night after what Roger had told
me, I kept seeing those balloons again. I thought about Hailsham closing, and
snipping the balloon strings just where they entwined above the man’s fist. Once
that happened, there’d be no real sense in which those balloons belonged with
each other any more.’ (p.208-209)
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We realize that Kathy feels that Hailsham is like large family. Roger says ‘it (Hailsham
closing) wouldn’t make so much difference to the likes of us any more.’ (p.209)
Hailsham is just a school, a passing stage, a normal past for him. But Kahty’s reaction is
different from him.
‘…it was unnerving, to think things weren’t still going on back there, just as
always; that people like Miss Geraldine, say, weren’t leading of groups of Juniors
around the North Playing Field.’ (p.209)
We cannot cut ourselves off from our blood relationships, for we cannot live without
identities, while clones have no families with such relationships. But they need for it
naturally. There is the mention about this matter by Ishiguro:
I want to express their longing for a parent. They know they don’t have parents in
a literal sense, so they can’t miss individuals, but I wanted to show that in some
way that need for a parent is there. Not just the need for parental love or the
practicalities of parenting, which in some ways they get. At some deep human
level they need to feel they belong to some sort of genetic line. They feel they
belong in the tides of humanity’s generations. In this strange world, they want to
belong in a profound sense which mattered to them emotionally. (p. 260
Sebastian Groes, Barry Lewis Eds. Kazuo Ishiguro New Critical Visions of the
Novels. Palgrave Macmillan, 2011)
The stages that their desire to search for their original, ‘a parent’ as Ishiguro says,
appear are shown in the scene of the Cottages. Clones’ trip to search for a model called
‘possible’ of Ruth who is Kathy’s closest friend is depicted. However, as Ishiguro refers,
they don’t demand blood relationships which Human families have. They think that
their ‘possibles’ will show them such a possibility in the future. ‘Possibles’ are
existances that show clones their roots which prove their origin and furthermore hopeful
possibility. But Ruth doesn’t found and exhibits intensive emotion.
‘We all know it. We’re modeled from trash. Junkies, prostitutes, winos, tramps.
Convicts, maybe, just so long as they aren’t psychos. That’s what we come from.
…if you want to do it properly, then you look in the gutter. You look in rubbish
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bins. Look down the toilet, that’s where you’ll find where we all came from.’
(p.164)
Clones sense that their fate cannot be anything except organ donors, while they have not
perceived or have escaped from perceiving it as practical until then. This scene shows
their some attitude toward their inevitable fate, even though it is hopeless and cruel.
After that, the facts about their existence and their lives are revealed them, but they
don’t refuse their fate. Ishiguro mentions that this novel describes no revolts and
escapes at an interview with Sean Matthews:
I suppose the big thing about Never Let Me Go is that they never rebel, they don’t
do the thing you want them to do. They passively accept the programme in which
they are butchered for their organs. I wanted a very strong image like that for the
way most of us are, in many ways we are inclined to be passive, we accept our
fate. Perhaps we wouldn’t accept this to that extent, but we are much more
passive than we’d like to think. We accept the fate that seems to be begin to us.
We accept the conditions that are given to us. I suppose, ultimately, I wanted to
write a book about how people accept that we are mortal and we can’t get away
from this, and that after a certain point we are all going to die, we won’t live
forever. There are various ways to rage against that, but in the end we have to
accept it and there are different reactions to it. So I wanted the characters in
Never Let Me Go to react to this horrible programme they seem to be subjected
to in much the way in which we accept the human condition, accept ageing, and
falling to bits, and dying.
(p.124 Sean Matthews, Sebastian Groes Eds. Kazuo Ishiguro Contemporary
Critical Perspective. Continuum International Publishing Group, 2009)
None of clones meet their ‘possibles’ in this novel. All things considered, ‘possibles’
are nothing less than non-existences. So, what are clones cling to for their existences?
That is Hailsham. Hailsham functions as the device for clone to prove their existence
and keep their identities. In other words, Hailsham is ‘home’ and ‘family’ for them.
Then I can give the conclusion to my first consideration about surnames of initials.
Having surnames of initials shows the importance itself. This is the way which
emphasize that clones of Hailsham belong to some ‘family’.
Hailsham closing is a serious incident for Kathy because it means that her
anchorage is lost. She fears to lost also family members, so she determines to be a carer
19

of split Ruth and meet Tommy, her another closest friend, again as a result. I will
eventually explore the relationship between Kathy and Ruth, Tommy and words of Miss
Lucy who is a guardian in Hailsham.
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Arthur Miller’s Schizophrenic Voices in Everybody Wins
Hikaru Masuda
Professor of American Drama and Film
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Abstract
Arthur Miller depicted a schizophrenic heroine Angela in his film script
Everybody Wins (1990) which was based on his two one-act plays, Some Kind of Love
Story (1982) and Elegy for a Lady (1982). This presentation will reveal the ways in
which Miller transformed one-act plays into a film script to clarify his interest in the
danger of relying on an unreliable narrator from his dramaturgical point of views.
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The Commoner in TV Period Drama:
An Analysis of Japanese and Korean Taiga Dramas
Da-Geon Yoo
Ph.D. Candidate
University of Tsukuba, Japan

Abstract
“Taiga drama” is the historically oriented drama on TV produced both in Japan
and Korea. In this paper, I will compare and analyze the roles of the commoner in these
dramas. I will clarify similarities and differences of Korean and Japanese dramas. In the
selected dramas, Korean Yi Seong-gye and Japanese Tokugawa Ieyasu were the
protagonists, both of whom have similar historical accomplishments and achievements.
I will select four films of the historical theme – two from the Japanese TV (NHK)
period dramas and the other two from Korean TV (KBS) period dramas – and I will
clarify what each shot conveys. Korean films which I will examine are Countries and
Tears of the Dragon. They made a contrast with each other. The former, which was aired
in 1983, reflects South Korea's politics and society at that time, by depicting the coup as
a sign of the beginning of the era of the military regime. The film gives an excuse for
the coup. But Tears of the Dragon does not have to make such an excuse but simply
provides basic information of the work. Two Japanese films, Tokugawa Ieyasu and Aoi
Tokugawa 3, reflect the Japanese society of 1983, when Japan suffered the economic
slowdown, and needed a super hero who would establish a new order. I will clarify how
the historical heroes were adapted to convey messages which were needed for people of
the time when the films in question were made.

********** **********
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1. Introduction
Japanese and Korean Taiga dramas are similar type of TV drama in which
the historical figures are the main characters. Everyone knows that the main character
would be a hero, and the stories of these people convey the lessons. Therefore, the
common people appear in Taiga drama would not be taken as a special character.
However, this study would focus on the common people who appear in Japanese and
Korean Taiga dramas. This study would analyze two Korean Taiga dramas Countries
(1983) and Tears of the Dragon (1996), and two Japanese Taiga dramas, Tokugawa
Ieyasu (1983) and Aoi Tokugawa 3 (2000).
The protagonist of Korean Taiga drama is Yi Seong-gye and the protagonist
of Japanese Taiga drama is Tokugawa Ieyasu. Both heroes opened new eras. Yi
Seong-gye overthrew the Koryo Dynasty and established the Joseon Dynasty.
Tokugawa Ieyasu caused the downfall of the Toyotomi regime and established Edo
Shogunate. However, in the both processes of starting new eras, a lot of common people
sacrificed their lives.

2. Korean Taiga Drama: Countries

First, look at the Korean Taiga drama, Countries. This drama emphasizes
the justi let us fication of the Joseon Dynasty which was established by overthrowing
the Koryo Dynasty. To prove the justification, the scenes of suffering common people
are repeatedly presented. Through these scenes, the justification of the Joseon Dynasty
has been emphasized. Let us look at the pictures.

fig1

fig2

fig3
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fig4

fig5

fig6

fig7

fig8

Most of the common people who appear in the Taiga drama are suffering.
As the war began, the civilians had to evacuate and their property was stolen. The
women were hold by the slaves of the Ming Dynasty. However the Koryo dynasty did
not protect them. These scenes are presented repeatedly to emphasize that the
foundation of the Joseon Dynasty is justified since it is built to protect the common
people.

3. Korean Taiga Drama: Tears of the Dragon

Then let' us see the Tears of the Dragon. People of the Joseon Dynasty are
very satisfied with the new land policy since they could get their own land. Let us look
at the pictures.

fig9

fig10

fig11

fig12

In this film, the common people of the Joseon Dynasty have played important
role. Through the images of the happy people, the justification of the Josen Dynasty has
been proved. Because even though the Josen Dynasty is established by a coup, the main
purpose of it is to help the common people. However, the happiness of the common
people does not last very long. Many of them are forced to build a new palace and are
suffered by a long drought. Let us look at the next pictures.
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fig13

fig17

fig14

fig18

fig15

fig16

fig19

fig20

Though the drought is just a natural disaster, the common people still take it
as God's punishment and blame the Joseon Dynasty since a lot of people have been
killed by the Joseon regime during the coup. This scene is an important part of the
whole drama because it shows the fact that even the Joseon regime could get power
through a coup. They are not able to control public sentiment.

4. Japanese Taiga Drama: Tokugawa Ieyasu

Next is a Japanese Taiga drama, Tokugawa Ieyasu. Ieyasu realizes that the
stratum of samurai should play an important role by getting in touch with the common
people. Because of the years of war and heavy taxes, the common people uprise with
arms. Ieyasu meets with some insurgents and listen to their daily life. The people have
to pay 70 % of the harvest for the taxes while the rest has been already taken away at
the beginning of the war. Though the samurai say that they began the war to protect the
common people, a lot of people are still forced to sacrifice themselves in the battlefield.
The insurgents complain to Ieyasu of their suffering. Let us look at the next pictures.
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fig21

fig22

fig23

fig24

A man who is afraid of the samurai appears in the next scene. Ieyasu visits
a house to borrow a boat. But the man is shaking for fear since he takes samurai as a
scary existence though the samurai declare their duty is to protect the country and
people. By listening to this, Ieyasu finds out that the people fear armed samurai.

fig25

fig26

fig27

The suffering experiences of common people make Ieyasu decide to found
a peaceful nation for them which leads to the Edo Shogunate. The common people of
the Edo Shogunate are very happy. Since there is no war, the people can farm without
any worries and the tax is just 40% of their harvest. Let us look at the next pictures.

fig28

fig29

fig30

fig31

Like the foundation of the Joseon Dynasty, many people have been killed
during the process of establishing the Edo shogunate. However, no one who live in the
peaceful Edo period blame Ieyasu for this.
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5. Japanese Taiga Drama: Aoi Tokugawa 3

Finally, let us review the Taiga drama of Aoi Tokugawa 3. This drama
shows a period of infamous history without hiding the atrocities of Ieyasu. The common
people in this drama are evaluators of history. In this drama, there is a scene in which a
crowd of common people of the Edo are listening to the history on street while another
man comes and tells them that this is not true. In this scene, the common people play
important roles as a group of evaluators to determine which is the true history. And the
audience would feel like being one of them through seeing this.

fig32

fig33

fig34

fig35

6. Comparison of the results of the Analyses
Let us compare the Japanese and Korean Taiga dramas. The common
people appear in the Taiga dramas, Countries and Tokugawa Ieyasu, play important
roles which are responsible for proving the justification of the establishment of new
dynasty. And the common people who appear in the Tears of the Dragon prove the
importance of public sentiment. At last, through analyzing the drama of Aoi Tokugawa 3
it could be found that the roles of the common people are used to make objective
appraisal of history.
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A Study on Artists' Colonies in Japan and Europe
Noriko Kaizu
Ph.D. Candidate
University of Tsukuba

Abstract
When the world was moving towards the Industrial Revolution or the French
Revolution, many artists left from cities to rural area and lived closer to each other, as a
result they made their artists' colonies in Europe and other areas.
Millions of tourists today visit such scenic places to refresh their daily life. Artists
colonies in Europe have survived actual conditions and how they have been preserved
and retain their natural surroundings, which were used to give favorable impressions of
artists’sites. By 1900, there were over 80 rural artists' colonies across northern and
central Europe (Lubbren, 2001).
However, any Japanese artists’ colonyis do not widely discussed by western art
historians and researchers. In the early 20th century in Abiko(Chiba pref. Japan) one
notable

group

of

Shirakaba:YANAGI,Muneyoshi

&Kaneko,

SHIGA,

Naoya

,

MUSHAKOJI, Saneatsu and Barnard Leach, lived closer together and visited each
other’s houses almost every day to inspired each other and to build up their important
works. They contributed novels, art critics, music and pottery and became leading
authorities still now on.
People like to explore such scenic places where artists loved, and to go on popular
tours such as “Bunshimura Tour” or “Ya-ne-sen Tour” in Tokyo, to see the difference
between tradition and modernity. These places

can be seen as relating to the

conservation and utilization of heritage and cultural tourism by comparing them to the
European research already began.
This study has used a sociological approach, including discussions and he analysis
of maps, historical records& pictures, leaflets, and websites as reference.

********** **********
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１. Background on research subject and purpose
The international collaboration and global economy has played a key role in
globalization. In particular, cultural tourism focusing on local culture, history, arts and
architecture has become important (Asomura, 2008). At the OECD conference 2009, it
was reported that these types of tourism had become popular. Cultural sites associated
with literatures, paintings, animations, TV and cinemas and so on have become popular
tourist destinations.
After Industrial Revolution, it became easier to travel between rural and urban
areas, due to the development of railway system. This also led to active collaboration
among artists. Some artists preferred to settle in beautiful suburban locations
abandoning the bustle of city life.
However, research and analysis on artist colonies have not been sufficient (Lübbren,
2001). Moreover, Lübbren’s research does not include the Asian region, My argument
is that to further the understanding of artists' colonies, it is important to examine
Japanese artist colonies in the Asian region.
Japan emerged in the rapidly modernizing society in the region, although there was also
artists' reaction .
In particular, I focused on artists Grope of Shirakaba(White Birch), who shared
their interest in European artistic movements in the early twentieth century and
YANAGI Muneyoshi(the founder of Mingei movement) proposed his fellow artists to
live together and to continue their works in Abiko. They became one of the most active
artists colonies in Japan.
The first purpose of this research is to analyze and understand artists’ colony
movement – those social spaces developed out of modernization, by examining
examples of artists’ settlements and exchanges in the suburban area through
comparative study on European and Japanese artists' colonies.
２. Methods of research
・Fieldwork: I chose six Europeans areas in France, Belgium, Germany and England,
where artists’ settlements took place early and played a central role ，while having
relations with Japan.
・Research: I tracked historical back ground, and social condition of areas through
analyzing documents on local history, news articles, maps and various other records.
selected paintings, ceramics other crafts artworks and music, focusing on artists’
communal living and exchanges analyzing the influence of landscape and nature on
artists’ thoughts and activities.
31

I

Since 2001, Literary Museum of Shirakaba in Abiko, opened and has provides rich
materials and records on Grope of Shirakaba. I analyzed social and historical contexts
by interviewing museum personnel, local historians and city officials as well as
collected documents.
＊ In this paper “Artists’ Colony” is defined by the extent of artists’ activities, not
by the size of the colony, the number of resident artists or years they spent in the
colony.
３. Research on European Artist Colonies
In the book “Rural Artists’ Colonies in Europe 1870-1910” Lübbren writes that artist
colonies were found in many regions of Europe in the late 19th century and the early
20th century. I would like to summarize the following: 1) places such as Giverny,
France, where Monet lived mainly attracted painters who would stayed over the
summer 2) Barbizon and St. Ives were made up not only by resident artists but also
artists who periodically visited the colony 3) In St. Martens Latem, Belgium and
Worpswede, Germany a number of artists stayed on a long-term basis. I will also
discuss Darmstadt, even though this colony was established by monarchs and has a
slightly different history. I will discuss each colony in the order of the countries I visited
1)Barbizon / France
It is about 70km from Paris‘Lyon Station to Fontainebleau-Avon Station, which is the
World Heritage Site chateau of France’s royal residences,. The small village, Barbizon
is known as the place Jean-François Millet, Jean-Baptiste Camille Corot, Théodore
Rousseau and other landscape artists had actively worked from about 1830 -1870. It
was the scene of the modern painting revolution. They were called the “colorists”, the
“landscapists” and established a French art stream that would become the most
influential in Europe for a century, followed by the Impressionists and
Post-Impressionists.
Millet’s residence and Rousseau’s studio have become an art gallery now. Ganne Inn
has opened as a municipal museum to show the painters’ drawings on the walls and
closets.
Near Barbizon, there are other villages. Kuroda Seiki* had studied in Grez-sur-Loing,
where a street is named after KURODA; Rue KURODA Seiki.
2) Giverny / France
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Giverny is a small village 40 km to the northwest of Paris’St-Lazare Station within
the valley of the river Seine. The village is best known as the rural retreat of the
Impressionist painter Claude Monet. Monet moved to Giverny in 1883 with his family
until his death in 1926. It was after his move to Giverny that Monet began his famous
series of paintings.
Monet created a Japanese inspired water garden of water lilies, the subject matter of all
his later work. The gardens with a small Japanese bridge formed a great part of the
inspiration and subject matter for his paintings. Monet had owned over 200 Ukiyoe
prints, many of which were hung in his house in Giverny including Thirty-six Views of
Mount Fuji, Hundred Views of Mount Fuji which is Hokusai’s most famous
masterpiece, Utamaro and others woodblock prints. ‘Maison de Monet’ and his
garden have been open to public as a museum and are surrounded by other artists’
houses, restaurants and cafés.
3) St. Martens-Latem / Belguim
St. Martens-Latem is about10km southwest of Ghent. The travel information center in
St. Martens-Latem provides us information only in Flemish. A venerable old city,
Ghent is the name in English, Gand in French, Gent in Flemish. The city is well-known
as a place where M. Maeterlinck (novelist) and Van Eyck (painter) were born.
Since1904, young groups of artist had dwelled in St. Martens―Latem. They established
the center of art revolution, which became the upscale residential area for the wealthiest
people in Belgium.
Gustave De Smet was one of leaders, whose house became a museum near Leie River.
The gate plate and guidebooks at the museum are only in Flemish language. Emille
Claus, another leader, who was a mentor to two excellent Japanese art students, Kojima
Torajiro and Ohta Kijiro. They were Kuroda’s apprentices at the National School of
Fine Arts in Tokyo. Kojima was the first Japanese artist, whose work was appointed by
the Salon of France, and his works were exhibited at his memorial hall next to Ohara
Museum in Kurashiki.
4) Worpswede / Germany
Worpswede is located northeast of Bremen. The small

town itself has been home to

the lively artistic community since the end of the 19th century. A Japanese artist Yang
Muneyoshi, who led the art movement “Shirakaba” corresponded with a famous artist
HeinrichVogeler. He responded to Yanagi and his fellow artists’ request to use his
works for Shirakaba (means birch in Japanese) magazine’s front covers, illustrations
and a logo.
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Paula Becker was an art student and a posthumous famed painter, who wrote “ Birches,
birches, pines and old willows. Beautiful brown moor, delicious brown.” (Hempel,
2011). Vogeler named his residence Barkenhoff, which meant a birch house in German.
He held exhibitions, concerts, theater performances in his garden. Yanagi and other
Shirakaba members had held art exhibitions including Volgerer’s illustrations, concerts
and performances.
5)St.Ives /England
Invited by his English acquaintance, Bernard Leach together with Hamada Shoji (a
potter, a recipient of ) began their artistic careers in St. Ives. St. It is a scenic town with
many hills as well as Abiko. Known as a coastal resort town, not only Leach but also
other famous artists such as Barbara Hepworth (a successful English sculpture, a friend
of Henry Moore) lived and worked in the same area. Currently, Leach’s studio and their
residence are preserved as a museum now serving as a tourist attraction. I explored
these locations and confirmed that there are similarities in landscape and environments.
6) Darmstadt / Germany
Darmstadt is about 35 km south of Frankfurt. Darmstadt was an important center for the
art movement of Jugendstil (Art Nouveau). Grand Duke Ernst-Ludwig established the
artists’ colony (Künstlerkolonie) at Mathildenhohe in 1899 and hired Olbrich among
other leading artists to participate in the planning and execution of exhibition buildings.
He also created pottery, furniture, several book bindings and musical instruments. His
architectural works, especially his exhibition buildings for the Vienna and Darmstadt
Secessions have had a strong influence on the development of the Art Nouveau style.
Ludwig House is opened as a museum at Mathildenhohe, as one of many architectural
treasures of this period. They had been reconstructed after the Second World War.
There is also a museum of commemorating works for Grand Duke Ernst-Ludwig in
Mathildenhohe, and the statues of Ludwig and Mathilde are in front of the Ludwig
House. Researchers and tourists from Japan frequently visit the site to study these
buildings and artwork by taking bus trips from St. Peters Station.
４.Example in Japan – Abiko, Chiba
When writers and artists of the Shirakaba group moved to Abiko from Tokyo in the
1910s, electricity was not commonly used, so people relied on using lamps in Abiko.
Due to the development of railroad, commute to Tokyo became possible in an hour, and
against this backdrop Abiko became a popular resort as well as a host to an artist colony,
which is largely forgotten today. In 2001, the Literary Museum of Shirakaba opened
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and through the information provided on the Internet the artist colony began to be
known to tourists.
The territory of Abiko stretches from the west to the east, sandwiched between the Tone
river on the north and the Teganuma lake on the south. Tone river is a largest river with
a drainage area of 16,840 square kilometers in Japan.
My paper proves on the changes modernization has brought to a small village Abiko,
which hasn't been the focal point of academic research in the past. Therefore, the author
collected artist catalogues and materials and carefully looked at the regional history.
Interviewed local historians and personnel in the city government as well as visiting the
sites that were relevant to my research. In addition, this paper showed at preservation
efforts in the present. My research identified that in both western and eastern parts of
Abiko, young artists who led the new (social/artistic/literary) movement got together
and exchanged creative ideas. It became clear that those who achieved critical acclaim
in the arts and culture exchanged ideas as young artists in Abiko, were inspired by the
natural landscape and produced important pieces.
Western Abiko : three artists’ families, who played a leading role in the Shirakaba
movement. These artists were newlywed and were had children. The English potter
Leach stayed with the Yanagi family and started ceramic works there, while prominent
young artists, critics and foreigners visited the area frequently. There were clear spring
water on the roadside and Mt. Fuji could be seen from hilltop. The landscape with
peasants working the field wasn’t commonly seen in Tokyo. Writers such as
Mushanokoji Saneatsu and Group of Shirakaga , who were influenced by Tolstoy’s
social view and Western Naturalism that reflect and express these nvironmental changes
in their work. Shiga wrote his master pieces such as “Wakai (Settlement )” and “Anya
kouro(A Dark Night’s Passing)”, breaking through the period of slump there. Shirakaba
writers lived in Abiko when the movement was most active (Kono, 1982). Yanagi
Muneyoshi(Souetsu), who worked as an editor also invited these writers. His wife
Yanagi Kaneko was very active as a lieder singer organizing concerns and theater
performances. Kano Jigoro, the first principle of our university of Tsukuba and the
first Asian IOC member before WWII. He was known worldwide as the founder of Judo.
Kano Jigoro was Yanagi’s uncle, who owned a villa across from Yanagi’s house and
also owned a farm to produce brand vegetable in Abiko,. Kano is said to have had the
idea of setting up a public school and the idea of boat games at Teganuma, the big lake
in Abiko, after his successful Tokyo Olympic bid in 1918. Mushanokoji sold his house
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and announced the start his “New Village” movement . He had already lived in Abiko
for less than 2 years, when he held the departing ceremony,
Eastern Abiko: The area(Fusa) was the ferry of Nama Kaido Road(Fresh Fish Road)
and sailing ships had loaded back and forth for Tokyo daily. Faceing Tone Ricer, a
Japanese doctor owned a villa and his wife ,who was a German woman. She was
enjoying horse backing riding to enjoy the view from the river, which reminded her of
the riverbank of Heidelberg in Germany.
Yanagita Kunio’s house (maiden name Matsuoka, Father of Japanese folklore ) was
there, near Tonegawa River, where his fellow poets got together . Tayama Katai who
was a friend of Kunio, has left a statement that praised the scene of Fusa. Shimazaki
Toson also inspired various exchanges at Fusa. Kunikida Doppo that has been
committed to Wordsworth, was described in his masterpiece "Musashino" about the
story of foreigners who enjoyed horseback riding. It was published after Abiko
journey to Chosi, and vigorous literary exchanges of lyric poetry, also has been
condensed to the point of view of "Musashino".
Examining the exchange between artists in Abiko, it is evident that after a railroad was
built through the countryside, artists and writers were able to visit and influence each
other to produce work. The unique natural quality of Abiko is exemplified in the villas
that allowed their ideal to materialize (Yasujima/Soshiroda, 1991) and we can find
libraries, studios and traces of leisure activities in their residences. It was this social
space of artist colony that made it possible for them to develop their literary and artistic
careers. Today there is a growing public interest in exploring cultural sites, as the values
of these sites are re-examined. The artists’ colonies in Abiko can be seen as part of the
global artistic movement, which was developed out of the first artist colony in Barbizon.
５ Conclusion
The research focuses on the artists’ colony in suburbs, finding local documents and
fieldwork. I also have examined the development of artists’ colonies comparing
Japanese and Europeans artist settlements and exchange. Following 3 topics will
summarize my research.
1)At a global scale, there were social and cultural movements in the post-Industrial
Revolution. The rapid growth of population, bustle of city life and environmental
pollution prompted artists to escape from cities to countryside, where nature and its
value could be re-evaluated. The social space of suburbs of that time helped the
exchange among artists develop and spread its influence in the field of arts.
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2) The influence of nature found in countryside is very evident in the works of many
European and Japanese artists. Both Japanese and European artists sought out ideal
landscape and developed their interest in beauty of nature.
3) When the artists actively sought out cultural exchange and cross-cultural experience
in western Abiko, it was the most prosperous period of the group of Shirakaba. It can
also be noted that Abiko was the birthplace of the Folk Art movement,Mingei. It can be
said that the sensibility toward nature evident in Doppo’s “Musashino” was cultivated
through his time in eastern Abiko, when the young poets were exchanging many ideas.
In the modern time with the rise of democracy and individualism the author
have examined the artist colonies both in Japan and Europe, where with new aesthetics
and thoughts artists created their work establishing artist colonies around the
suburban areas. Through examining the establishment of the artists’ colonies where the
poets, writers and artists exchanged ideas in the modern Japanese context, those
important cultural sites should preserve and need to efforts to open to public.
Many Japanese students studied in Europe, at the time when traveling to
Europe meant spending a month on a ferry. After the Industrial Revolution and the
French Revolution, Europe became the center of the new culture and arts attracting
information, goods, people and wealth from all over the world. Having arrived in Europe
early, many of them went on to become renowned artists and scholars. At the same time,
the young artists who lived in Abiko did not have the opportunities to study in Europe.
(They went to Europe later in their lives for work.) However, while living in a village
unknown to many, they thought much about the world plagued by wars in many
different regions. They observed lives of common people and Japanese landscape, being
active members in their respectable fields and becoming celebrated writers
(artists/scholars) (recipient of the Order of Culture). In particular, I believe that Yanagi
Soetsu the founding father of Mingei and Yanagida Kunio the father of Japanese native
folkloristics had important similarities.
In Abiko-eastside, the author showed another peculiar example of such exchange
was seen by the activity of young poets. They were deeply influenced by exchanged idea
and published their works, which have been evaluated till the future.
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7th October 2001.
2)TAYAMA Katai: a friend of MATSUOKA Kunio, a novelist
“Artists’ Colonies in East and West”
When the world was moving towards the Industrial Revolution and the French
Revolution, many artists decided to leave their cities for some rural regions. They even
started living together. As a result, they made their own colonies that are loosely called
“artists’ colonies.” Over 80 artists’ colonies in Europe have been investigated by
Lubbren (2001). These kinds of artists’ colonies were formed in Asia as well, but they
are not yet well studied. An attention has started being paid to a Japanese artists’ colony
called “Shirakaba.” I will explore the image and role of this colony in the global
perspective.
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Is Toujin Okichi a victim or a Hero? : Different representations in
Chink Okichi, Die Judith von Shimoda and Okichi of Shimoda
Ai Saito
Staff
Advanced Industrial Science and Technology, Japan

Abstract
Yuzo Yamamot’s play about the story of Toujin Okichi (Nyonin Aishi, 1930) was
translated to English by Glen Show, titled “ Chink Okichi” in 1935. This work was
introduced to Bertolt Brecht, when he stayed in Finland, waiting for a visa to defect to
the U.S. The adaptation of “Chink Okichi” by Brecht was written with Hella Wuolojoki,
a famous playwright of Finland and an owner of the farm Brecht stayed, but the
manuscript was considered to have lost during his exile. However, recently, a Garman
professor Hans Peter Neureuter found a whole script translated in Finnish. He translated
it to Garman and reconstructs it; “Die Judith von Simoda” was published in 2006. In
2011, a Japanese theater company Angelus performed the adaptation of “Die Judith von
Simoda”, titled “Okichi of Shimoda,” reconstructed by Naomichi Okai, the leader of the
company.
In the Brecht version, two significant changes have done. Firstly, Brecht made
Yamamoto’s drama ‘a play within play’ by creating a framework that audiences watch
and criticize the drama of Okichi’s life. Secondly, Brecht treated Okichi as a kind of
fallen hero who tried to save her born city Shimoda, different from the Japanese existing
cultural context. In Japan, Toujin Okichi is a big name of popular culture, but has been
represented as a victim of time, history, and male dominant society. In Okai’s version,
an original scene created by Brecht, that a street performer sung a song appreciating
Okichi but a drunken woman, who actually aged Okichi, interrupted the performance
and was chuck out by audiences. Okai shows this scene in another way, I will consider
about the difference and meaning of this change in this paper.
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Abstract
Since May 2002, the entire Taiwan salt-making industry had stopped production and
became a history. The traditional way of salt production was based on human power by
evaporate brine under the sun and collected by machine, however since the laborer
consciousness and rise of wages, the production cost increase progressively. Such
circumstance force the salt industry suppressed the local production and turn to rely on import
and industrial reforming that caused the salt industrial settlement ought to confronted with a
dramatically change.
A traditional industrial raise mass of low social stratum labor force and also breed belief,
technology and knowledge of an industrial. It will also construct the collective remembered
and collective approval to sacrificial offering and other additional activities, such as
cultivation. This kind of local cultural event and the form of public space forced to accept the
non-willingness industrial transformation has been intervened and take over by government
department to develop the cultural creativity industry according to the government routine
development pattern and protocol. Such replacement causes the salt industrial settlement and
their plentiful industrial cultural and potential resource to accept another type of unwillingness
settlement and life pattern. They must adjust their new life pattern to cooperate with industrial
regeneration development planned by the government to supply the demand of tourism,
entertainment and leisure public space. This research studied two salt industrial settlements,
Chigu and Beimen Village which were located at the south-west of Taiwan. Based the result
of cases study, we discovered some hidden and delicate cultural related with the public space,
therefore this research aim to discover the new cultural and reuse pattern of new space among
the villager and tourist, furthermore based the observation research we attempted to discuss
the new attitude and value of local cultural and public space.

Keywords: salt industry, cultural consumption, space recycling, history conservation, value
method, culture governance
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Abstract
With the influence of the end of the operation, and the impact of the sense of crisis on the loss of
labor power and techniques, the government department manipulated the civic culture of
salt settlement by way of cultural governance and the creation of diverse cultural
consumption. Therefore, the activity patterns and spatial experience of daily life has changed during
time pass.
From the perspective of time geography, the home location determines the start and end point of the
daily activities, the work place also decides the time and distance of the commuter. The traditional
settlement has been affected by its corresponding salt industry regarding to the experience of activities,
the culture of life and dietary habits between families and the work place. Once the decline of industry,
the original settlement will immediately face to the transformation of the industry and the change of
life style. As a result of the plan of salt cultural sphere and the development of great salt situ museum,
the original life patterns and path force to face the conditional or periodic structural changes under the
expectation of policy development and intangible constraint.
This study aimed to investigate spatial planning of industrial culture and the civic every life owing
to the changes of time and geographical environments. The study adopted the concept of
time geography to re-examine the traditional salt settlement residents inherited the new mode of life
while corresponding the reorganization of space requirements.
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Service Learning Experience—Important for Raising Social Awareness and
Developing Specific Skills
Cathy S.P. WONG
Department of English, The Hong Kong Polytechnic University

ABSTRACT
This paper reports on the results of a survey conducted with a class of 22 students having
taken a service learning subject at university level in Hong Kong. Results showed that after the
students had gained some service learning experience, they became much more aware of social
issues. In terms of the specific personal and interpersonal skills, all the skills being examined
showed improvement. The survey results reflected that all the students valued the service
learning experience because the experience had enhanced their social awareness and some of
their personal and interpersonal skills had become more sophisticated and more effective.
1.

INTRODUCTION

Incorporating community service into the curriculum has become increasingly important
in the US since the 1990s. Information from Campus Compact 2012 (Pak, 2013, p.104)
indicates that 94% of the 1,200 colleges and universities in the 2011 survey reported that they
offered service learning subjects. Both the number of service learning subjects being offered and
the percentage of staff members involved in delivering these courses have increased. These
figures reflect the increasing importance placed on service learning in higher education in the US.
In Hong Kong, the introduction of credit-bearing service learning subjects in higher
education in coincided with the recent revamp of the education system. The changeover from a
3-year university education to a 4-year one enables a more versatile development of students’
well-rounded capabilities. Now, most of the higher education institutions in Hong Kong are
either making service learning compulsory or putting greater emphasis on encouraging students
to participate more intensively in community service.
Previous studies in learning through community service in tertiary education in Hong
Kong have shown that students have benefited from their service learning experience (Chan
2012; Chan, Lee & Ma, 2009; Lai, 2009; Ngai, 2006). In the academic year of 2010/11, The
Hong Kong Polytechnic University (henceforth PolyU) began to pilot credit-bearing service
learning subjects to pave way for the introduction of compulsory service learning subjects in the
new 4-year curriculum. The underpinning conception is that “PolyU is committed to providing a
holistic education to our students. Our focus is not only in the core areas such as critical thinking,
problem solving, professional knowledge, and career development, but also in intangible areas
such as civic responsibility and social justice.” (The Hong Kong Polytechnic University, 2013).
It is along these principles that a service learning subject entitled “Teaching English as a Service
Learning Experience” (henceforth TESLE) was developed for the English majors at PolyU.
2.

SERVICE LEARNING AND THE CURRICULUM

By definition, service-learning is “an active form of teaching and learning in which all
involved, namely the students, faculty, community sponsors, mentors, and those served, engage

together in activities, that address human and community needs, with structured opportunities
designed to promote learning and the development of all” (Permaul, 2009). Therefore, the
subject TESLE aims “to raise the students’ awareness of civic engagement and to cultivate their
social responsibility”. “By designing English language learning programs to help other members
in the community at large, students apply what they have learned in their university education to
serve their community. Through their participation in helping others to learn and through their
engagement in serving the people in need, students will develop a sense of strong commitment to
the community” (Wong, 2012).
As Wilczenski and Coomey (2007) have rightly pointed out, “service learning has
synergistic effects in promoting positive social and emotional growth as well as in enhancing
career and academic outcomes” and that service learning is, among other things, “linkage of
service to academic content and standards”, “personal and social learning”, “opportunities for
career exploration”. It helps “to determine and meet real community needs” and it is “beneficial
for both the students and the community”, and “appropriate in any subject area to meet learning
goals” (Wilczenski & Coomey, 2007). The intended learning outcomes proposed for the subject
TESLE directly address these issues. The learning outcomes of this subject are as follows
(Wong 2012):
“Upon completion of the subject, students will be able:
 (a) to apply their knowledge of the English language system to help members of the
community to learn English;
 (b) to share their knowledge of the English language system and their skills as proficient
English learners with members of the community at large;
 (c) to reflect on their role as a responsible member of the Hong Kong society, of the
Chinese nation, and of the global community;
 (d) to develop a sense of empathy for people who need assistance in learning English;
and
 (e) to build up a sense of civic responsibility through their engagement in serving the
community.
In order to evaluate to what extent these outcomes have been achieved, a pre- and postprogramme survey was conducted when the subject was first offered.
3.

THE SURVEY ON SERVICE LEARNING EXPERIENCE

When the subject TESLE was offered for the first time in the second semester of the
academic year 2011/12, 22 students enrolled in the subject. These 22 students, under the
supervision of two teachers and in consultation with the coordinators from four local NGOs,
designed projects for children and young adults from under-privileged groups to help motivate
the learning of English. The university students taking the subject were asked to complete a preprogram questionnaire (Appendix A) and a post-program one (Appendix B). The aim was to
investigate whether the service learning experience had any impact on their personal
development and social awareness. The two questionnaires consisted of over 30 questions, 25 of
which were identical.

The pre-program questionnaire was divided into two parts: Part A asked the participants
some general information while the 25 questions in Part B focused on the students’ selfassessment of their social awareness and specific skills such as problem solving skills and
interpersonal skills, etc. Students were asked to respond to 25 statements describing themselves
using a scale from “Always (5)” to “Never (1)”. These statements included “I am aware of
social issues in the community” (Q.1) and “When faced with problems, I determine actions by
comparing different possible solutions.” (Q.17).
The post-program questionnaire contained the same 25 questions on students’ selfassessment of their social awareness and specific skills (Part C) as those in the pre-program one.
In addition, a total of 8 questions on their overall learning experience were added (Part B).
These questions included “The service learning subject has allowed me to serve the needy people
in the community.” (Q.3) and “I will participate in more voluntary service in the future.” (Q.7)
The results reported in this paper were collected from 17 students who filled out the preprogram questionnaires and 15 who responded to the post-program one. Some, but not all, of the
respondents overlapped.
4.

RESULTS AND FINDINGS

4.1

Prior Experience

In the pre-program questionnaire, students were asked about their past experience in
community service. The majority (82%) indicated that they had some prior experience in
voluntary service which included selling flags, visiting elderly homes, helping in organizing
events in kindergartens, teaching Putonghua, being a librarian, homework assistants, English
teaching in social centers, etc. The length ranged from one week to a year. Figures 1 and 2
below show the respective percentages.

Figure 1

Students’ prior experience in voluntary service

Figure 2
4.2

The length of past service experience

Reasons for Enrolling in TESLE

Question 6 in Part A of the pre-program questionnaire asked the students to specify why
they decided to register for the service learning subject. The question is “Why are you taking up
this service learning subject? (Tick all answers that apply.)” The responses to this question are
presented in Figure 3 below.

Figure 3

Reasons for Taking TESLE

It is evident from the responses that the top three reasons for most students to enroll in this
service learning subject are “I would like to learn some English teaching skills”, “I would like to
broaden my horizons”, and “I would like to understand the life of the underprivileged groups”,
reflecting that these students came with an aim to learn some specific skills as well as to become
more “socially aware”.

4.3

Social Awareness Development

Part B of the pre-program questionnaire (Appendix A) and Part C of the post-program
questionnaire (Appendix B) consisted of the same 25 questions which invited the students’ to
evaluate some personal / interpersonal skills and social awareness. These 25 questions fall into
two categories. 10 questions focus on their social awareness (Q.1, Q.10, Q.14, Q.15, Q.18, Q.19,
Q.22, Q.23, Q.24, and Q.25) and the rest focus on their personal / interpersonal skills.
A comparison of the results of the 10 questions on social awareness from the pre-program
survey with those collected from the post-program survey is given in Figure 4a and Figure 4b
below.

Figure 4a

Results on “Social Awareness” from Pre-program Survey

Figure 4b

Results on “Social Awareness” from Post-program Survey

From the two figures above, we can clearly see that students’ have become more socially
aware after their service learning experience. In the pre-program survey, although the
percentage of students choosing “Always (5)” and “Usually (4)” is above 40% for all questions,
only 3 questions (Q.18, Q.23, and Q.25) show a percentage higher than 80%. However, in the
post-program survey, all questions except Q.1 show a percentage over 80% with the answers
“Always (5)” and “Usually (4)”. In other words, after the students have completed the course,
over 80% of them chose “Always (5)” and “Usually (4)” in responding to nine out of the ten
statements describing their social awareness whereas this is not the case in the pre-program
survey.
The most striking difference can be observed from Q.10 “I am concerned about the wellbeing of the people in the community.” and Q.19 “I feel most comfortable being with people from
different backgrounds.” In the pre-program survey, in responding to Q. 10, only 18% said
“Always (5)” and 29% chose “Usually (4)”. However, after the students took the subject and
completed their service learning project, the same question prompted drastically different
responses. The figures soared to 33% and 53% respectively in the post-program survey. For Q.
19, only 11.7% chose “Always (5)” and 53% said “Usually (4)” in the pre-program survey but
the percentages rose to 46% and 53% in the post-program one. Table 1 below illustrates these
results more clearly.
Table 1

Comparison of Responses to Q.10 and Q.19 (Social Awareness)
Pre-programme

Post-programme

“Always”
(5)

“Usually”
(4)

“Always”
(5)

“Usually”
(4)

29%

33% 

53% 

53%

46% 

54% 

Q.10
I am concerned about the 18%
well-being of the people in
the community.
Q.19
I feel most comfortable
being with people from
different backgrounds.

12%

In summary, it is obvious from the survey results that students have become more aware
of their social responsibilities and they feel more at ease with and are more willing to help people
from backgrounds different from their own.
4.4

Development of Specific Skills

Among the 25 questions, 15 are about students’ own evaluation of their specific personal
and interpersonal skills such as problem-solving skills, analytical skills, and teamwork, etc.
Results from the survey also indicate that the students had developed a much better image of
themselves in terms of their specific skills after they took the service learning subject TESLE.

Figure 5a below shows that in the pre-program survey, less than 20% of the students
chose “Always (5)” to describe their specific skills for 14 of the 15 questions. Nevertheless,
Figure 5b depicts a very different picture. All questions except one show a percentage higher
than 20% for the answer “Always (5)”. This means that the majority of the participants in the
service learning subject have learned to improve their personal as well as interpersonal skills.

Figure 5a

Results on “Specific Skills” from Pre-program Survey

Figure 5b

Results on “Specific Skills” from Post-program Survey

The results of three statements draw our attention in particular. They are the statements
in Q.2, Q.3, and Q.6. In the pre-program survey, no students (0%) selected “Always (5)” to
describe themselves but the percentage rocketed to 27%, 27% and 47% respectively. Table 2
below indicates the drastic differences.
Table 2

Comparison of Responses to Q.2, Q.3 and Q.6 (Specific Skills)
Pre-programme

Post-programme

“Always”
(5)

“Usually”
(4)

“Always”
(5)

“Usually”
(4)

0%

65%

27% 

67% 

I am able to suggest
interesting activities to do
with new friends.

0%

41%

27% 

53% 

Q.6

0%

47%

47% 

40%

Q.2
I am confident in using
English to communicate
with others.
Q.3

I like to think of new
methods to learn English.

On the other hand, five statements elicited a response on “Rarely (2)” or even “Never
(1)” in the pre-program survey (Figure 5a above) but most of these responses disappeared in the
post-program survey (Figure 5b above). For example, Q.13 “When faced with problems, I list all
the possible solutions and select the best” is a statement about their problem-solving skills. Two
students chose “Rarely (2)” and “Never (1)” initially to describe themselves but they no longer
thought so after the service learning experience because there was no records of anyone selecting
these two options.
On the whole, similar to the findings in the previous section on social awareness, the
results in the post-program survey about students’ personal and interpersonal skills demonstrate a
recognizable improvement.
5.

CONCLUSION

Recall that the learning outcomes of the service learning subject TESLE is to enable
students to apply their academic knowledge to help the needy in society and to develop their
sense of social responsibilities. Through comparing the responses provided by the students who
took the subject in the pre- and post-programme questionnaire survey, we are confident in
concluding that these learning outcomes have been achieved. In addition, students have
improved their personal and interpersonal skills through their active participation in designing
and delivering English teaching and learning service projects. The findings as reflected from the

discussion in the previous sections are very encouraging. Results from all the 25 questions show
improved skills and enhanced social awareness, indicating how important the service learning
experience is for this group of students in developing their all-round development. Therefore,
we may project that the same results can be achieved when the subject is offered to students in
the future.
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Appendix A: Pre-programme Questionnaire

ENGL3018 Teaching English as a Service Learning Experience
Student Pre-programme Survey
The aim of this survey is to evaluate your experiences before completing the service learning
subject. Please take a moment to consider the following questions and select the answers that
best describes you. Write or mark your answer by a tick  in the boxes below. The
information collected will be treated in strict confidence. Only the aggregated results will be
reported and your personal information will not be released.

Part A

General Information

1. Student Name & ID
2. Do you have any prior experience in voluntary service?

 YES

 NO  Go to Q.6

3. How long have you been involved in voluntary service?
 Less than 1 week

 1-3 months

 More than 3 months

4. Which type of voluntary service(s) have you been involved in? Please briefly describe it/them.

5. Have you had any experience in teaching English?
 YES (For how long & where?

)

 NO

6. Why are you taking up this service learning subject? (Tick all answers that apply.)
 I want to help others in need.
 I want to contribute to the society.
 I would like to do something meaningful and important.
 I believe it will broaden my horizons.
 I believe it will help me understand the life of the underprivileged groups.
 I would like to apply the knowledge learned in my BA programme.
 I would like to learn some English teaching skills.

 I would like to better communicate with others.
 I would like to develop my teamwork skills.
 I would like to develop my problem solving skills.
 I was invited by my friends/teachers.
 Others (Please specify):

Part B

Specific Skills

Please put a tick in the box which best describes you in each of the following.

Statement

(1) I am aware of social issues in the community.
(2) I am confident in using English to communicate with others.
(3) I am able to suggest interesting activities to do with new
friends.
(4) When working in a team, I do my best towards meeting team
goals.
(5) When faced with problems, I can define the key issues of the
problems and find out what the real problem is.
(6) I like to think of new methods to learn English.
(7) I can have a sincere conversation / sharing with others.
(8) When working in a team, I share the latest and relevant
information with team members.
(9) When faced with problems, I rank the problems by their
degree of urgency and importance.
(10) I am concerned about the well-being of the people in the
community.
(11) I am able to say “no” to turn down an unreasonable request.

Always
(5)

Usually
(4)

Sometimes
(3)

Rarely
(2)

Never
(1)

(12) When working in a team, I try to consider criticisms or
different opinions from the perspectives of other team
members.
(13) When faced with problems, I list all the possible solutions and
select the best.
(14) I am enthusiastic in serving the needy people in the
community.
(15) I am aware of whether I am doing or saying the right things in
different social settings.
(16) When working in a team, I listen patiently to team members’
ideas first before making any judgment.
(17) When faced with problems, I determine actions by comparing
different possible solutions.
(18) I think I should help others even if I don’t get paid for it.
(19) I feel comfortable being with people from different
backgrounds.
(20) When working in a team, I try to develop creative solutions
which satisfy both sides during conflicts.
(21) I am able to revise my plan when unexpected difficulties
arise.
(22) I make contributions to meeting the needs of the community.
(23) I think English is very important to the underprivileged
groups.
(24) I am able to use my knowledge to help other people.
(25) I learn a lot from people from backgrounds very different
from mine.
Additional Comments about yourself:

*** THANK YOU VERY MUCH FOR YOUR TIME! ***

Appendix B: Post-programme Questionnaire

ENGL3018 Teaching English as a Service Learning Experience
Student End-of-semester Post-programme Survey
The aim of this survey is to evaluate your experiences after completing the service learning
subject. Please take a moment to consider the following questions and select the answers that
best describes you. Write or mark your answer by a tick  in the boxes below. The
information collected will be treated in strict confidence. Only the aggregated results will be
reported and your personal information will not be released.

Part A

General Information

1. Student Name & ID
2. Service Details:
Name of NGO

Part B

Nature of Service (e.g.
teaching English to primary
school children, etc.)

Start Date
(approxminately)

End Date
(approxminately)

Total no. of
hours of
preparation

Total no.
hours of
service
delivery

Overall Learning Experience

Please put a tick in the box which best describes you in each of the following.
Statement

(1) I applied the knowledge / skills that I learned from my
undergraduate studies when I provided the service.
(2) I treasured the learning experience throughout the service
learning project.
(3) The service learning subject has allowed me to serve the
needy people in the community.
(4) I agree that it is meaningful to serve the needy people.

Strongly
agree
(5)

Agree
(4)

Neutral
(3)

Disagree
(2)

Strongly
disagree
(1)

(5) The service learning subject was well prepared and organized.
(6) Generally speaking, I learn better from the service learning
subject than from the traditional classroom learning mode.
(7) I will participate in more voluntary service in the future.
(8) I will recommend friends or classmates to take ENGL3018
‘Teaching English as a Service Learning Experience’ in the
future.

Part C

Specific Skills

Please put a tick in the box which best describes you in each of the following.
Statement

(1) I am aware of social issues in the community.
(2) I am confident in using English to communicate with others.
(3) I am able to suggest interesting activities to do with new
friends.
(4) When working in a team, I do my best towards meeting team
goals.
(5) When faced with problems, I can define the key issues of the
problems and find out what the real problem is.
(6) I like to think of new methods to learn English.
(7) I can have a sincere conversation / sharing with others.
(8) When working in a team, I share the latest and relevant
information with team members.
(9) When faced with problems, I rank the problems by their
degree of urgency and importance.
(10) I am concerned about the well-being of the people in the
community.
(11) I am able to say “no” to turn down an unreasonable request.
(12) When working in a team, I try to consider criticisms or

Always
(5)

Usually
(4)

Sometimes
(3)

Rarely
(2)

Never
(1)

different opinions from the perspectives of other team
members.
(13) When faced with problems, I list all the possible solutions and
select the best.
(14) I am enthusiastic in serving the needy people in the
community.
(15) I am aware of whether I am doing or saying the right things in
different social settings.
(16) When working in a team, I listen patiently to team members’
ideas first before making any judgment.
(17) When faced with problems, I determine actions by comparing
different possible solutions.
(18) I think I should help others even if I don’t get paid for it.
(19) I feel comfortable being with people from different
backgrounds.
(20) When working in a team, I try to develop creative solutions
which satisfy both sides during conflicts.
(21) I am able to revise my plan when unexpected difficulties
arise.
(22) I make contributions to meeting the needs of the community.
(23) I think English is very important to the underprivileged
groups.
(24) I am able to use my knowledge to help other people.
(25) I learn a lot from people from backgrounds very different
from mine.
Additional Comments about yourself:

*** THANK YOU VERY MUCH FOR YOUR TIME! ***

Abstract
Art in Place: Models for Community Engagement
(Presenters: Ping Chong and Wendy Woodson)

The last decade has brought global shifts in our relationships to – and study of – place,
community and artistic practice. We are witnessing new waves of migrations across
continents, changing patterns of social inclusion and exclusion, and “travel” from real to
virtual worlds. Contemporary artistic practices reflect shifting perspectives about place
and belonging (and between fact and fiction) as evidenced in an increased interest in
documentary theater, place-based site-specific art, and autobiographical performance.
Interaction between artists and communities is an especially vibrant way to provide
context and facilitate exchange on the changing nature of place and its broader
implications for creative and scholarly inquiry. International artists Ping Chong and
Wendy Woodson have developed distinct ways of working with diverse communities to
create dance, theater and installation that address relationships between place, community
and art. In this presentation these artists will share some of the methods, challenges and
questions they have discovered developing artistic projects with diverse communities in
place over the past twenty years.
Questions that will be addressed include: How does art reflect and inform the place or
places where it is made and shared? How can art practice function as a way to examine
changes to our definitions of the places we inhabit? What constitutes a community in
place? What communities are included or excluded in different places and artistic
practices? What are some of the challenges in conveying/translating personal stories into
artistic media? What is the relationship between memory and enactment? How do we
define performance in relationship to documentary form?
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Abstract
Japanese is a SOV (Subject + Object + Verb) language, and it allows null-arguments. The goal of
this research is to examine the asymmetries in native speakers’ and second language (L2) learners’
processing of ‘null-subject + object +verb’ sentences (OV sentences) versus ‘subject + null-object + verb’
sentences (SV sentences) in Japanese. The asymmetries to be examined concerned whether the
participants tended to interpret the overt noun phrase (NP) more as the subject or as the object. Thirteen
native Japanese speakers and ten native English-speaking learners of elementary-level Japanese
participated in four self-paced word-by-word reading e-prime experiments. The experiments investigated
how the processing of OV and SV sentences differs between the native speakers and the L2 learners
under four different conditions; in Experiment 1, the experimental sentences were given without
antecedents of the null-NP; in Experiment 2, they were given with antecedents in the previous context; in
Experiment 3, they were given with antecedents in the previous context that pragmatically indicated
whether the null-NP in the following sentences was the subject or the object; and in Experiment 4, they
were given with antecedents in the previous context and [-human] object in the following sentence that
semantically indicated whether the null-NP was the subject or the object. Example items are shown
below.
(1) a. Experiment 1
(OV) Ø Jon-o tataita. (‘Ø slapped John.’)
(SV) Jon-ga Ø tataita. (‘John slapped Ø.’)
b. Experiment 2
(OV) Meari:-ga kita. Ø Jon-o tataita. (‘Mary came. (She) slapped John.’)
(SV) Meari:-ga kita. Jon-ga Ø tataita. (‘Mary came. John slapped (her).’)
c. Experiment 3
(OV) Meari:-ga totemo okotta. Ø Jon-o tataita. (‘Mary got very angry. (She) slapped John.’)
(SV) Meari:-ga mayaku-o katta. Jon-ga Ø shikatta. (‘Mary bought drugs. John scolded (her).’)
d. Experiment 4
(OV) Jon-ga ita. Ø banana-o tabeta. (‘John was there. (He) ate banana.’)
(SV) Banana-ga atta. Jon-ga Ø tabeta. (‘A banana was there. John ate (it).’)
Fifteen OV sentences and fifteen SV sentences were given and mixed among forty-five distractors in each
experiment. Each sentence was followed by a comprehension question that asked which NP was the
subject or the object. T-tests analyzed the data for comprehension accuracy and reading times per
sentence and per word in the null-NP sentences.
Regarding the native English-speaking Japanese learners, the results from Experiment 2 showed
that they read the null-subject OV sentences significantly faster than they read the null-object SV
sentences (p <.03). Their faster processing of OV sentences reflects the strong tie between objects and
verbs in the verb-phrase in English, their native language. However, this overt-object preference
disappeared with the context-pragmatic cue from the previous context in Experiment 3 and lexicalsemantic cue from the [-human] object in Experiment 4. This indicates that those cues have a stronger
influence on their processing than the syntactic preference, a finding that agrees with Clahsen and Felsher
(2006) and VanPatten (2004). In contrast, regarding native Japanese speakers, the results from
Experiments 1 and 3 indicated that they tended to interpret the overt NP as the subject. Their
comprehension accuracy for null-object SV sentences was significantly higher than for null-subject OV
sentences in Experiment 1 (p <.02). Also, their reading times per sentence (p <.01) and per verb (p <.02)
for the null-object SV sentences were shorter in Experiment 3. This overt-subject preference might
contradict the traditional argument that Japanese syntactic structure also has a closer tie between objects
and verbs in the verb-phrase than between subjects and verbs (Saito 1985, Miyagawa 1989). In
experiment 4, the native Japanese speakers’ reading times of the OV sentences were shorter than those of
SV sentences (p <.03), in which the object was [-human]. This reflects the fact that, unlike many IndoEuropean languages, an inanimate entity rarely appears as the subject of a transitive verb in Japanese
(Tsunoda 1991).
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Overall, these results show that native English-speaking Japanese learners tend to interpret the
overt NP as the object more than as the subject, but this tendency is overridden by their reliance on the
context-pragmatic and lexical-semantic cues, a result which supports the previous literature. In contrast,
native Japanese speakers tend to interpret the overt NP as the subject more than as the object,
contradicting current theories.
Tables: Results from the four experiments
a. Native English speakers learning Japanese
Experiment 1
Accuracy
Reading time: per sentence
per overt NP
Null-subject (OV)
81.33%
5023.26ms
2286.19ms
Null-object (SV)
72.00%
4361.06ms
2079.49ms

per verb
2737.19ms
2281.57ms

Experiment 2
Null-subject (OV)
Null-object (SV)

48.67%
60.00%

2350.46ms
2776.69ms
(p < .03*)

1060.04ms
1117.70ms

1290.42ms
1658.99ms
(p < .02*)

Experiment 3
Null-subject (OV)
Null-object (SV)

74.67%
79.33%

2477.10ms
2352.82ms

1028.71ms
1015.19ms

1448.39ms
1337.63ms

Experiment 4
Null-subject (OV)
Null-object (SV)

93.33%
92.00%

2206.09ms
2226.71ms

1080.10ms
1006.37ms

1125.99ms
1220.34ms

per overt NP
899.71ms
933.28ms

per verb
1304.81ms
1207.23ms

2402.83ms
2759.85ms

993.97ms
979.82ms

1408.86ms
1780.03ms

b. Native Japanese speakers
Experiment 1
Accuracy
Null-subject (OV)
75.9%
Null-object (SV)
93.33%
(p < .02*)
Experiment 2
Null-subject (OV)
82.77%
Null-object (SV)
82.22%

Reading time: per sentence
2204.52ms
2140.51ms

Experiment 3
Null-subject (OV)
Null-object (SV)

91.67%
93.89%

2509.10ms
2082.46ms
(p < .01*)

992.90ms
862.22ms

1516.20ms
1220.23ms
(p < .02*)

Experiment 4
Null-subject (OV)
Null-object (SV)

97.78%
98.89%

1883.98ms
2138.81ms

817.29ms
920.34ms
(p < .03*)

1066.68ms
1218.47ms
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ASYMMETRIES IN NATIVE JAPANESE SPEAKERS’ AND NATIVE ENGLISH-SPEAKING JAPANESE
LEARNERS’ PROCESSING OF NULL-SUBJECT VERSUS NULL-OBJECT JAPANESE SENTENCES
1. INTRODUCTION
This study examined the processing of Japanese sentences with discourse-based null
noun phrases (NP). Specifically, it investigated the asymmetry in processing between the nullsubject OV sentences and the null-object SV sentences. The research was conducted with both
native Japanese speakers and native English-speaking learners of Japanese. The research with the
native Japanese-speaking participants investigated their first language (L1) processing of
sentences with null-NP, and the part with native English-speaking participants investigated the
second language (L2) sentence processing by the speakers of a language that does not allow the
null-NP.
According to Ueno and Polinsky (2009), dropping an NP in a sentence is a uniformly
common economy principle for making utterances shorter. Languages such as Japanese, Chinese
and Korean are known for the phenomenon that their sentences grammatically drop an argument.
According to Abe (2009), the null-argument in Japanese are identified in three ways: discoursebased anaphora, intra-sentential anaphora and anaphora involving sloppy identity. This paper
specifically discusses the discourse-based anaphora, examples of which are shown below.
(1)

a. Null-Subject

Taro-wa
nani-o
Taro-TOP
what-ACC
‘What did Taro eat?
Øi

sushi-o
sushi-ACC
‘Ø ate sushi.’
b. Null-Object

tabeta.
ate

Dare-ga
sushi-o
who-NOM
suchi-ACC
‘Who ate sushi?’
Taro-ga
Øi
Taro-NOM
‘Taro ate Ø.’

tabeta no?
ate
Q

tabeta no
ate
Q

tabeta.
ate

Regarding discourse-based anaphora, null-NPs are allowed when their referents are recoverable
from the surrounding context. Also, since the null-NP is mentioned in the previous context, the
NP should be the topic of the current sentence (Kuno 1978, Yamaguchi 2003, Abe 2009,
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Kayama 2004, Barbosa 2010). Grice’s (1975) cooperative principle gives a pragmatic rationale
to this phenomenon. His maxim of quantity requires an utterance to be no more or less than
required. Therefore, the redundant information that is recoverable from the previous context
should be dropped if the grammar of the language allows for it.
The system in many East Asian languages that allows both subject- and object-drop to
render the utterance with appropriate quantity is a different system from the pro-drop in
Romance languages such as Spanish or Italian. In the case of Spanish or Italian, they allow only
subject-drop, and what makes it possible to recover the subject-NP is the morphological subjectverbal agreement. This morphological agreement includes features such as gender, person, or
number. On the other hand, the discourse-based null-NP in Japanese, Korean, Chinese and so
forth lack morphological agreement, but allow a drop of an NP, either or both the subject or/and
object, as long as the antecedent is recoverable from the context in the discourse. 1 As Huang
(1982, 1984) argues, while the null-NP in Spanish or Italian (i.e. pro) is licensed only in the
subject position, the null-NP in Chinese, Japanese or Korean picks up its value from a discourse.
When considering this phenomenon of discourse-based null-NP in L2 acquisition, the
sentences with null-NP could give a challenge to the learners of the languages, especially if the
learners’ L1 does not allow null-argument-NPs. For example, native English-speaking learners
of Japanese would expect to see both the subject and object before they reach the sentence-final
verb (because Japanese is an SOV language), but they might realize that an NP is missing when
they see the verb, and thus would be forced to find the antecedent of the missing NP in the
discourse. However, in their processing, it might be difficult for them to recover the antecedent
and integrate the null-NP with it because null-NP does not appear in their L1, English. Also, the
fact that the discourse-based null-NP does not provide any features such as number or person
might increase the difficulty of the integration of a null-NP with its antecedent.
Dropping an NP in order to make an utterance have just enough quantity is sometimes
seen even in a language that does not grammatically allow it. For example, English does not
allow dropping an NP, but in casual conversations or writings, English speakers frequently drop
subjects in phrases such as, ‘Got it’ or ‘Will do’. If native English speakers could apply this
strategy to the L2 processing of null-NP, they might have little difficulty in processing it.
1

In order to differentiate the languages such as Japanese from the languages such as Spanish, Barbosa (2010) calls
the languages such as Japanese ‘discourse pro-drop languages’, and Neelman and Szendroi (2006) call them ‘radical
pro drop’ languages.
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As casual conversations allow dropping the subject, null-NP is acceptable in English in
some pragmatic context, but its syntax does not allow it whereas Japanese allows the null-NP
both pragmatically and grammatically. Hulk and Müller (2000) claim that this kind of linguistic
interface properties can be acquired late in L2 acquisition. For example, Haznedar (2010)
reported that a bilingual Turkish child living in an English-speaking environment between the
ages of 2-4 rarely uttered a sentence with null-NP in his Turkish production, although Turkish
grammatically allows the null-NP. This is because the dominant language of the child was
English and he had not acquired syntactic legality of the null-NP in Turkish. Also, White (1983)
found that native Spanish-speaking English learners had difficulty in recognizing the
ungrammaticality of the pro-drop sentences in English.

2. PROCESSING WITH CASE-MARKERS
Gass (1989) suggests four cues for finding the grammatical relationships of arguments,
which are lexical items, morphological case-markers, word-order and prosody. Likewise, Bates
and MacWhinney (1989) suggest the competition model, which argues that parsers compute the
most probabilistic interpretation based on various cues including word-order, case-marker,
semantic information, and so forth. According to the competition model, different languages rely
on different cues more than others. Regarding Japanese and English, one big difference in the
use of the cues is the case-markers and word-order. Japanese uses case-markers while English
does not have them; and the word-order of arguments in Japanese and English are different (i.e.
SOV and SVO, respectively).
When thinking of processing a simple sentence with a subject (S), verb (V) and object
(O), parsers of SVO language first encounter S before V appears, which is when they start
constructing a syntactic structure. The V, and then O appear after the syntactic structure began to
be constructed, and the syntactic processing is completed when the parsers connect O to the
structure with S and V, under the VP node.
(2)
NP(S)



NP(S)
V



NP(S)
V

NP(O)
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Meanwhile, in SOV languages, two NPs (S and O) appear before parsers reach V. This does not
mean they store two NPs and wait to construct syntactic structure until they reach V. The parsers
of SOV languages utilize the different strategy to incrementally process sentences. Case-markers
make it possible to incrementally process an SOV sentence. In case-marking languages, the NPs
(S and O) are identified with case-markers such as the nominative marker (NOM) and accusative
marker (ACC). Therefore, when an NP appears with a case-marker, the parsers immediately
understand the NP is the subject or object, without waiting for V appearing.
(3)
NP(S)-NOM





NP(S)-NOM
NP(O)-ACC

NP(S)-NOM
NP(O)-ACC

V

Therefore, most SOV languages should have case-markers as Greenburg (1963) pointed out. In
fact, Gibson (2011) and Lim, Fedorenko and Gibson (2013) report that 72% of the SOV
languages have case-marking system while only 14% of SOV languages have it.
This case-marking system also helps parsers to process an SOV sentence with the nullNP. Because the case-marker of an overt-NP indicates whether it is the subject or object, the
covert null-NP is realized as the other argument. If the overt-NP is marked as the subject, the
null-NP should fit in the object position in the syntactic structure; and if the overt-NP is the
object, the null-NP should fit in the subject position.
(4)

a. null-object SV sentence

NP(S)-NOM





NP(S)-NOM
V

NP(S)-NOM
Ø(Object-topic)

V

b. null-subject OV sentence

Ø(Subject-topic)
NP(O)-ACC



NP(O)-ACC

V



NP(O)-ACC

V

The comprehension of sentences with null-NP (and scrambled sentences, as well) could be a
problem for L2 learners when the learners’ L1 does not use case-markers and if they are not
sensitive to these case-markers. In other words, it could be a problem for them to accurately
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understand grammatical roles (subject or object) of the overt NP. If that is the case, there is a
possibility that the native English-speaking learners of Japanese could interpret a null-subject
(OV) sentence as an SV sentence, or a null-object (SV) sentence as an OV sentence.
Actually, this confusion between the subject and object might occur in a native speakers’
L1 processing, as well. According to Ferreira, Bailey and Ferraro’s (2000, 2002) good-enough
parsing account, even L1 parsers do just enough processing to come up with some plausible
meaning. In their event-plausibility-judgment experiment, native English-speaking participants
read the English sentences such as the following.
(5)

a. The man bit the dog.
b. The man was bitten by the dog.
c. The dog bit the man.
d. The dog was bitten by the man.

Obviously, (5b) and (5c) are plausible events, and (5a) and (5d) are not. However, for (5d), over
one-fourth of the participants answered that it was plausible. What happened was that the
participants did not appropriately utilize the necessary syntactic algorithm. Instead, they just saw
three lexical items, ‘dog’, ‘man’ and ‘bit’, and interpreted the sentence with a plausible meaning,
‘the dog bit the man’. Thus, regarding the null-NP sentences in Japanese, if the native speaker of
Japanese did not pay enough attention to the case-markers, they could also interpret the nullsubject OV sentences as SV sentences and the null-object SV sentences as OV sentences, as long
as the false interpretation still expressed a plausible event.

3. NULL SUBJECT AND NULL OBJECT
The primary question we are asking in this study is whether there is the asymmetry in the
processing-difficulty for both L1 and L2 speakers between null-subject OV sentences and nullobject SV sentences. Examples of null-subject and null-object sentences are shown below.
(6)

a. Null-subject

Ø

Hanako-o
shikatta.
Hanako-ACC scolded
‘Ø scolded Hanako.’

b. Null-object

Hanako-ga
Ø
shikatta.
Hanako-NOM
scolded
‘Hanako scolded Ø.’
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There is a possibility that parsers of the sentences above could interpret (6a) ‘Someone scolded
Hanako’ as ‘Hanako scolded someone’ and (6b) ‘Hanako scolded someone’ as ‘Someone
scolded Hanako’, but the question here is which misinterpretation is more or less likely to occur.
If there is the asymmetry, it should also be reflected in the variance in reading times and
accuracy of comprehension between the null-subject OV sentences and null-object SV sentences.
These asymmetries could also vary between the L1 processing and L2 processing.

3.1. NATIVE JAPANESE SPEAKERS PROCESSING
Hayashibe (1975) experimented with native Japanese children’s comprehension of
scrambled OSV Japanese sentences, finding that children paid little attention to case-markers and
that they tended to interpret the NP they encountered first as the subject or agent. This is due to
the default Japanese word-order, SOV, which starts with the subject. In other words, the
participating children were biased by this default order and they interpreted the first NP as the
subject and the other NP as the object. If we apply this strategy of Japanese children to the issue
of the current study, then native Japanese speakers should be expected to comprehend null-object
SV sentences better than null-subject OV sentences because they would expect the sentenceinitial overt NP to be the subject.
In contrast to this hypothesis, Hirakawa (1993) observed that Japanese children equally
dropped the subject and object in their production. He claims that since the discourse-based nullNP in Japanese is essentially the null-topic, there should be no variance in the tendency to drop
either the subject or object because they both are the topic. Also, Wang, et. al. (1992) found that
children acquiring L1 Chinese, which allows both subjectless and objectless sentences like
Japanese, produced both null-subject and null-object sentences from the onset of L1 acquisition.
According to these studies, native Japanese speakers should show no difference in difficulty in
processing between the null-subject OV sentences and null-object SV sentences.
However, there is also a possibility that processing of the null-subject OV sentence is
easier than the null-object SV sentences, considering that the object constructs the smaller
syntactic constituent with the verb while the subject is the external argument. Ueno and
Polinsky’s (1990) corpus study found that 90% of null-NP sentences from Japanese novels,
magazines and native Japanese-speaking children’s utterances were subject-drop (i.e. OV)
sentences.
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3.2. NATIVE ENGLISH SPEAKERS PROCESSING
Regarding L2 learners’ processing patterns, some early studies expect that they would
comprehend sentences with null-object-NP better than the sentences with null-subject-NP.
VanPatten’s (1996, 2004) first noun principle argues that L2 learners tend to interpret the first
noun in a sentence as its subject or agent. The experiments by VanPatten (1984), LoCoco (1987)
and Lee (1987) with adult English speakers learning Spanish showed that the majority of
participants interpreted Spanish sentence-initial objects as subjects. Also, Villers and de Villers
(1973) showed that native English-speaking children employ this strategy when they
comprehend passive sentences, wherein they misinterpret the agent and patient. According to this
view, native English speakers who are learning Japanese should process the null-object SV
sentences better than the null-subject OV sentences because of the presence of the sentenceinitial subject. This expectation could also be supported by the fact that the order of ‘Subject +
Verb’ is analogous to English word-order.
On the other hand, there are data that expect that native English speakers process nullsubject OV sentences better than null-object SV sentences. An example of this is, as mentioned
earlier, when, in casual conversations in English, the speakers frequently drop the sentencesubject, as with, ‘Got it’, yet they do not drop the sentence-objects. Zyzik (2008), Bloom (1990),
Wang et al (1992) and many others report that English-speaking children often produce
sentences with null-subjects, and the subjects appear later in their utterances as the utterance’s
length increases. This reflects the fact that the verb and its object construct the smaller syntacticconstituent while the subject is external in the verb phrase (VP). Huang (1984) states that nullobjects are more marked than null-subjects in English because null-subjects can occur in English,
but null-objects cannot. Du Bois (1987) also points out that actual English dialogue most often
consists of a verb with one full argument, which is either the subject with an intransitive verb or
a transitive verb with its object. These arguments support the hypothesis that null-object SV
sentences are more marked than null-subject OV sentences to the L1 English speakers. In
addition, just like the pro-drop languages such as Spanish and Italian, English has morphological
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agreement that marks the number and person of the subject, so the subject should be relatively
more recoverable than the object. 2
Yamada (2008) also argues that null-subject OV sentences are easier to process than nullobject SV sentences because of the performance limitations of L2 learners. According to her, the
distance from the dropped NP to its antecedent matters. Yamada observed the production of
native English speakers who were advanced-level Japanese learners and noted that the English
speakers tended to drop the subject similarly to native speakers while they tended not to drop the
object when native Japanese speakers do. Yamada attributes this asymmetry to the distance
between the possible null-NP and the antecedent in the previous context in the discourse.
According to her observations, the subject is easier to drop and its antecedent easier to access
because the subject is located close to the antecedent in the previous context. On the other hand,
the object is further from the previous context, so its antecedent requires more working memory
to access. Yamada’s explanation agrees with O’Brien’s (1987) claim that anaphoric reference
becomes more difficult to interpret as the distance between the anaphor and the referent
increases. Those studies above predict that native English-speaking learners of Japanese would
process null-subject OV sentences better than the null-object-SV sentences.
Another issue in L2 processing comes from the difference between the L2 and L1. As
mentioned earlier, Hayashibe (1975) argues that there should be no difference in the difficulty in
processing between null-subject and null-object sentences because the null-NP in Japanese is
actually null-topic. However, English does not have the topic as a grammatical category. If
native English-speaking Japanese learners have acquired the grammatical category of the topic,
they could process the null-topic equally as well no matter if it is a topicalized subject or object.
Meanwhile, if the learners have not acquired the topic as a different grammatical category from
the subject, they would be likely to interpret the topic as the subject. In that case, there could be
an asymmetry in their processing between the null-subject and null-object sentences.

4. CURRENT STUDY

2

Yuan (1997) claims a different interpretation. In his study, the native-Chinese speaking learners of English tended
to acquire the obligatory subject faster than the obligatory object because the morphological agreement between
subject and verbs triggers the presence of subject. Meanwhile, the verb does not morphologically agree with the
object, because of which Chinese speakers fails to obligatory state the object.

12
Based on the discussion above, the research question of this study is: do parsers, both
native Japanese and native English speakers, process null-subject OV sentences more accurately
and faster than null-object SV sentences or is it vice versa? Four self-paced word-by-word
reading experiments using e-prime in four different conditions were conducted with native
Japanese-speaking participants and native English-speaking participants who were elementarylevel Japanese learners. This study examined how their processing strategies were different
depending on whether the sentence is a null-subject OV sentence or a null-object SV sentence.
Section 4.1 shows these experiments with native Japanese-speaking participants, and section 4.2
shows those with native English-speaking participants.

4.1. EXPERIMENTS WITH NATIVE JAPANESE SPEAKERS
4.1.1. EXPERIMENT ONE
The first experiment simply used the sentences with null-subject and null-object as shown
below. The antecedent was not given to the participants.
(7)

a. Null-subject OV sentence

Ø

Taro-o
Taro-ACC
‘Ø slapped Taro.’

tataita.
slapped

b. Null-object SV sentence

Taro-ga
Ø
Taro-NOM
‘Taro slapped Ø.’

tataita.
slapped

Thirteen native Japanese speakers from the English Programs for Internationals (EPI) at the
University of South Carolina (USC) and from Japanese companies in Columbia, South Carolina
and their families voluntarily participated in this experiment. The sentences shown in the
experiments were in Japanese characters. In order to eliminate the influence of the length of
words and sentences, all target sentences consisted of two words (overt subject or object and
verb) and all words were short enough to fixate concurrently. 3 All overt nouns in the critical
sentences were [+human]. All verbs in the experimental sentences were transitive verbs that take
[+human] object. All sentences were in the past tense. There were thirty experimental sentences
(fifteen for each condition), and they were mixed among forty distractor sentences. The

3

The perceptual span, which parsers can see at once and extract information from, ranges from about 12-13
characters long in Japanese (Asano and Yokosawa 2006, Osaka 1987). This study used the words with seven
Japanese characters at maximum for one presence on the screen.
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experimental and distractor sentences were given in random order and each sentence was
followed by a comprehension question, as below.
(8) Q: Which is the most likely true? Press 1 or 2.
1. Taro slapped someone.
2. Someone slapped Taro.

The comprehension questions were presented in English. In addition, prior to the actual
experiment, a practice block with three sentences and comprehension questions was given.

4.1.1.1. PROCEDURE
The sentences were given in the moving-window paradigm, and participants read the
sentences word by word. The experiment was carried out with each participant viewing the
sentences on a computer. During the experiment, the participants first received the welcome
message and instructions on the computer screen and then proceeded to the practice block by
hitting the space bar. After they finished the practice questions, they received the end-of-practice
message and were allowed to begin the actual experiment by hitting the space bar. In the practice
block and actual experiment, each sentence appeared after a fixation mark, ‘+’, was shown in the
position where the first letter of the experimental sentence appeared. After participants read all of
the words in each sentence, the comprehension questions were shown. Participants answered the
question by hitting ‘1’ or ‘2’, and then the fixation ‘+’ appeared, followed by the first word of the
next sentence.

4.1.1.2. DATA ANALYSIS
The measured dependent variables were (i) the accuracy of the comprehension, which
was assessed by the score of the comprehension question, (ii) the sentential reading times, and
(iii) the reading times per word. The paired T-test compared the null-subject OV sentences and
null-object SV sentences in terms of the accuracy, sentential reading times and the reading times
per word, namely the overt subject-NP or object-NP and the verb.

4.1.1.3. RESULTS
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The result of the first experiment showed that the participants’ reading time per sentence
or per word did not show any significant difference between the null-subject OV and null-object
SV sentences (i.e. the participants did not read either of the null-subject or null-object sentences
consistently faster or slower than the other). However, the accuracy rate was clearly better for the
null-object SV sentence than the null-object OV sentences (i.e. the participants comprehended
the null-object SV sentences consistently more accurately than the null-subject OV sentences), as
T-test detected (p < .02). The summary of the result is shown below.
Table 1. Experiment One (Native Japanese speakers)
Numbers in the table are mean values
The bold case shows statistically significant (*) differences

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

75.9%
93.33%
(p < .02*)

2204.52ms
2140.51ms

899.71ms
933.28ms

1304.81ms
1207.23ms

This result, a low accuracy rate for the null-subject OV sentences, indicates that native Japanesespeaking participants did not pay enough attention to case-markers and interpreted the first overt
noun as the subject. In other words, when parsers have only one argument for a transitive verb,
they assign the subject-role to the NP. This result seems preferable to the view that Japanese
speakers process the null-object SV sentences better than the null-subject OV sentences.

4.1.2. EXPERIMENT TWO
The first experiment used sentences with no antecedents for the null-NP. Thus, the
participants had no clue what the null-NP referred to. Unlike the first experiment, the second
experiment used the sentences with the antecedents in the previous context. Thus, the
experimental items of the second experiment consisted of two sentences: a previous sentence
with an antecedent and a critical sentence with a null-NP. Examples are shown below.
(9)

a. Null-subject OV sentence
Hanako-ga
soko-ni
ita.
Hanako-NOM
there-LOC
existed
‘Hanako was there. Ø slapped Taro.’

Ø

Taro-o
Taro-ACC

tataita.
slapped

15
b. Null-object SV sentence
Hanako-ga
soko-ni
ita.
Hanako-NOM
there-LOC
existed
‘Hanako was there. Taro slapped Ø.’

Taro-ga
Taro-NOM

Ø

tataita.
slapped

The preceding contexts have antecedents, but you will note that the contexts does not provide
any pragmatic cue that would help parsers to accurately figure out if the overt NP is the subject
or object. The preceding sentences with antecedents consisted of three words. There were thirty
experimental sentences (fifteen for each condition), and they were mixed among sixty distractor
sentences. Each sentence was given with a comprehension question in English as below.
(10) Q: Which is the most likely true? Press 1 or 2.
1. Taro slapped Hanako.
2. Hanako slapped Taro.
Twelve native Japanese speakers from EPI at USC and from Japanese companies in Columbia,
South Carolina and their families participated in this experiment, some of which had participated
in the previous experiment. The other conditions, procedure and data analysis were the same as
the first experiment.

4.1.2.1. RESULTS
Neither the participants’ reading times nor the accuracy rates showed any significant
difference between the null-subject OV and null-object SV sentences. The summary of the
results is shown below.
Table 2. Experiment Two (Native Japanese speakers)
Numbers in the table are the mean values

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

82.77%
82.22%

2402.83ms
2759.85ms

993.97ms
979.82ms

1408.86ms
1780.03ms

This result could imply that native Japanese-speaking participants do not have any preference to
interpreting the overt NP as the subject or object as long as they have antecedents for the nullNPs, unlike with the first experiment.
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A finding from the first and second experiment is that parsers’ attention to the casemarkers is pretty low, which is reflected in their low accuracy rates. The third and fourth
experiments used experimental sentences in which the participants should be able to accurately
comprehend the overt NP is the subject or object. The third experiment gave the contextpragmatic cue that can be obtained from the previous context and the fourth experiment gave the
lexical-semantic cue from the verb that takes an inanimate object. Since the accuracy rates were
expected to be very high in both null-subject OV sentences and null-object SV sentences, the
main measured variables from the third and fourth experiments were reading times (i.e. whether
parsers read either OV sentences or SV sentences faster).

4.1.3. EXPERIMENT THREE
Just like the second experiment, the experimental sentences for the third experiment
included the antecedents for the null-NP. The difference here was the presence of the pragmatic
cue in the previous context. Example experimental sentences are shown below.
(11)

a. Null-subject OV sentence
Hanako-ga
totemo
okotta.
Hanako-NOM very
got-angry
‘Hanako got very angry. Ø slapped Taro.’

Ø

Taro-o
Taro-ACC

b. Null-object SV sentence
Hanako-ga
mayaku-o
kata. Taro-ga
Hanako-NOM
drug-ACC
bought Taro-NOM
‘Hanako bought drugs. Taro scolded Ø.’

Ø

tataita.
slapped

shikatta.
scolded

The preceding contexts have antecedents and the contexts pragmatically would help parsers to
accurately figure out whether the overt NP is the subject or object. For example, in sentence
(11b), Hanako is the one who bought drugs, therefore she should be the one who is scolded (i.e.
object).
Twelve native Japanese speakers from EPI at USC and from Japanese companies in
Columbia, South Carolina and their families participated in this experiment, with a minor
amount of participant overlap. There were thirty experimental sentences (fifteen for each
condition) which were mixed among sixty distractor sentences. The other conditions, procedure
and data analysis were the same as the second experiment.
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4.1.3.1. RESULTS
As expected, the participants’ accuracy of comprehension was high for both null-subject
OV sentences and null-object SV sentences and did not show any significant difference between
them. However, the reading time was clearly faster for the null-object (SV) sentences than the
null-subject (OV) sentences, as the T-test detected. This faster reading time for the null-object
SV sentence appeared on the verb. A summary of these results is shown below.
Table 3. Experiment Three (Native Japanese speakers)
Numbers in the table are the mean values
The bold case shows statistically significant (*) differences

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

91.67%
93.89%

2509.10ms
2082.46ms
(p < .01*)

992.90ms
862.22ms

1516.20ms
1220.23ms
(p < .02*)

The reading time for the overt NP did not show a significant difference between the null-subject
OV sentences and null-object SV sentences, just like the previous experiment. However, the
reading time for the verb was significantly longer for the null-subject OV sentences than the
null-object SV sentences. This tells us that the participants initially interpreted the overt NP
before the verb as the subject, paying little attention to the case-marker. When the overt NP was
actually the subject, as the participants interpreted it to be (as in the null-object SV sentences),
the processing went smoothly, but when the overt NP was the object (as in the null-subject OV
sentences), their processing was delayed at the verb. From the result, we interpret that what
happened was that after the participants interpreted the overt object-NP as the subject and then
encountered the verb, the context-pragmatic cue from the previous sentence forced them to
notice that the sentence-initial overt NP was actually the object and that the true subject is null.
This indicated to the participants that the true subject-NP appeared earlier in the previous
context. (i.e. for the sentence (11a) ‘Hanako got very angry. Ø slapped Taro’, it is pragmatically
more plausible to interpret Hanako as the slapper because she was the one who were angry.) At
this point, the participants likely reanalyzed their initial interpretation and figured out that the
antecedent of the null-NP was the subject and the overt NP in the current sentence was the
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object. This reanalysis was recorded as a longer reading time for the verb in the null-subject OV
sentences. This result indicates that the participants were biased or constrained by the Japanese
default word-order (SOV), which starts with the subject. This observation validates the result of
the first experiment.

4.1.4. EXPERIMENT FOUR
The first and third experiments revealed that native Japanese-speaking participants were
constrained by the sentence-initial-subject preference. The fourth experiment used the lexicalsemantic cue from the verb, which takes [-human] object. Sample experimental sentences are
shown below.
(12)

a. Null-Subject
Taroi-ga
resutoran-ni
itta. Øi
Taro-NOM restaurant-DAT
went
‘Taro went to a restaurant. Ø(Taro) ate sushi.’
b. Null-Object
Shefu-ga
sushii-o
tsukutta.
chef-NOM
sushi-ACC
made
‘A chef made sushi. Taro ate Ø(sushi).’

Sushi-o
sushi-ACC

Taro-ga
Taro-NOM

Øi

tabeta.
ate

tabeta.
ate

This condition would allow parsers to easily and accurately interpret which NP is the subject or
object because of the lexical-semantic cue, the animacy-difference of the subject and object. For
example, in these sentences (12), it is obvious that sushi is what was eaten and Taro is who ate it.
Twelve native Japanese speakers from EPI at USC and from Japanese companies in
Columbia, South Carolina and their families participated in this experiment. The overt NP in the
experimental sentence and the antecedents of null-NPs had an animacy-difference of [+human]subject and [-human]-object. There were thirty experimental sentences (fifteen for each
condition), and they were mixed among sixty distractor sentences. Each sentence was given with
a comprehension question in English, as below.
(13) Q: Which is the most likely true? Press 1 or 2.
1. Taro ate sushi.
2. Sushi ate Taro.
The other conditions, procedures and data analysis were the same as the second and third
experiments.
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4.1.4.1. RESULTS
Interestingly, the native Japanese-speaking participants showed the opposite result from
the first and third experiment. The differences in reading time appeared in the sentence-initial
overt NP. Participants read the overt [-human] object (in the null-subject OV sentences)
significantly faster than the overt [+human] subject (in the null-object SV sentences), meaning
that their processing was smoother for the null-subject OV sentences than the null-object SV
sentences. The results are shown in the table below.
Table 4: Experiment Four (Native Japanese speakers)
Numbers in the table are the mean values
Bold case shows statistically significant (*) differences

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

97.78%
98.89%

1883.98ms
2138.81ms

817.29ms
920.34ms
(p < .03*)

1066.68ms
1218.47ms

While the third experiment showed a strong sentence-initial-subject preference on the reading
time of the verb, this fourth experiment showed the opposite result on the reading time on the
sentence-initial overt NP. This result implies that the lexical-semantic information (i.e. animacy)
cancelled the sentence-initial-subject bias. The cancellation of the sentence-initial-subject bias
could be attributed to the infrequency effect of the [-human] subject-NP in Japanese.
In Japanese sentences, it is extremely infrequent that an inanimate subject/agent takes an
animate object. For example, a sentence like ‘the medicine made her feel better’ is rare in
Japanese. According to Tsunoda (1991), a Japanese subject is not allowed to take an object
whose animacy is higher than the subject’s animacy in Silverstein’s (1976) noun phrase animacy
hierarchy, which is shown below.
(14)

1st person > 2nd person > 3rd person > 3rd proper noun > 3rd human noun
> 3rd animate noun > 3rd inanimate noun

This is different from many Indo-European languages, including English, which allow inanimate
subjects to take animate objects in cases in which the event described in the sentence does not
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reflect the subject/agent’s intention (Saito, 2001). Thus, the sentence below is acceptable in
English, but unacceptable in Japanese.
(15)

a. English:
b. Japanese:

The medicine made her feel better.
???Sono kusuri-ga
kanojo-no
kibun-o
yoku shita.
that medicine-NOM
her-GEN
feeling-ACCC better made
‘The medicine made her feel better (The medicine made her feeling better)’

The Japanese equivalent of the sentence above would usually be expressed as a sentence with an
intransitive verb, as shown below.
(16)

Japanese:

Sono kusuri-no
okage-de
kanojo-no
kibun-ga
yoku natta.
that medicine-GEN assistance-with
her-GEN
feeling-NOM well became
‘With the assistance of the medicine/Thanks to the medicine, her feeling became well.’
In short, Japanese inanimate NPs do not work as the subject of a transitive verb that takes an
animate object (Nishimitsu, 1999). This analysis is supported by the fact that English sentences
use more transitive verbs than Japanese sentences do, and Japanese sentences use more
intransitive verbs than English sentences do (Teramura, 1975; Ikegami, 1981, Ando 1986).
Due to this inanimate-non-subject bias among native Japanese speakers, when the
participants in the fourth experiment encountered the sentence-initial [-human] entity, it
immediately made them interpret that the [-human] entity was the object-NP, and it suppressed
the sentence-initial-subject preference, which was detected in the first and third experiment.

4.1.5. DISCUSSION
The first and third experiments found a sentence-initial-subject preference among native
Japanese speakers. These speakers predicted that the sentence-initial NP was the subject (as long
as the NP was [+human]), which reflects the Japanese default word-order of arguments, SOV.
The fourth experiment, in opposition, revealed an inanimate-non-subject bias. The native
Japanese-speaking participants immediately interpreted the inanimate NP as the non-subject once
they saw the NP. This inanimate-non-subject bias is considered to be stronger than the sentenceinitial-subject bias because the former cancelled the latter in the fourth experiment.
Another significant finding from the experiments is that a native Japanese speakers’
attention to case-markers is low. If the participants had paid enough attention to case-markers in
their incremental processing, their accuracy rates for all the conditions should have been very
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high because case-markers always provide an accurate cue for figuring out which NP is the
subject or object. However, in the first and second experiments in which the case-markers were
the only cue to figure out which NP was the subject or object, their accuracy rates were around
80%. On the other hand, in the third and fourth experiments, which provided the contextpragmatic cue and lexical-semantic cue, the participants’ accuracy rates were over 90%. This
finding concurs with the good-enough parsing account: parsers do just enough processing to
come up with some plausible meaning.

4.2. EXPERIMENTS WITH NATIVE ENGLISH SPEAKERS
4.2.1. EXPERIMENT ONE
The same set of the four experiments was also conducted with native English-speaking
participants. The experimental sentences and comprehension questions were the same as those
used for native Japanese speakers but, in order to eliminate the influence of possibly novel
words, each content word of the Japanese sentences was shown with an English translation in
alphabet. 4 An example sentence as it appeared on the computer screen is shown below.
(17)

花子(Hanako)を

たたいた(slapped)。 5

Ten native English speakers from elementary Japanese classes at University of South Carolina
(USC) voluntarily participated in the first experiment, which provided null-NP sentences without
the previous context or antecedent. All conditions, procedures and data analysis were the same
as the experiment for the native Japanese speakers.

4.2.1.1. RESULTS
The results showed that participating native English-speakers did not show any
significant asymmetry in processing between the null-subject OV sentences and null-object SV
sentences, either in accuracy or in reading times. The summary of these results is shown in the
table below.

4

The perceptual span, which parsers can see at once and extract information from, in English ranges from about four
characters to the left and about fifteen characters to the right of the currently fixated letter (Traxler 2012).
5
This sentence means, ‘Ø slapped Hanako’. (i.e. ‘Ø Hanako-o tataita’).
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Table 5: Experiment One (Native English speakers from elementary Japanese classes)
Numbers in the table are the mean values

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

81.33%
72.00%

5023.26ms
4361.06ms

2286.19ms
2079.49ms

2737.19ms
2281.57ms

These results tell us that they were not constrained by any preference or bias such as, ‘the first
NP should be the subject’, or ‘an overt NP that is next to the verb must be the object’. When one
of the arguments of the transitive verb was missing, participants figured the overt NP was the
subject or object relying on the case-marker for the overt NP.

4.2.2. EXPERIMENT TWO
Ten native English speakers from elementary Japanese classes at USC participated in the
second experiment, which provided null-NP sentences with the antecedent in the previous
context, but the context did not provide any pragmatic cue for figuring out whether the overt NP
was the subject or the object. All conditions, procedures and data analysis were the same as the
experiment for the native Japanese speakers.

4.2.2.1. RESULTS
Unlike the first experiment, the native English-speaking participants read the verbs in the
null-subject OV sentences significantly faster than the verbs in the null-object SV sentences. The
summary of the result is shown below.
Table 6: Experiment Two (Native English speakers from elementary Japanese classes)
Numbers in the table are the mean values
The bold case shows statistically significant (*) differences

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

48.67%
60.00%

2350.46ms
2776.69ms
(p < .03*)

1060.04ms
1117.70ms

1290.42ms
1658.99ms
(p < .02*)
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This consistent asymmetry among the average reading time of the participants of the verb
between in the null-subject OV sentences and the null-object SV sentences indicates that the
native English-speaking participants were affected by their preference to the overt object being
next to the verb. When they realized that an NP was missing and that they needed to recover its
antecedent from the previous context, they were faster to recover the antecedent when the
antecedent was for the null-subject than for the null-object. This OV-constituent preference was
not detected in the first experiment because the participants’ attention to the case-markers in the
first experiment was stronger than the effect from this OV-constituent preference. These
observations caused us to question what made the participants’ attention to the case-markers
lowered to a level where the OV-constituent preference emerged.
A possible answer for this question is likely found in the much lower accuracy rates and
the much shorter reading times for both the null-subject OV sentences and the null-object SV
sentences, compared with those in the first experiment. The accuracy rate, here, was around
50%, far lower than the accuracy rate in the first experiment. This could be due to the heavier
working memory load of this condition in the second experiment than of the condition in the first
experiment. In the first experiment, the experimental sentence did not include the antecedent of
the null-NP. Therefore, participants processed only the critical sentence that consisted of just two
words, an overt NP and a verb. The processing of only two words did not require much working
memory, so the participants were able to pay better attention to the case-markers, which was
reflected in their high accuracy rates. Meanwhile, in the second experiment, the participants saw
the antecedent-NP in the previous context in addition to the overt NP and the verb in the critical
sentences. That is, they had to store and retrieve the antecedent after they processed the overt NP
and the verb in the critical sentences. While the participants’ attentions were used up for this
store-retrieval task, they had little attention left for the analysis of the case-markers. This made
the OV-constituent preference emerge in the second experiment.
Also, the long reading time results in the first experiment indicate that analyzing the casemarkers takes time but, because of the analysis of the case-markers, comprehension was more
accurate. On the other hand, the much shorter reading time results in the second experiment
indicate that the participants did not analyze the case-markers. Participants simply retrieved the
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antecedent of the null-NP, their processing of the sentence completed without analyzing the casemarkers.

4.2.3. EXPERIMENT THREE
Ten native English speakers from elementary Japanese classes at USC participated in the
third experiment, which provided null-NP sentences with the antecedent in the previous context
that gave the pragmatic cue. All conditions, procedures and data analysis were the same as the
experiment for the native Japanese speakers.

4.2.3.1. RESULTS
The participants’ accuracy rates or reading times per sentence or per word did not show
any significant asymmetry between the null-subject (OV) and null-object (SV) sentences. Also,
their accuracy rates were back to much higher values than in the second experiment because of
the context-pragmatic cue. The summary of the results is shown below.
Table 7: Experiment Three (Native English speakers from elementary Japanese classes)
Numbers in the table are the mean values

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

74.67%
79.33%

2477.10ms
2352.82ms

1028.71ms
1015.19ms

1448.39ms
1337.63ms

These results indicate that participants’ OV-constituent preference was eliminated in this third
experiment. These results could be caused by the context-pragmatic cue being much stronger
than the OV-constituent preference. If the OV-constituent preference was effective in the
participants’ processing of these experimental items, their processing of the null-object SV
sentences should have been slower because they would have had to reanalyze their interpretation
when they saw the verb. However, a delay in reading time did not appear. This means that, for
the participants, the context-pragmatic cue was informative enough to comprehend the sentences
even without analyzing the case-markers. Their strong attention to the context-pragmatic cue is
reflected in the much higher accuracy rates as compared to those in the second experiment.

25
4.2.4. EXPERIMENT FOUR
Ten native English speakers from elementary Japanese classes at USC participated in the
fourth experiment, which provided null-NP sentences with the antecedent in the previous context
that gave lexical-semantic cue from the verb. All conditions, procedures and data analysis were
the same as the experiment for the native Japanese speakers.

4.2.4.1. RESULTS
Just like the third experiment, the participants’ accuracy rates or reading times per
sentence or per word did not show any significant asymmetry between the null-subject OV and
null-object SV sentences. Also, the accuracy rates were much higher than the other experiments
because of the lexical-semantic cue from the verb that takes [-human] object. The summary of
the results is shown below.
Table 8: Experiment Four (Native English speakers from elementary Japanese classes)
Numbers in the table are the mean values

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

93.33%
92.00%

2206.09ms
2226.71ms

1080.10ms
1006.37ms

1125.99ms
1220.34ms

These results tell us that, similarly to the third experiment, the participating English speakers
heavily relied on the lexical-semantic cue to comprehend the sentences. They were not
constrained by the default word-order of a sentence-initial subject or by the stronger syntactic tie
between the object and verb in a small constituent. Also, as expected, the inanimate-non-subject
bias that was observed among native Japanese speakers was not found in this experiment with
native English speakers.

4.2.5. DISCUSSION
The second experiment revealed the native English speakers’ preferences with respect to
the closer syntactic tie between the object and verb. This preference did not appear in experiment
one, when the sentence processing did not require a heavy working memory load for the storeretrieval of the antecedent. Also, this OV-constituent preference was eliminated when the

26
context-pragmatic cue or lexical-semantic cue were present as in the third and fourth experiment,
respectively. This reflects the fact that the L2 learners more strongly rely on the contextpragmatic cue and lexical-semantic cue for processing the L2 sentences than they rely on their
OV-constituent preference. This observation agrees with the shallow structure hypothesis
suggested by Clahsen and Felsher (2006). The shallow structure hypothesis is the second
language acquisition (SLA) version of the good-enough parsing: it argues that L2 learners’
syntactic parsing of L2 sentences is shallow and that they process target languages by using
semantic information derived from the argument structure of the verb, not by using information
from syntactic structure.

5. GENERAL DISCUSSION
The primary objective of this study was to examine the asymmetry in processing between
the null-subject OV sentences and null-object SV sentences. The experiments of this study
indicate that there are asymmetries, but that native Japanese speakers and the native English
speakers harbor different asymmetries. Native Japanese speakers process the null-object SV
sentences better because of their sentence-initial-subject preference (as shown in the first and
third experiments), whereas native English-speaking Japanese learners process the null-subject
OV sentences better because of their OV-constituent preference (as shown in the second
experiment). Also, the Japanese speakers’ sentence-initial-subject preference was stronger than
the native English speakers’ OV-constituent preference because the former preference crashed
with the context-pragmatic cue (in the third experiment), but the latter was eliminated by the
context-pragmatic cue.
It is interesting that native Japanese speakers showed the asymmetry being constrained by
the subject-initial word-order although the language allows relatively free order of NPs (e.g.
scrambling). This data could be rationalized in a further study with a syntactic explanation,
which maintains the configurationality of Japanese sentences. However, the Japanese speakers’
sentence-initial-subject bias could be a counter evidence for the configurationality of Japanese.
This preference among Japanese speakers does not respect the stronger tie between the verb and
object in the verb phrase under the configurational structure, as traditional syntactic theories
maintain (Saito 1985, Miyagawa 1989). These results could imply that the subject and object
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have no difference in height in the syntactic tree and that Japanese speakers process them
linearly. However, further studies will be required on this issue.
In the native Japanese speakers’ processing in the fourth experiment, the lexical-semantic
effect from the [-human] object-NP created the opposite asymmetry, and thus a faster reading
speed for the null-subject OV sentences than the null-object SV sentences. This faster reading
speed was the result of the inanimate-non-subject bias regarding the animacy hierarchy for the
subject and object in Japanese. This inanimate-non-subject bias cancelled the sentence-initialsubject preference among native Japanese speakers.
Apart from the primary objective of the study (i.e. the asymmetry in processing between
the null-subject OV sentences and null-object SV sentences), the third and fourth experiments
illustrated the strong effects of both the lexical-semantic cue and the context-pragmatic cue on
reading speed. For the L2 learners processing, especially, those cues completely equalized their
asymmetry between the null-subject and the null-object sentences, eliminating their OVconstituent bias. Furthermore, the semantic-lexical cue was stronger than the context-pragmatic
cue as observed in the higher accuracy rates in the fourth experiment than in the third experiment
for both native Japanese speakers and native English-speaking learners of Japanese. This strong
semantic effect supports Ferreira, Bailey and Ferraro’s good-enough parsing account and
Clahsen and Felsher’s shallow structure hypothesis.

6. LIMITATIONS
A limitation of all the experiments was the small number of participants. In addition,
some participants took part in more than one experiment. If we had had more participants so that
no single participant took part in multiple experiments, the findings of this study could have been
overridden by alternative results.
Also, what this paper could not explain were the results of the second experiment with
native Japanese speakers. The second experiment used the null-NP sentences with antecedents in
the previous contexts, but the previous contexts did not give context-pragmatic cues. We found
that the reading times per sentence and per verb were near-significantly different, in that the nullsubject OV sentences were read faster than the null-object SV sentences. The results from the
second experiment are shown below with the p-values from the T-test.
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Table 2. Experiment Two (Native Japanese speakers)
Numbers in the table are the mean values

Null-subject (OV)
Null-object (SV)

Accuracy

Reading time
per sentence

Reading time
per overt NP

Reading time
per verb

82.77%
82.22%

2402.83ms
2759.85ms
(p < .07)

993.97ms
979.82ms

1408.86ms
1780.03ms
(p < .06)

These results contradict the results from the first and third experiments that showed better
performances (i.e. more accurate comprehension and faster reading times) regarding the nullobject SV sentences than regarding the null-subject OV sentences, as summarized below.
(18)
Experiment one: null-object SV sentences were comprehended significantly more accurately.
Experiment two: null-subject OV sentences were read near-significantly faster.
Experiment three: null-object SV sentences were read significantly faster.
The results from experiments one and three agree that native Japanese speakers have a sentenceinitial-subject preference, but the results from experiment two do not support it. We do not know
whether these results from experiment two would have become more significant with more
participants, or if they would have remained non-significant, so more experimentation is
necessary for more accurate results.
In addition, another problem of this study was from the second experiment with the
native English-speaking participants. We found an OV-constituent preference in their reading
times, but their accuracy rates were very low. That means that they did not understand whether
the overt-NP was the object or the subject of the sentence. Therefore, it may be problematic to
attribute their asymmetry in reading times to their preference for an overt object.

7. CONCLUSION
This study investigated the asymmetry of Japanese sentence processing between the nullsubject OV sentences and null-object SV sentences by both native Japanese speakers and native
English speakers learning Japanese. These results indicate that native Japanese speakers and
native English speakers process Japanese sentences with null-NP based on different syntactic
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preferences and, at different degrees of reliance, on context-pragmatic and lexical-semantic
information.
A possible further study could test a different level of L2 learners. The current study used
elementary-level Japanese learners, but advanced-level Japanese learners might show similar
patterns to native Japanese speakers. For example, the OV-constituent preference among native
English speakers who are advanced-level Japanese learners could be overridden by the sentenceinitial-subject preference that was seen in native Japanese speakers, or both preferences could be
equalized. Furthermore, this topic could be developed as: if the advanced-level English-speaking
learners’ OV-constituent preference was overturned, what would the L2 preference (i.e.
sentence-initial-subject preference) do to their L1 production or comprehension? This possible
study would examine whether the L2 preference would appear only for their L2 processing or for
their L1 processing as well. This study would investigate whether a bilingual speaker constructs
two different cognitive systems for each language or uses one system for both languages.

30
REFERENCES

ABE, JUN. 2009. Identification of null arguments in Japanese. The dynamics of the language
faculty: Perspectives from linguistics and cognitive neuroscience. ed. by Hiroto Hoshi.
Tokyo, Japan: Kuroshio Publishers. 135-162.
ANDO, SADAO. 1986. English logic, Japanese logic. Tokyo, Japan. Taishukan Publishers.
ASANO, MICHIKO and KAZUHIKO YOKOSAWA. 2006. Contextual interference within the
perceptual span in reading Japanese text. The 28th Annual Conference of the Cognitive
Science Society, Vancouber, Canada. 985-990.
BARBOSA, PILAR P. Partial pro-drop as null NP-anaphora. Unpublished paper. Online:
http://repositorium.sdum.uminho.pt/bitstream/1822/16200/1/Barbosa.pdf
BLOOM, PAUL. 1990. Subjectless sentences in child language. Linguistic inquiry, 21. 491-504.
CLAHSEN, HARALD and CLAUDIA FELSHER. 2006. Grammatical processing in language learners.
Applied psycholinguistics 27, 3-42.
DU BOIS, JOHN. 1987. The discourse basis of ergativity. Language 63. 805-855.
FERREIRA, FERNANDA and JANIS STACY. 2000. The misinterpretation of passive sentences.
Manuscript submitted for publication.
FERREIRA, FERNANDA, KARL. G. D. BAILEY and VITTORIA FERRARO. 2002. Good-enough
representations in language comprehension. Current Directions in Psychological Science,
11, 11-15.
GASS, SUSAN. 1989. How do learners resolve linguistic conflicts? Linguistic perspectives on
second languages acquisition, eds. by Susan Gass and Jacquelyn Schachter, 183-200.
Cambridge, NY: Cambridge University Press.
GIBSON, EDWARD. 2011. Working memory constraints in sentence processing: Some preliminary
typological predictions and evaluations using a gesture paradigm. Presentation at the
University of South Carolina, Columbia, SC.
GREENBERG, JOSEPH H. 1963. Some universals of grammar with particular reference to the order
of meaningful elements, Universals of Language. ed. by Joseph H. Greenberg 58-90.
Cambridge: MIT Press.
GRICE, H. PAUL. 1975. Logic and conversation. Speech Acts. eds. by Cole, Peter. and Jerry L.
Morgan. New York: Academic Press, 41–58

31
HAYASHIBE, HIDEO. 1975. Word order and particles: A developmental study in Japanese.
Descriptive and applied linguistics 3. 1-18.
HAZNEDAR, BELMA. 2010. Transfer at the syntax-pragmatics interface: Pronominal subjects in
bilingual Turkish. Second language research, 26. 355-378.
HIRAKAWA, MAKIKO. 1993. Null subjects versus null objects in an early grammar of Japanese.
McGill working papers in linguistics, 9. 30-45.
HUANG, C-T. JAMES. 1982. Logical relations in Chinese and the theory of grammar. Doctoral
dissertation. MIT.
HUANG, C-T. JAMES. 1984. On the distribution and reference of empty pronouns. Linguistic
inquiry, 15. 531-574.
HUANG, C-T. JAMES. 1991. Remarks on the status of the null object. Principles and parameters
in comparative grammar. ed. by Robert Freidin, 56-76. Cambridge, MA: MIT Press.
HULK, AAFKE and NATASCHE MÜLLER. 2000. Bilingual first language acquisition at the interface
between syntax and pragmatics. Bilingualism: Language and Cognition, 3. 227–244
IKEGAMI, YOSHIHIKO. 1981. Linguistics of ‘do’ and ‘become’. Tokyo, Japan: Taishukan
Publishers.
JUFFS, ALAN. 2006. Working memory, second language acquisition and low-educated second
language and literacy learners. LOT occasional papers: Netherlands graduate school of
linguistics, 89-104.
JUST, MICHAEL ADAM, PATRICIA A. CARPENTER and JACQUELINE D. WOOLEY. 1982. Paradigms
and processes in reading comprehension. Journal of experimental psychology: general,
111. 228-238.
JUST, MARCEL ADAM, PATRICIA A. CARPENTER and TIMOTHY A. KELLER. 1996. The capacity
theory of comprehension: new frontiers of evidence and arguments. The psychological
review, 103. 773-380.
KAYAMA, YUHKO. 2004. The L1 acquisition of null objects in Japanese. McGill working papers
in linguistics, 19. 67-104.
KUNO SUSUMU. 1978. Grammar of Discourse. Tokyo, Japan: Taishukan.
LEE, JAMES. F. 1987. Morphological factors influencing pronominal reference assignment by
learners of Spanish. Language and language use: studies in Spanish, eds. by Terrell A.
Morgan, James F. Lee and Bill VanPatten. 221-232. Lanham, MD: University Press of

32
America.
LI, CHARLES N. and SANDRA A. THOMPSON. 1976. Subject and topic: A new typology of
language. Subject and topic, ed. by Charles Li. 457-489. New York: Academic Press.
LIM, EUNICE, EVELINA FEDORENKO and EDWARD GIBSON. 2013. Case-marking affects word
order: Evidence from the gesture paradigm. Poster presentation at CUNY 2013.
Columbia, SC.
LOCOCO, VERONICA. 1987. Learner comprehension of oral and written sentences in German and
Spanish: The importance of word order. Foreign language learning: A research
perspective, eds. Bill VanPatten, Trisha Dvrak, and James F. Lee. Rowley. 119-129. MA:
Newbury House.
MACWHINNEY, BRIAN and ELIZABETH BATES. 1989. The crosslinguistic study of sentence
processing. New York: Cambridge University Press.
MALOVRH, PAUL A. 2006. L2 sentence processing of Spanish OVS word order and direct object
pronouns: an analysis of contextual constraints. Selected proceedings of the 9th Hispanic
Linguistics Symposium. ed. by Nuria Sagarra and Almeida Jacqueline Toribio, 1690179.
Somerville, MA: Casadilla Proceedings Project.
MIYAGAWA, SHIGERU. 1989. Against optional scrambling. Linguistic inquiry 28. 1-26.
MURASUGI, KEIKO and TOMOKO KAWAMURA. 2004. On the acquisition of scrambling in
Japanese. Language and linguistics, 5. 131-151.
NEELMAN, AD and KRISZTA SZENDRÖI. 2005. Pro Drop and Pronouns. Proceedings of the 24th
West Coast Conference on Formal Linguistics. ed. by John Alderete, Chung-hye Han and
Alexei Kochetov. 299-307. Somervill, MA: Cascadilla Proceedings Project.
NISHIMITSU, YOSHIHIRO. 1999. Does English really prefer inanimate subjects? Chart network, 30.
1-6.
O’BRIEN, EDWARD J. 1987. Antecedent search processes and the structure of text. Journal of
experimental psychology, 13. 278-290.
OSAKA, NAOYUKI. 1987. Effect of peripheral visual field size upon eye movements during
Japanese text processing. Eye movements: From physiology to cognition, eds. by J. Kevin
O'Regan and Ariane Levy-Schoen. 421-429. Amsterdam: North-Holland.
SAITO, SHINJI. 2001. Structure with inanimate subject. Iwate University Artes Liberales, 68. 8393.

33
SAITO, SHINJI. 2003. Viewpoint and inanimate subject in Japanese. Iwate University Artes
Liberales, 72. 43-54.
SILVERSTEIN, MICHAEL. 1976. Hierarchy of features and ergativity. Grammatical categories in
Australian languages. ed. by R. M. W. Dixon. 112-71. Canberra: AIAS, and New Jersey:
Humanities Press.
SORACE, ANTONELLA. 2006. Gradience and optimality in mature and developing grammars.
Gradience in grammars: Generative perspectives. eds. by Gisbert Fanselow, Caroline
Fery, Matthias Schlesewsky and Ralf Vogel. Oxford: Oxford University Press. 106-123.
TALEZAWA, KOICHI and JOHN WILLIAMS. 1998. Case, word-order and syntactic structure.
Tokyo: Kenkhusha.
TERAMURA, HIDEO. 1975. About the comparison of expressions. National Institute for Japanese
language and lunguistics research papers, 3. Japanese and Japanese teaching:
Pronunciations and expressions. 147-174.
RATITAMKUL, THEERAPORN, ADELE E. GOLDBERG and CYNTHIA FISHER. 2004. The role of
discourse context in determining the argument structure of novel verbs with omitted
arguments. Online Proceedings of the Stanford Child Language Research Forum.
SAITO, MAMORU. 1985. Some Asymmetries in Japanese and Their Theoretical Implications.
Doctoral dissertation, MIT.
TRAXLER, MATTHEW. J. 2012. Introduction to Psycholinguistics: Understanding Language
Science. West Sussex, UK: Wiley-Blackwell.
TSUNODA, TASAKU. 1991. World languages and Japanese. Tokyo, Japan: Kuroshio Publishers.
UENO, MIEKO and MARIA POLINSKY. 2009. Does headedness affect processing? A new look at
the VO-OV contrast. Journal of linguistics, 45. 675-710.
VANPATTEN, BILL. 1984. Learners’ comprehension of clitic pronouns: More evidence for a word
order strategy. Hispanic linguistics 1: 57-67.
VANPATTEN, BILL. 1996. Input Processing and Grammar Instruction in Second Language
Acquisition. Norwood, NJ: Ablex.
VANPATTEN, BILL. 2004. Input processing in SLA. Processing instruction: Theory, research and
commentary, ed. by Bill VanPatten. 5-32. Mahwah, NJ: Erlbaum.
VILLERS, JILL G. DE, and PETER A. DE VILLERS. 1973. Development of the use of word order in
comprehension. Journal of psycholinguistic research 2, 331-341.

34
WANG, QI, DIANE LILO-MARTIN, CATHERINE T. BEST and ANDREA LEVITT. 1992. Null subject
vs. null object: some evidence from the acquisition of Chinese and English. Haskins
laboratories status report on speech research, 110. 225-250.
WHITE, LYDIA. 2011. Second language acquisition at the interfaces. Lingua 121, 577-590.
YAMADA, KAZUMI. 2008. The acquisition of null subjects and null objects in Japanese: A
preliminary investigation. Osaka Jogakuin Community College working papers, 38. 1-17.
YAMAGUCHI, RITSUKO. 2003. Ellipsis in Japanese and issues in intercultural communication.
Tama university journal of management and information sciences, 7. 83-87.
YOSHIKAWA, TAKETOKI. 2976. Some problems on non-human subject sentences. Working papers
for the Japanese Language School, Department of Foreign Language, Tokyo University
of Foreign Studies, 3. 123-137.
YUAN, BOPING. 1996. Asymmetry of null subjects and null objects in Chinese speakers’ L2
English. Studies of second language acquisition, 19. 467-497.
ZYZIK, EVE C. 2008. Null objects in second language acquisition: grammatical vs. performance
models. Second language research, 24. 65-110.

Nathan Krueger

HICAH Abstract
Abstract

The objective of this research is to find evidence of the vocal demands and
characteristics of the Verdi baritone in operatic repertoire prior to Verdi’s writing for the
voice type in title role of Nabucco (1842), widely considered the first Verdi baritone role.
This research traces the development of the Verdi baritone through both the singers that
were performing the roles, and the roles themselves, examining the careers of singers
active in Italy between 1830 and 1845. This research identifies the roles written before
the premiere of Verdi's Nabucco that contain similar vocal and characterization
challenges.
A search through available opera house annals was conducted to identify singers who
were the most active and sought-after. The roles they performed were tabulated and those
most often performed were analyzed in terms of characterization and tessitura demands.
Statistical analysis of the pitches sung produced graphical tessitura charts that visually
display the frequency and duration of individual pitches. With this data, it was clear
which baritone roles were similar to Verdi’s Nabucco in tessitura demand.
Using this method, nine singers have been identified as precursors to the Verdi
baritone. A brief biography of each singer includes historical accounts of their
performances and singing style, as well as charts that indicate the dates and locations of
their performances. Two roles written before Verdi’s Nabucco were found to be most
similar: the title role in Donizetti's Torquato Tasso and the role of Manfredo in
Mercadante's Il giuramento. Each opera is analyzed in terms of characterization and
tessitura demands and is compared to Nabucco using tessitura charts that account for the
frequency and duration of individual pitches. Analysis of an aria from each is displayed
in statistical and graphical format. The data for each role and aria provides quantifiable
evidence that each of the roles presents similar challenges for the baritone.
Identifying the singers and the opera roles that were integral in the development of the
dramatic baritone provide the information on the origin of what we now refer to as the
Verdi baritone, proving that this phenomenon was a development based on the singers
composers had available to them and changing technical approaches to singing.
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Mythic Fantasy in Bradley’s The Shadow Matrix
Marion Zimmer Bradley's works go beyond telling a very good story. In her Darkover
novels, she creates interesting plots involving an alternative world filled with customs and
practices from a much earlier time, including immense psychic powers that constitute both
alternative science and magic. Bradley's novels incorporate materials and concepts that envision
much of what contemporary physics, particularly Quantum Mechanics and M-Theory, posits as
the basis of reality. M-Theory not only opens the possibility of alternate universes, it demands it.
It provides justification for alternate realities where the physics are much like our own but
different enough to provide for what we think of as magic or great psychic abilities, for strange
beings like and yet unlike us -- in short for science fiction.
But tempting as this M-Theory framework is to explore, the mythic framework that
Bradley develops in all of her works deals with the psychological reactions of characters living
out these alternate realities and needs to be explored. This present paper will examine her use of
the underlying archetypes of her characters in this mythic fantasy of a parallel world. She
explores themes dealing with the conflict between personal responsibility and self development
and duty to one’s mate, family, caste and even government. But most of all, she creates
characters that the reader cares about, characters that are troubled by their psychic gifts and the
responsibility such gifts entail, but characters who can work through their conflicts to succeed.
And the reader ends up caring about those characters. Even though the society is basically
medieval, we feel we know the characters and identify with their problems. And even when
Bradley fills them with all the rich details of her stories, we still can recognize the anima, the
hero, the shadow, and so forth. We resonate with these archetypes which are also in each of us,
as these characters navigate alternate realities we also can sense within us.
Joseph Campbell in his introduction to The Portable Jung observes that “These Jungian
archetypes are the a priori forms of Mythic Fantasy.” They “are not determined as regards their
content,” he [Jung] states, “but only as regards their form, and then only to a very limited
degree. A primordial image is determined as to its content only when it becomes conscious and
is therefore filled out with the material of conscious experience.” (Portable Jung, p. xxxi) This
process of making archetypes assume consciousness and then filling them “with material of
conscious experience” is what Bradley does so well. While all of the Darkover novels lend
themselves to archetypal analysis (Two To Conquer, Storm Queen, Sharra’s Exile), The Shadow
Matrix is of particular interest. This novel in three major parts is a prime working out of Jungian
concepts. In particular, the notion of the anima is exploited throughout the novel, in both
positive and malefic aspects. This paper will examine Bradley’s use of archetypal figures and in
the process show that the Terrible Mother figure, a negative anima, is the major organizational
device of each of the three parts of the novel. Additionally, although Bradley’s works in general
have been viewed as feminist and The Shadow Matrix could be included in this judgment, the
resolution of the Terrible Mother figure which brings about a merging, a unity of the Self and
anima, argues most strongly that real strength and equality is to be found in an equal blend of
male and female.
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Mythic Fantasy in Bradley's The Shadow Matrix
Marion Zimmer Bradley's works go beyond telling a very good story. In her
Darkover novels, she creates interesting plots involving an alternative world filled with
customs and practices from a much earlier time, including immense psychic powers that
constitute both alternative science and magic. Bradley's novels incorporate materials and
concepts that envision much of what contemporary physics, particularly Quantum
Mechanics and M-Theory, posits as the basis of reality. M-Theory not only opens the
possibility of alternate universes, it demands it. It provides justification for alternate
realities where the physics are much like our own but different enough to provide for
what we think of as magic or great psychic abilities, for strange beings like and yet unlike
us -- in short for science fiction.
But tempting as this M-Theory framework is to explore, the mythic framework
that Bradley develops in all of her works deals with the psychological reactions of
characters living out these alternate realities and needs to be explored. This present paper
will examine her use of the underlying archetypes of her characters in this mythic fantasy
of a parallel world. She explores themes dealing with the conflict between personal
responsibility and self development and duty to one’s mate, family, caste and even
government. But most of all, she creates characters that the reader cares about, characters
that are troubled by their psychic gifts and the responsibility such gifts entail, but
characters who can work through their conflicts to succeed. And the reader ends up
caring about those characters. Even though the society is basically medieval, we feel we
know the characters and identify with their problems. And even when Bradley fills them
with all the rich details of her stories, we still can recognize the anima, the hero, the
shadow, and so forth. We resonate with these archetypes which are also in each of us, as
these characters navigate alternate realities we also can sense within us.
Joseph Campbell in his introduction to The Portable Jung observes that “These
Jungian archetypes are the a priori forms of Mythic Fantasy. They “are not determined as
regards their content,” he [Jung] states, “but only as regards their form, and then only to a
very limited degree. A primordial image is determined as to its content only when it
becomes conscious and is therefore filled out with the material of conscious experience.”
(Portable Jung, p. xxxi) This process of making archetypes assume consciousness and
then filling them “with material of conscious experience” is what Bradley does so well.
While all of the Darkover novels lend themselves to archetypal analysis, some
spectacularly in fact (Two To Conquer, Storm Queen, Sharra’s Exile), The Shadow
Matrix is of particular interest. This novel in three major parts is a prime working out of
Jungian concepts. In particular, the notion of the anima is exploited throughout the
novel, in both positive and malefic aspects. This paper will examine Bradley’s use of
archetypal figures and in the process show that the Terrible Mother figure, a negative
anima, is the major organizational device of each of the three parts of the novel.
Additionally, although Bradley’s works in general have been viewed as feminist and The
Shadow Matrix could be included in this judgment, the resolution of the Terrible Mother
figure which brings about a merging, a unity of the Self and anima, argues most strongly
that real strength and equality is to be found in an equal blend of male and female.
The Shadow Matrix is, in many ways, a love story. That is, the entire novel is
dedicated to uniting the two main characters, Mikhail Lanart-Hastur and Marguerida
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Alton, in matrimony. They are deeply in love, but are faced with many obstacles, not the
least of which is the fact that Mikhail’s mother and father are deeply opposed to the
match. So also is his uncle, Regis Hastur, Regent of Darkover. Since Mikhail is Regis’
heir to the Regency, his disagreement is potentially devastating and Mikhail must (or
feels he must) garner his support. Much of the unacceptability to the union of Mikhail
and Marguerida centers around four considerations: (1) She is heir to a major domain
(kingdom) and their marriage will concentrate too much power in the union; (2) she has
been raised largely off-planet and is regarded with suspicion by other native Darkovans;
(3) because of an episode antecedent to this novel involving both her and Mikhail in an
adventure in the overworld (other dimension), she carries the imprint of a tremendously
powerful matrix jewel in her left hand—hence the title Shadow Matrix. This imprint has
the power to kill as well as heal, and the necessity to understand and control it drives
much of the action; (4) Javanne, Mikhail's mother, wants to be the power behind the
throne when Mikhail does eventually become the Regent, and Marguerida is much too
powerful to be tolerated. However, before going into the discussion of the three parts of
the story, it will be well to consider some things about the anima.
The first consideration is that the “anima/animus are both characterized by extraordinary many-sidedness.” (Portable, p. 172) Now basically this means that the
significant females Mikhail interacts with are all anima figures: his love Marguerida; his
mother Javanne; Emelda and Priscilla, the mother figures of part I; and so forth. This
isn’t surprising when one understand that “The anima is a personification of all feminine
psychological tendencies in a man’s psyche, such as vague feelings and moods, prophetic
hunches, receptiveness to the irrational, capacity for personal love, feeling for nature
and—last but not least—his relation to the unconscious.” (Man And His Symbols, p.
186) Second, “In both its positive and its negative aspects the anima/animus relationship
is always full of animosity, i.e., it is emotional and hence collective.” (Aion, Portable, p.
154) So sparks do fly, tempers flare (even with Marguerida), and confrontations abound.
Finally, “She is the great illusionist, the seductress, who draws him into life with her
Maya—and not only into life’s reasonable and useful aspects, but into its frightful
paradoxes and ambivalences where good and evil, success and ruin, hope and despair,
counterbalance one another.” (Aion, Portable, p.150)
In The Shadow Matrix, one could argue that archetypally all three of the parts are
really one: the self battles the terrible mother (malefic anima) and the self is joined or
aided by a positive anima. There are, of course, other malefic figures in the novel (both
anima and shadow), but the intention is to focus on the terrible mother (It will be
necessary to discuss other anima figures in all three parts of the novel, of course). In part
I, one finds an externalized mother figure. In part II, one sees the biological mother (with
an archetypal figure underlying her). In part III, one finds the mythic mother, both
positive and malefic, and the biological mother as well. Part III also brings about the
resolution and merging of self and anima.
In part I, Mikhail is named regent for the Elhalyn Domain and as part of the
appointment, Mikhail is ordered to go Elhalyn House in the Elhalyn Domain and test the
children of Priscilla Elhalyn for laran (the psychic gift that is the birthright of the lords of
Darkover). In part, the problem is that Priscilla, the mother, is feared to be mentally
incompetent and consequently the children—three boys and two girls—are being
neglected at best, abused at worst. Mikhail accompanied by two guardsmen of his choice
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journeys to Elhalyn House to conduct his mission. When he gets there, he finds that the
situation is far worse than he could have even imagined. The house is run down; there
are not enough servants; or competent ones that are there. The children are completely
neglected, malnourished, dirty, and uncared for. Two of the boys are sickly and in
danger of dying; the other boy is completely ego-centric and a vicious bully on top of
everything else. The girls, on the other hand, are malnourished but surprisingly healthy
and normal. They are also quite gifted psychically.
Mikhail is also astonished by the reception he receives when he arrives at Elhalyn.
The servants are rude and uncooperative. Priscilla, the mother and nominal head of the
house, has a woman living with her who claims to be a leronis . The woman --Emelda-is mysterious regarding her origins and training, but is clearly a telepath and just as
clearly she has Priscilla in thrall, completely befuddled and unable to think for herself or
act on her own volition. Emelda is a shadow figure to Priscilla, a negative aspect of her
personality. As noted in Jung’s Man And His Symbols, “Whatever form it takes, the
function of the shadow is to represent the opposite side of the ego and to embody just
those qualities that one dislikes most in other people.” (p. 175) And just as clearly,
Priscilla is a Terrible Mother figure, a malefic anima opposed not only to Mikhail and his
mission but a real threat to her own children. In discussing the anima as wife and/or
mother, Jung has noted the nature of the destructive mother. “By nursing secret
destructive attitudes, a wife can drive her husband, and a mother her children, into illness,
accident, or even death. Or she may decide to keep the children from marrying—a
deeply hidden form of evil that rarely comes to the surface of the mother’s conscious
mind.” (Man And His Symbols, p. 202) This latter condition also marks Javanne,
Mikhail’s biological mother, a fact that we will consider during the discussion of part III.
In Priscilla’s case, her children are sickly, malnourished, isolated from other humans,
both children and adults. And she has every intention of maintaining that isolation,
refusing to let Mikhail remove them from the house. The children are terrified and one
little girl, braver than the others, asks Mikhail to please take them away from their mother
and Emelda to a place of safety.
Ordinarily, a situation such as the one described would have galvanized Mikhail
(or supposedly any normal person) into action, but in this case, Emelda is fogging the
mind of Mikhail and causing him to doubt his actions, the rightness of his cause and his
ability to arrive at any reasonable decision.
Every time that Mikhail is ready to take action, he loses his train of thought, or he doubts
the wisdom of the course of action he was prepared to make. He recognizes that Emelda
is influencing him in some mysterious way, but he is so befuddled that he can’t follow
though on any action. Emelda as a shadow figure to Priscilla is a malefic anima—the two
of them are best judged as one figure even though they are two people, and the effect that
Emelda is having on Mikhail is precisely what Jung discusses in relation to the mother
figure: “In its individual manifestation the character of a man’s anima is as a rule shaped
by his mother. If he feels that his mother had a negative influence on him, his anima will
often express itself in irritable, depressed moods, uncertainty, insecurity and touchiness.
(If, however, he is able to overcome the negative assaults on himself, they can serve to
reinforce his masculinity.) Within the soul of such a man the negative mother-anima
figure will endlessly repeat this theme: ‘I am nothing. Nothing makes any sense. With
others it’s different, but for me…I enjoy nothing.” “These “anima Moods” cause a sort

HIC, January 2014

Peercy: The Shadow Matrix

4

of dullness, a fear of disease, of impotence or of accidents. The whole of life takes on a
sad and oppressive aspect. Such dark moods can even lure a man to suicide, in which
case the anima become a death demon.” (Man And His Symbols, pp. 186-87)
Mikhail does have periods of greater lucidity when he is in the presence of his
guardsmen, and he realizes that Emelda cannot exert the same kind of influence in a
crowd that she can with an individual. There is also another situation in which Mikhail
returns to normalcy and can think and plan effectively. That situation involves a bird, a
huge sea crow to be exact. Mikhail notices a huge sea crow practically the moment he
arrives in the vicinity of Elhaly House. The crow circles his head three times, crowing to
him in apparent recognition and trying to communicate with him. The crow remains in
the vicinity of the house day after day and seems to adopt Mikhail. He saves Mikhail
from serious injury in an accident that Emelda engineered by fogging Mikhail’s mind and
clouding his judgment. The crow then landed on Mikhail’s shoulder and Mikhail’s
fogginess immediately left him and he could think and function again. Mikhail noticed
that whenever he was in the presence of the bird, his head remained clear. The
interesting part here is that the bird is clearly in Jungian terms a symbol of transcendence,
not just in part I, but throughout the novel, including saving his life in part III. The
discussion in Man And His Symbols regarding the bird as a symbol of transcendence is
particularly apropos here. “In this case the bird is the most fitting symbol of
transcendence. It represents the peculiar nature of intuition working through a
“medium,” that is, an individual who is capable of obtaining knowledge of distant
events—or facts of which he consciously knows nothing—by going into a trancelike
state” (p. 1 47)
Mikhail realizes in the presence of the crow when his head remained clear that he
needed help to deal with the situation. So even though he lost the thought several times
due to the clouding of his brain by Emelda, he finally manages to contact his sister Liriel
and ask for help. Recognizing the nature of the problem and the condition of her brother,
Liriel agrees to come at once to help. Liriel, of course, is another anima, but a positive
one rather than malefic. She is his sister biologically, but his anima symbolically. Her
training in laran is very impressive, having been tower trained as a technician and fully
capable of dealing with the likes of Emelda, whom she classifies as a “hedge witch,” a
less than flattering description. At any rate, when Liriel arrives, she immediately assesses
the situation and shortly thereafter she brings the affair to a confrontation so that she and
Mikhail can openly oppose and defeat Emelda. They do overpower her and in the
process remove her matrix stone from her. While removing the matrix jewel from
Emelda’s person, they discover that the jewel is really a trap matrix, apparently left over
from a much earlier time in Darkover history. They destroy the trap matrix and in the
process, they reduce Emelda to a vegetative state. Priscilla, the mother, tries to get help
from an ancient Chieri, a being referred to throughout part I as “the guardian,” who
interestingly enough is the father of the two Elhalyn girls. Priscilla demands that the
guardian destroy Mikhail and Liriel, but the guardian refuses and after repeated demands
finally reacts and kills Priscilla. With both Priscilla and Emelda dead, order is restored
and Mikhail decides to return to Thendara, the capital, where he lives, with the Elhalyn
children as his wards.
In the discussion of part I just conducted, it should be noted that no mention was
made of the most obvious and interesting of the anima figures, i.e., Marguerida,
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Mikhail’s beloved. During this part, she was in training to learn to control her laran and
to learn as much as she could about her shadow matrix. She did have some adventures,
notably an attack by a gang of robbers which she was instrumental in defeating. And her
character and actions are of interest both as a person and as an anima. But she is mainly
preparing herself for events that don’t begin to transpire until part II and the bulk of the
material and certainly the focus of part I are centered on Mikhail. So discussion of her
will be held in abeyance until the discussion of part II and part III, which will commence
shortly. Before moving on to the discussion of part II, let me briefly mention what
Mikhail has gained in this section.
Mikhail is symbolically the ego and the women are anima figures who represent
some aspect of his personality. The function of the interactions between the ego and
anima is to produce wholeness and transformation; so whether the anima is positive or
malefic, some benefit to the ego is derived, some step closer to wholeness is achieved.
So one assesses what Mikhail has learned or been in opposition to as lessons leading to a
wholeness, a merging of the male and female principle. And the lessons are worth
noting. He discovers for the first time that he likes and wants children, not just as heirs
but as persons in their own right. He discovers, also, that he can take charge of a
situation and persevere. Maybe most importantly, he discovers that he can ask for help
from a woman and not be diminished. It was, after all, with complete amazement that his
sister Liriel heard him asking her for help. And as she noted, it had to be important
because he had never in his life asked her for help before. Finally, he is forced to
reconsider whether he even wants to ultimately be Regent of Darkover, the ruling force
on the planet. He recognizes that wholeness and happiness have to be arrived at
differently than he has been taught.
Part II is a bridge section, structurally necessary in the novel because it reunites
Mikhail and Marguerida for their joint excursion to the past, the great adventure of the
novel, which takes place in part III. The ostensible reason for the reuniting is the great
midwinter festival which goes on for several days and represents a midpoint between Fall
and Spring. It is a festive affair and well and gladly attended by all the Darkover
aristocracy. So in part II, Mikhail has returned to Thendara (The Darkover capital and
the site of the royal palace where the Midwinter Festival is to be held) from Elhalyn
House with the children and his sister Liriel. Marguerida, as well as the other comyn
lords (the ruling aristocracy) have made the journey to Thendara also and the
confrontations and intrigues abound. This particular midwinter festival is important
because all four of the Darkover moons will be aligned, something which will not happen
again for 30 years. This configuration, by the way, is extremely important for the time
travel adventure in part III. So all the major forces impacting Mikhail and Marguerida
are brought together in one setting and allowed to interact. Thus, the reader is able to
assess the real nature of the problems facing the couple.
Javanne, Mikhail’s mother, finds no woman acceptable for Mikhail. The reasons
she gives for not approving of them—inferior family connections, too pushy, too much
time spent off planet and consequently not aware of Darkover concerns, and so forth—
are really vacuous conditions because the real reason is that she doesn’t want to lose
control of her son and in the process, lose the possibility of being the power behind the
throne when Mikhail eventually assumes the regency of Darkover. This kind of issue is
perfectly in keeping with the Terrible Mother figure on the archetypal level, who
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carefully inculcates the principle of filial loyalty so that he is not capable of forgetting his
mother or relinquishing the first love of his life. As Jung notes, “The mother, foreseeing
this danger, has carefully inculcated into him the virtues of faithfulness, devotion, loyalty,
so as to protect him from the moral disruption which is the risk of every life adventure.
He has learnt these lessons only to well, and remains true to his mother. This naturally
causes her the deepest anxiety (when, to her greater glory, he turns out to be a
homosexual, for example) and at the same time affords her an unconscious satisfaction
that is positively mythological.” (Aion, Portable, p. 149) This is not to say that Mikhail is
homosexual because he is not, but it does seem to indicate that Marguerida is one of
“life’s adventures,” which could lead to “moral disruption,” that is, loss of Javanne’s
control of Mikhail.
One can see the kind of control and devotion that Javanne has instilled in Mikhail
when she enters the palace at the same time as Marguerida. Mikhail and Marguerida
have not seen each other in several months and although they can talk to each other
telepathically, that cannot replace intimate physical contact. He sees both Javanne and
Marguerida at the same time as he is descending the stairs and they are entering the
hallway. “He did not greet her—or stop. Instead, he moved across the entry toward his
mother and bowed deeply. Javanne did not respond at once, her sharp eyes sweeping the
room with a quick glance, taking in all the unspoken tensions.
They narrowed slightly when they fell on the unknown woman. Then she exhibited one
of her more feral smiles. “Mikhail! How kind of you to come to greet me. She extended
one hand and swept the curls off his brow in a motherly caress that would have fooled
anyone who did not know how things really stood between them.” (Shadow Matrix, P.
290) Mikhail continues to talk and tease his mother when Gisela Alderan, the unknown
woman just referred to, interrupted their dialogue. Gisela, anxious to be introduced to
Javanne and attempting to secure recognition from her so that she can pursue her
intention to marry Mikhail, says, “Mikhail! Aren’t you going to introduce me to your
mother?” Neither Mikhail or Javanne speak in response to Gisela’s request, so she curls
her hand into the curve of Mikhail’s arm and announces, “I am Gisela Aldaran” in a
warm way. “‘I am sure you are.’ Javanne answered abruptly, then grasped her wide skirts
and swept past the startled Gisela, moving up the stairs with a grave dignity that was
belied by the two burning patches of redness on her high cheekbones.” (Shadow Matrix,
p.292)
Marguerida, of course, has observed the whole episode, including seeing Gisela
trying to hold on to Mikhail’s arm when he obviously didn’t like it and was trying to
extricate himself from her grasp. She is less than pleased, referring to her as a “Thetan
Bloodworm” to her father who was accompanying her in the door at the time. Her
aversion to Gisela, whom she has never met at this point, deepens as she listens to the
exchange between Gisela and Javanne and Mikhail. “Her voice, as Marguerida heard it,
was sultry and suggestive, and her immediate dislike of the other woman hardened into
something close to hatred.” (Shadow Matrix, p.292) What Marguerida doesn’t realize is
that Gisela, or at least what she is reacting to in Gisela, is an unconscious projection of
the dark aspects of her own personality. Projections are unconscious and the self
knowledge to recognize them as projections is slow in coming because gaining this self
knowledge is painful at best. In Marguerida’s case, Gisela is her shadow figure and is a
reflection of just how repressed she is and has been. The normal aspects of a woman’s
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nature expressed in male/female relationships has been entirely suppressed throughout
her life, due to the early domination (referred to as overshadowing) by her nemesis
Ashara Aldaran. Nevertheless, Gisela is a shadow for Marguerida and, consequently,
since she represents certain negative parts of Marguerida’s personality, she is also a
malefic anima.
This kind of animosity among the three continues to build throughout part II,
fueled in no small part by the politics of ascension and what seems to be the very real
specter of a forced, or at least a politically arranged marriage, between Gisela and
Mikhail. At the very least, Gisela is convinced that the marriage is already arranged,
Javanne is determined that no marriage will take place and Marguerida is enraged that
such blatant manipulation of her and Mikhail’s life seems to be taking place. However,
unlike the other two, Marguerida does have implicit faith in Mikhail, and with the gift of
foreknowledge knows that she and Mikhail are fated to be married, although the
circumstances elude her at this time.
On Midwinter Eve, at the grand ball which is the height of the midwinter
festivities, all of the principals are gathered and there is a rumor that the impending
engagement and marriage of Mikhail and Gisela is to be announced as part of the
festivities. There is another heated exchange between Gisela and Marguerida (heated at
least on the part of Gisela) when the entire assembly, excluding Mikhail and
Marguerida, is struck dumb, paralyzed in their tracks by a booming voice commanding
Mikhail and Marguerida “TO HALI! NOW!” With the entire assembly paralyzed, the
two lose no time in changing their clothes, saddling horses, and departing while everyone
else is still immobilized. Hali, once the most famous and powerful tower on Darkover,
housing the most powerful telepaths ever assembled, is at this time only a ruin, having
been destroyed hundreds of years earlier in the Age of Chaos. Nevertheless, they start
off, realizing that people will emerge from the induced trance and that they will be
pursued. They are in fact pursued, but continue through the night and the snow, spurred
on by a loud and insistent mental command sounding in both their heads whenever they
flag: “NOW!” As they get to the ruins of Hali, an amazing thing transpires, the ruin
becomes a huge, white, gleaming tower waiting for them. With a group of pursuing
guardsmen just a short distance behind and clearly visible, Mikhail and Marguerida
notice an open doorway with a light shining through. The doorway seems to be covered
with a veil of light, but they step through and in the process are quite startled when
Mikhail’s sea crow flies through also. Once they do step through, the world as they know
it disappears in a flash and they find themselves in Hali Tower in the Age of Chaos,
keeping their appointment with destiny, as Marguerida characterized it.
Part III is by far the most interesting of the three parts: The topics include time
travel; a rescue of a group of imprisoned telepaths; armed conflict; Mikhail’s life being
saved by his sea crow; a traditional di catenas wedding being performed by the most
powerful telepath in Darkover history, assisted by a Goddess; immense psychic powers
accruing to Mikhail and Marguerida; and Mikhail finally confronting and setting aside his
manifestation of the Terrible Mother archetype. And if this isn’t enough, the love theme
carries the day. While all of these things may be mentioned in passing, I will focus on
only three things in this final section of the paper: The marriage of Mikhail and
Marguerida; the confrontation and conflict with Dom Padriac, the minor king in the Age
of Chaos; and the final confrontation between Mikhail and Javanne.
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When Mikhail and Marguerida step into the veil of light, they find themselves in
Hali Tower, although it only contains one person: a very disturbed and fearful leronis.
She isn’t much help in their quest, but she does indicate where they can find Varzil, the
telepath who has summoned them through time and space back to the Age of Chaos.
They, of course, are still being summoned by the voice in their heads, so they leave the
tower and eventually find Varzil at Rhu Fead , the chapel by the lake of Hali. Varzil has
disguised where he is hiding so that Ashara Alton can’t find him and fight him for
possession of his matrix jewel, which has incalculable power and would change the
course of history were Ashara to gain control of it. Ashara, by the way, is a distant
relative of Marguerida, one she has already defeated in the battle in the overworld where
Marguerida became imprinted with her shadow matrix. Ashara certainly constitutes a
Terrible Mother figure of mythic proportions. Again, it is interesting to point out that the
psychic gifts Marguerida possesses are exactly the same ones that Ashara possessed.
Ashara deliberately misused her psychic gifts to enslave people and to make them do her
bidding without any regard for other people’s rights or welfare. The shadow figure here
is most obvious as is the projection from Marguerida: Marguerida must resolve her own
self-doubts about her gifts and the morality of using them, or at the very least figure out
how to use them beneficially.
Upon entering the house by the lake where Varzil is living, they find Varzil lying
on a couch and obviously weak and close to death. There is an old crone who is keeping
house for him and tending to his needs. Varzil informs them that he must transfer his
matrix jewel to Mikhail so that Ashara can’t acquire it. Since Marguerida has already
defeated Ashara in the overworld during Marguerida’s time period, Ashara doesn’t exist
there and can’t return there. So if the jewel belongs to Mikhail and they return to their
own time, The jewel is then beyond the power of Ashara to claim. Mikhail knows that it
ordinarily means death to try to take over another person’s matrix jewel, even if it is only
a small one. He figures that he will be incinerated if he tries to accept a matrix the size of
Varzil’s. Varzil, however, explains that there is a way to merge Varzil’s matrix jewel
with Mikhail’s without killing him or even damaging him. The catch is that Marguerida
and Mikhail must marry before the transfer of the ring takes place since it will take the
combined power of both Marguerida and Mikhail to control the power. In effect, the
marriage ceremony performed in the old style, which no one in Mikhail’s time even
knows, will merge their powers and create a whole new, immensely powerful Laran that
the two of them can use as a couple. Although they both have their individual powers,
they will have a new set of powers that can only be accessed in concert. In speaking
about the marriage ceremony, Varzil explains that “in the beginning, it was more than a
symbolic thing, for it joined the laran energies of two into one, made them stronger than
they were alone and allowed them to create a unique link that could not exist in any other
fashion.” (Shadow Matrix, p. 417)
Varzil goes on to explain the rituals that will bind them in the traditional di
catenas wedding, the bracelets each will wear as binding elements, the vows they will
exchange, and the ring Mikhail will accept (Varzil’s in this case). The vows are of some
interest because they seem to invert the usual intention from Mikhail’s time: Marguerida
vows to honor Mikhail all the days of her life, and Mikhail vows to serve Marguerida all
the days of her life. Prior to agreeing to the ceremony, Mikhail wants to know that he
and Marguerida are not simply reincarnations of a young couple that Varzil felt he failed
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during his time period, for Varzil had explained to them that he had been searching
through time for the right couple when he found them. Varzil explains that “No, not
precisely. The souls you bear are your own, not those of other people. But…there is a
template of a kind in the overworld, for every soul that has ever existed or will exist in
time to come, and from eon to eon it brings forth a similar thing. I, with all my
knowledge, cannot explain it, but only accept it.” (Shadow Matrix, p. 420) It is worth
noting that this explanation sounds remarkably like the definition of “archetype,” which
exists outside the individual and constitutes a pattern into which individual content is
inserted, i.e., a soul and individual personality. At any rate, once this explanation has
been made Mikhail and Marguerida are ready for the ceremony. It is at this point that the
old crone who has been assisting Varzil begins to change and grow younger and beautiful
and so radiant that Mikhail went down on one knee before her. They both realized that
the woman acting as witness to their marriage ceremony and assisting Varzil was none
other than the Goddess Evanda. When Varzil finished the ceremony and had Marguerida
give his ring to Mikhail, placing the ring on his finger finished the ceremony and she
awoke outside somewhere in the rain with an unconscious husband, one who was
unconscious for the next 24 hours. Before continuing, it is well to note that the ceremony
is a transcendent event (in fact the whole part III is transcendent). Jung has noted the
significance of such a process as Mikhail and Marguerida have enjoined. “Release
through transcendence is the theme of the lonely journey or pilgrimage, which somehow
seems to be a spiritual pilgrimage in which the initiate becomes acquainted with the
nature of death. But this is not death as a last judgment or other initiatory trial of
strength: it is a journey of release, renunciation, and atonement, presided over and
fostered by some spirit of compassion. The spirit is more often represented by a
“mistress” rather than a “master” of initiation, a supreme feminine (i.e., anima) figure
such as kwan-yin in Chinese Buddhism, Sophia in the Christian-Gnostic doctrine, or the
ancient Greek goddess of wisdom Pallas Athena.” (Man And His Symbols, pp. 147-50)
And consider the facts: Mikhail and Marguerida are on a pilgrimage through time and
space; they have been called; a supreme feminine has presided over their initiation; and
Mikhail is unconscious while his body, mind , and spirit assimilate the power and
knowledge inherent in Varzil’s matrix ring.
When Marguerida awakens after being deposited outside in the rain with no idea
of where she and Mikhail are and with Mikhail completely unconscious, she is desperate
to get help and get her new husband inside and protected. The sea crow goes and finds a
group of renunciates (women fighters aligned with no domain) and brings them to help.
They do provide help, getting them to a shelter and providing them with food and dry
blankets. But because the renunciates are fearful of being associated with a couple they
feel will bring them trouble, they leave in the night. But Mikhail and Marguerida have at
least been provided for and have provisions for a couple of days.
Mikhail regains consciousness the next morning, and when they have regained a
measure of strength, they leave the shelter. They don’t know where they are going, but
they realize they have to leave where they are as it is dangerous. They do know that they
have forty days to spend in the Age of Chaos before the time will be right for them to try
to return to their own time. So they leave the shelter and start to wander the countryside,
which brings them into contact with a king of a minor kingdom, who promptly captures
them and imprisons them to work in his giant matrix screens, screens capable of massive
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destruction from practically unlimited range. The king, Dom Padriac, is a thoroughly
despicable man: petty, greedy, power hungry, and completely without moral scruples. He
has absolute power within his kingdom and he is corrupted absolutely. Dom Padriac
stands as a shadow to Mikhail and in some ways represents his worst fears now that he
has Varzil’s ring, for his power is practically unlimited (at least once he figures all the
things the ring will enable him to do), and with that power goes responsibility. Dom
Padriac’s mother and daughter are both powerful telepaths and are helping him create a
massive instrument of destruction, regardless of the cost in human lives or dignity. They
have imprisoned a group of trained telepaths to help them in controlling the giant matrix
screen that they have built or at least are building. The daughter has drugged these
telepaths and is controlling them so that they will help her. She also tries to drug Mikhail
and Mageurida. Her interest in all this is to act as a keeper and have all that power under
her control. Although she is nominally helping her brother, her only real interest is in
how much power she can garner to herself. Amirya, the daughter, is a shadow figure to
Marguerida and a malefic anima at once. As a shadow, she seems to represent the
possibility of what having almost unlimited power could do to Marguerida, for with the
contact with Varzil’s ring at the wedding ceremony, Maraguerida’s psychic powers have
increased dramatically. Unlimited power is seductive to a woman in a repressive society,
where the woman’s worth is usually tallied in terms of breeding possibilities and political
affiliations that she brings with her to a marriage. So Marguerida has to face her own
resentments of the treatment of women in her society and her fears regarding her powers
and conquer them. In the process, she can defeat Amirya and her mother. The mother, of
course, is another malefic anima, aTerrible Mother figure.
Once Mikhail and Marguerida figure out what all is going on at the castle where
they are imprisoned, including the fact that Dom Padriac’s real interest in constructing
the huge matrix screens is to utterly destroy the Hasturs (Mikhail’s ancestors), they
organize a revolt by freeing the other telepaths and then blowing up a storehouse where
Dom Padriac is storing a vast amount of explosives. The explosion causes the castle to
catch on fire and in the resulting pandemonium, they all make their escape. While
fleeing the grounds, they are seen by Dom Padriac, who attacks Mikhail with his sword.
Mikhail is unarmed and as he is about to be slain, his sea crow attacks and kills Dom
Padriac, even though the act causes the crow to be killed. Once again and finally, the sea
crow proves to be a symbol of transcendence. The action by the crow allows Mikhail’s
group to escape and although they are pursued by the mother and a band of soldiers, they
evade them by splitting up. Mikhail and Marguerida flee to Hali Lake where they can
hide in the waters of the lake and use it as a transporting medium back to their own time.
Ashara does almost catch up to them just prior to their entering the lake, but Mikhail and
Marguerida combine their powers and create a shield that she cannot penetrate. They
emerge from the waters of Lake Hali into their own time at midwinter in the middle of a
blizzard, but they are soon rescued by Marguerida’s father and a group of guardsmen
who are searching for them. They are more than a little surprised to find that only a few
hours have passed in their world while 40 days passed for them in the Age of Chaos. In
fact, Marguerida is a month pregnant when they emerge back in their own time, and this
provides just one more surprise for the folks back home.
When they all get back to Thendara and everyone has had a couple of days to
recover, there is a meeting with Regis and Javanne and Mikhail and Marguerida as the
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principals to decide what the significance of this adventure is. Although Javanne rants
and raves, she finally admits that she has been manipulating Mikhail and wished to see
him remain single so that she could be the power behind the throne. But with Mikhail
and Marguerida’s new found strength brought about by the merging of the feminine and
the masculine, they are clearly too much for Javanne to influence and she quits the field,
albeit with bad graces, but quits nevertheless. Regis, too, has to reassess his views on
Mikhail who is his heir, for with Varzil’s powers added to his own, Mikhail is the single
most powerful man on the planet. But Regis realizes that Mikhail is loyal and will only
prove to be an asset in the uncertain future. Mikhail and Marguerida’s marriage is
recognized by Regis and all concerned look forward to the future.
One final consideration remains to be mentioned.
All the Terrible Mother figures have been met and dealt with. The malefic anima have
been integrated. The shadow has been met and resolved. But Marguerida’s step mother
Diotima lies in a stasis field suffering from an incurable disease similar in some ways to
cancer. She is a benevolent mother figure, a person much loved and respected by
Marguerida. With her new found powers and the support of Mikhail, Marguerida has
previously undreamt of healing power. So as a final act, she heals her step mother and
returns her to her father. The novel has come full circle from Terrible Mother to restored
Benevolent Mother. And Marguerida is becoming a mother herself.
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AVOIDING HISTORY’S SCRAP HEAP:
THE NEGRO LEAGUE’S LAST NINTH-INNING BATTLE
Before we begin, let me introduce us:
Lester J. Blair will discuss the economic impact on the Negro League
being on history’s scrap heap. Blair is principal in S. D. M. Investments
Capital Management Group with offices in Chicago, IL and Merrillville,
Indiana, and Blair Capital Management. Mr. Blair holds an M.B.A. from the
University of Chicago, and teaches business finance and marketing at
Triton College and the Lake Forest Graduate School of Business. Mr. Blair’s
volunteer work includes being the treasurer of the Illinois African-American
Chamber of Commerce; chairing the board of the Lions Math and
Science Christian Academy, and sitting on the board of the Abraham
Lincoln Center, as well as the WBEZ Community Advisory Council.
Barry N. ZeVan will discuss why the Negro League hasn’t had a greater
impact in the media. He’s president of the ZeVan Corporation, an
international media firm which is also heavily involved in charitable
projects. In 2006, ZeVan won a Telly award and received 3 Emmy
nominations for his documentary about Indian lands. His media career has
spanned over 71 years, and also includes television, radio, movies, and
theater. A pioneer in TV meteorology, Mr. ZeVan still holds the highest TV
rating of any television meteorologist. His honors include an honorary
doctorate in Cinema Arts from the Hollywood International Institute, a
former subdivision of U.C.L.A., and his induction into the Minnesota
Broadcasting Hall of Fame on September 29, 2013.
Judith-Rae Ross, Ph.D. will discuss the history of the Negro League and why
it ended up on history’s scrap heap, as well as discussing the scrap heap’s
dimensions. With a Ph.D. in history from the University of Illinois, Chicago,
Ross has taught and published for over 51 years, somewhere over 1000
articles. Her career combines academics, journalism and politics, resulting
in 5 “Who’s who” citations. She currently is Mr. ZeVan’s Executive Assistant,
writes Judith’s Java, a blog for WCPT radio and sits on the WBEZ radio’s
Community Advisory Council. She is also on the Board of Lion’s Math and
Science Christian Academy.
This panel will discuss:


Why the Negro League’s in danger of ending up on history’s scrap
heap, as well as how this may occur.

2




Why The Negro League isn’t given more media coverage.
Why Negro League members don’t receive adequate economic
compensation.

We’re presenting this panel because each of us fears waking up one
morning to the news that the last of the Negro League players has died—
and, alas, will end up on history’s scrap heap.
After we’ve given our presentations we hope you’ll join the discussion—no
holds barred…And now I’ll throw out the first pitch.
INTRODUCTION
Let’s start with the largest questions and work our way down.
What is History? Too often history is defined as a record of the past. That’s
chronology, a passive tool of history. Some view history as a set of rules
which when applied classifies human nature 1. That’s either legal
precedent, Darwinian biological classification, or the commercial code of
Star Trek’s Ferenghi. There’s only one law which applies directly to human
nature: Human nature is unpredictable, chaotic, and therefore follows no
laws.
So I define history as an active discipline: the investigative journalism of
the past, and the analyst of past society’s acts.
Historical research revolves around questions; not formulae, as in
mathematics, economics and physics. e.g. “Why is the Negro League in
danger of going on history’s scrap heap?” If we could view historical
research from a low-flying airplane, we’d see a puzzle with one piece
missing. It’s the historian’s job to create an outline of that missing piece
which fits with the rest of the puzzle…And “why” underlies every historical
question.
That’s why historians need both logical minds and humongous doses of
common sense when analyzing the documents, letters, bills; primary
sources, the stuff that historical analysis is made of 2. It’s also why most

1

Too often I hear comments such as that’s against human nature. If human actions could be defined, our
world wouldn’t be in the sad situation it is today.
2
I use the wording Shakespeare used in the Tempest (“For we are the stuff that dreams are made of and our
little lives are rounded with sleep.”) because it’s an excellent and beautiful way to categorize qualities. I’ve
discovered that Shakespeare’s plays are more than the “stuff” of high school and undergraduate analysis.
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lawyers major or minor in history before entering law school, and historians
are the first cousins of journalists.
One more thought: Doing history requires written sources. Shards and skulls
are the stuff of Archeology. History began after humankind had a long
enough lifespan to create memories 3 and had enough of a food supply
to create an urban way of living, civilization for short. History is one of
civilization’s hallmarks.
History, however, distinctly differs from other academic disciplines. Other
humanities, the sciences, mathematics and economics keep outdated
materials, if only to show a progression to the most recent ideas. History
relegates them to the scrap heap. Why? That brings up…
Question two: What’s the Historical Scrap Heap?
Simply put, History’s scrap heap is the refuse of unpopular persons and
groups who have lost all relevance. It’s the stuff that doctoral dissertations
are made of. 4
It’s not the place where the villains and goblins go. Adolf Hitler (although, I
hope he’s frying in Hell) will never end up on history’s scrap heap, nor will
Genghis Khan, Attila the Hun, Cleopatra, Clytemnestra, or the Emperor
Nero and his fiddle.
Case in point, Maximilien de Béthune, duc de Sully, 1560-1641,
was the second most powerful man in France under Henri IV, the first
Bourbon king (1589-1610). Sully’s credited with implementing the fiscal
policies that put France back on her feet after the Wars of Religion and
the financially disastrous reign of Henri III 5. But, a Protestant in a Catholic
country, a workaholic, possessing a sharp tongue and little tact made him
heartily disliked.
After Henri, a Kennedyesque monarch was assassinated in 1610; Sully
retired from public life in 1611, but was kicked onto history’s scrap heap
the moment Henri’s funeral mass concluded. The Duke attempted a
come-back by publishing his memoires, Les Economies Royales in 1638.

3

My thanks to Dr. Barbara J. Brotine for this insight about the need for life-spans that go beyond one
generation in order to create historical thought.
4
Ph.D. dissertations are expected to be original. The historical scrap heap is a treasure trove for graduate
studies seeking dissertation topics on people or movements whom/which time forgot. Bringing them to life
makes research “original.”
5
http://www.answers.com/topic/maximilien-de-b-thune-duc-de-sully#ixzz2j8kskPr1
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True to form, he called Henri’s wife, Marguerite de Valois a piece of
“baggage. 6” He also spoke of a “Grand Dessein” for world peace.
Sully’s memoires were greeted with universal scorn. Late 19th Century
historians joined the 17th century mob. Adrian Descleauseax 7 screamed at
Sully for picking on Marguerite; Christian Phister debunked Sully’s Grand
Design, claiming it was dreamt up in later editions to sell memoires. 8
All of this resulted in the Duc de Sully and his work becoming the stuff of
assignments for hapless graduate students, me included 9. Only at the end
of the 20th century was it discovered that Sully was right on in his
assessment of Marguerite, and the Grande Dessein while added to the
memoires later was discussed with Henry before he was assassinated. The
term is now used in political coverage, e.g. “Grand Bargain.”…and I wish
both the bargain and design had been successfully implemented, in 1640
and today.
There’s a second category that goes to History’s scrap heap. They’re
groups who had an impact on their times, but have since lost their
usefulness—or relevance.
The Negro League is at grave risk of falling into that second category.
Roughly 170 members of the Negro League remain alive today.
And this leads to…
6

Baggace This word also connotes a something useless, and a burden. I was also taken in and believed
Marguerite a gracious lady, as this was how she was portrayed in many of the late 16th-early 17th century
sources. Then I read Michael Farquhar, A Treasury of Royal Scandals: The Shocking True Stories History's
Wickedest, Weirdest, Most Wanton Kings, Queens, Tsars, Popes, and Emperors, New York & London:
Penguin Books, 2001, 11-16. Marguerite was both a burden and promiscuous to the max. Her bedroom
antic rivaled those of Catherine the Great. Sully was blunt--but very apt.
7

M. Descleauseax published an article on Gabriel D’Estrees, mistress of Henri IV and mother to four of his
sons. His purpose was to prove Gabrielle a kind and gracious lady. In the course of this article he attacked
Sully for not approving of Gabrielle. But he also mentioned that Gabrielle and Sully reconciled, and that
Henri planned to marry her. Alas, Gabrielle was pregnant with his fourth son and suffered from
preeclampsia, in the 16th century a fatal kidney condition. She died in the late 1690s; her sons, all Dukes,
figured prominently in the Fronde an insurrection in the 1640s that nearly dethroned Louis XIV.
8
Christian Phister (1857-1933) was best known for his contribution to the Encyclopedia Britannica. Phister
pointed out that mention of the Grand Dessein only appeared in later editions of Sully’s memoire, therefore
concluding the Sully fabricated it. But Phister failed to take in the detail and the sources Sully used. Also
the times have to be taken into account. The Thirty Years War was raging all over Europe, and France was
about to be plunged into an eight year insurrection, the Fronde. Unveiling the Grand Design may have
Sully’s way of pleading for peace. Henri wasn’t the first monarch to plead for peace. There are sources
which disclose that Henry VIII, Sir Thomas Moore and Cardinal Woolsey also discussed plans for world
peace. But there’s little resemblance between Henri’s and Henry’s discussion.
9
I became acquainted with the Duc de Sully when assigned an oral report on his memoires in September
1971 while taking Professor John B. Wolf’s seminar on early modern France.
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Question 3: What was the Negro League?
Strangely enough, there wasn’t a need for the Negro League
immediately after the Civil War. In that war’s aftermath, black and white
baseball players often played together—at least in the north. There is
even some mention of several African Americans playing on American
and Canadian major league teams prior to 1890.
But with the advent of the Solid South after 1877, and the increasing
separation of the races (often ruthlessly enforced in the south by the
K.K.K.) southern blacks and whites increasingly played on separate
teams…and this separation spread to the north.
Founded around 1890 10 as a result of that widening social gap between
the races in America, the Negro League provided an outlet for AfricanAmerican baseball players kept out of the game because of their race.
That separation was set in stone as a result of the 1892 Plessy vs. Ferguson
decision, in which the Supreme Court ruled blacks and whites were
“separate but equal.” Segregation became the law of the land…and
African-American baseball players were barred from major league play.
During a time when African-Americans were relegated to separate—and
very unequal--neighborhoods, schools, the back of the bus, and the
balconies of movie theaters, the Negro League provided up front and
personal entertainment. There was even a cross-town Chicago series
between the Chicago Giants and the Chicago American Giants.
African Americans cheered their Chicago teams at Wrigley Field and
Comiskey Park when the Cubs and Sox were on the road. For nine
precious innings African-Americans were no longer the janitors,
mechanics, chauffeurs, cleaning women or nannies of their white
employers, but people in their own right with their own heroes.
Mainstream Americans were often stereotyped as blond-haired and blueeyed until the late 1960s 11. The Negro League wasn’t the AfricanAmerican mirror image. Both whites and women went to bat on their
10

It’s actually difficult to pinpoint the founding of the Negro League because there were several leagues
that recruited African American players. It’s just as difficult to pinpoint the Negro Leagues demise because
various leagues and teams folded at different times. My best estimate is 1887-1966. Perhaps the best
summary of Negro League activities, not including monographs and movies is in the Wikipedia:
en.wikipedia.org/wiki/Negro_League.
11
There was a health and social science text used in the late 1950s which graphically attacked both
Communism and Fascism. Its main characters all had blond hair and blue eyes. Reading units during this
time often included sections on our ancestors, the American pioneers. Like many in America, my ancestors
arrived after 1881; a fact largely overlooked by Scott Foresmen texts.
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teams. Had records been kept, Satchel Paige would have edged out Lou
Gehrig, Ty Cobb and Babe Ruth. The problem was records weren’t kept of
many of the Negro League players, leaving them to disappear onto
history’s scrap heap.
World War II began the process of blurring the color-line. Those soldiers
who liberated the Nazi concentration camps or the Japanese prison
camps, and those who saw war casualties up close and personal learned
that no matter the race or religion everyone involved was human. A
murdered child regardless of race or religion was still just as dead. And
some of the American “not our class dear” bias began to fade, as G.I. Joe
choked back tears and vomit while liberating Dachau 12.
This blurring took public form. In 1946 Bess Myerson became the first Jewish
Miss America. President Harry Truman desegregated the Armed Services in
1947; that same year Jackie Robinson broke the color line and “went to
the show 13.” It wasn’t easy, but Jackie Robinson persisted and after he
retired an All-Star player, The Dodgers retired his number, #42.
Robinson was followed by Ernie Banks and Gene Baker who played for the
Chicago Cubs. By the time I went to my first Cubs game in 1953 Banks was
our hero; race didn’t matter. Today Ernie Banks has attained iconic
stature. We call him Mr. Cub or Mr. Chicago.
In 1954, Brown vs. the Topeka Board of Education ended legal
segregation. After that Supreme Court ruling African-Americans
increasingly played in the National and American leagues. Today batting
and fielding stats, not race, determine who goes to the “show.”
But Brown vs. Topeka changed the law, not racial prejudice. Bigots are
rarely good sports. Cases in point, President Eisenhower sent the National
Guard to desegregate Central High School in Little Rock, Arkansas. The
Mitchell Trio recorded a satirical song about missing “Old Miss” in which a
young man warmly recounts how his sweetheart was “crowned Riot
Queen.”

12

I made this point at a conference in Poland, May 15, 1999 in a paper entitled, Trends not Tallied;
Positions not Polled, a Pol looks at American Politics, subsequently published in the Journal of
Psychology, Lublin, 2000. Political scientist Asa Layton came to a similar conclusion when doing research
and publishing a monograph on the creation on the United Nations.
13
The term “Going to the show,” playing in the major leagues was popularized in the movie Bull Durham.
Ron Shelton (Director), Kevin Costner, Susan Sarandon, Tim Robbins, Bull Durham, Arlington, Texas:
MGM, 1988.
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We’re still fighting against racial prejudice; consider the Tea Party’s view of
President Obama. 14 It wasn’t until the late 1970s that most Americans
understood that desegregation meant no more separate but equal—and
that meant their neighborhoods too. But block-busting still exists. 15
The Negro League limped on until 1966. But its raison d’être had vanished,
and it became a fossil from the time of sitting at the back of the bus was
de rigueur.
Things might have been different if the Negro League had attracted more
attention. But by the mid-1960s it had already dissolved and sports took a
back seat to political and economic issues, as well as the nascent Black
Power movement. Unfortunately, the Negro League symbolized the time
when the races were separated by law, and African-Americans were
second class. These were painful memories that many African Americans
wished to forget. So the Negro League got kicked under history’s bus to
you-know-where.
Those Negro League players who never “went to the show” are at
greatest risk of being caught in the scrap heap’s maws. Many of their stats
have been lost; many of those still alive aren’t receiving adequate
pensions; there’s not much media or academic interest, and time is
marching on.
I first learned of the Negro League in 1988 when my family vacationed in
Cooperstown, New York and visited the Baseball Hall of Fame. I saw the
Negro League exhibit and made a mental note to do further research on
the league when we returned. But when we got back to Skokie, I figured
that many others had already done that research. What could I add?
I was right. Sources and stories about the Negro League abound. Some
examples include 16:

14

A clip of a Tea Party demonstration during the government shut-down showed one Tea Party member
shouting at President Obama to “come out with your hands up.” Another clip taken during this same
demonstration showed a Confederate flag being waved next to a Marine Corps Flag.
15
I learned this personally in the mid-1980s. Our next door neighbors moved away and sold their home to
an African American family. For the next few weeks at exactly 6 P.M. some realtor or other called asking
me if I wanted to sell my home. I got angry at this and started to be curt and impolite. When I’m serving
dinner I don’t like being interrupted. I complained to a friend; his reply, “Why you little idiot! Don’t you
know block busting when you see it?” No one fled on my block.
16
Frank Foster & History Caps, The Forgotten League: A History of Negro League Baseball, Amazon:
CreateSpace Independent Publishing Platform, September 8, 2012; Neil Langtot, Negro League Baseball:
The Rise and Fall of a Great Institution, Philadelphia: University of Pennsylvania Press, April 25, 2008;
Bob Luke, The Most Famous Woman in Baseball: Effa Manley and the Negro League, Dulles, VA.:
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Frank Foster & History Caps, The Forgotten League: A History of
Negro League Baseball
Neil Langtot, Negro League Baseball: The Rise and Fall of a Great
Institution
Bob Luke, The Most Famous Woman in Baseball: Effa Manley and
the Negro League
Robert Peterson, Only the Ball was White

There are also movies about the Negro League. Some examples
include 17:





The Jackie Robinson Story, 1950
The Bingo Long Traveling All-Stars and Motor kings, 1976
Soul of the Game, 1996
42, 2013

But while there are plenty of sources, they failed to make lasting
impressions. Sports research largely centers on personalities, and prowess,
and many of the Negro League personalities didn’t leave much of a mark
on the historical trail.
Another case in point, in the wake of the movie 42, the story of Jackie
Robinson, President Obama invited Negro League members to come to
the White House, along with Ernie Banks and Minnie Minoso on August 5,
2013. Those league members who could afford to attend did so. But many
could not afford the plane or train fare. In the end, that didn’t matter:
Ernie Banks and Minnie Minoso got the lion’s share of the publicity.
According to Peter Gary Crawford, the Negro League press agent based
in Chicago 18, it was “every man for himself.” There was no attempt to get
all the league members en masse to attend the reception. Crawford also
described how he worked tirelessly to get members of the Negro League
to meet President Obama, and the White House schedulers initially
Potomac Books Inc., March 15, 2011; Robert Peterson, Only the Ball was White, New York City: Oxford
University Press, USA, April 30, 1992.
17

Alfred E. Green (Director), Jackie Robinson, Ruby Dee, The Jackie Robinson Story, Los Angeles:
Motion Picture Center Studios, Jewel Pictures,1950; John Badham (Director) Billy Dee Williams, James
Earl Jones, Richard Pryor, The Bingo Long Traveling All-Stars and Motor kings, Monticello, Georgia:
Motown Productions, Universal Pictures, 1976; Kevin Rodney Sullivan (Director), Delroy Lindo, Mykelti
Williamson, Edward Herrmann, Soul of the Game, Birmingham, Alabama: Gary Hoffman Productions,
Home Box Office, Michael Medavoy Productions, 1996; Brian Helgeland , (Director), Chadwick Boseman,
T.R. Knight, Harrison Ford, 42, Birmingham, Alabama: Warner Brothers; Legendary Pictures, 2013.
18

Interviews with Mr. Crawford took place between July and October, 2013.

9

consented. But somehow the meeting always got put off, and never took
place. Had not 42 been so successful, none of the Negro League
members would have gone to meet President Obama.
In addition to the Hall of Fame exhibit there are regional Negro League
museums. The most famous one is in Kansas City, one of the league’s birth
places. Crawford put together an exhibit that resided at Chicago’s Mayo
school. Alas, Mayo school was closed—and the exhibit still needs a home.
Negotiations continue for the exhibit to be placed at Chicago’s DuSable
Museum of African American history. But these have taken a long time,
and only recently seem to have born fruit.
Crawford also decried that many Negro League members didn’t “fight”
hard enough for pensions etc. But these men and women were
conditioned by a society that viewed them as second class citizens
(except during Brotherhood Week and that one Sunday a month when
the Chicago Tribune featured African American stories and
advertisements). We have enough trouble with the Tea Party. How could
one retired baseball player fight the Klan and the bureaucracy that is our
legal system?
So Negro League members stood alone. They left few records and Negro
League members’ impact and stories are vanishing. That’s why, through
no fault of their own, the remaining Negro League members are at great
risk of being forgotten and ending up on History’s scrap heap.
How can this be prevented? Here are my suggestions.


Pressure needs to be put on all school systems to incorporate sports
history into curricula with equal emphasis on movements, and
individuals.



Each of the remaining members of the Negro League should be
interviewed “Story Corps” style and those interviews made into a
new TV documentary.



A grassroots campaign highlighting the Negro League
accomplishments needs to be launched. Memories take root
locally and rise to the national level.



Research needs to be done on how the Negro League affected
the African-American community during the Plessy-Ferguson era.
That’s one very under-research area.
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The story of the Negro league still lacks an ending. But it’s the bottom of
the 9th. And this League needs a winning Casey to bat it out of the park
and into its rightful place in history. By bringing the Negro League’s story to
a panel discussion we hope the ensuing discussion will help create
strategies that keep the league from permanently going to the scrap
heap. We also wanted to place the Negro League’s dilemma in an
academic setting.
After all, was it not for the Negro League, baseball wouldn’t have been
graced with Jackie Robinson, Ernie Banks and countless other baseball
heroes. They’re part and parcel of our national past-time, as well as
American History, and their story deserves to be told, and remembered.
Let’s keep the Negro League off the scrap heap and in its rightful place in
History. Play Ball!
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WHY I FEEL THE NEGRO LEAGUE DIDN’T GET THE
MEDIA ATTENTION IT DESERVED
By Barry ZeVan
To parrot the oft-quoted, “It was the best of times. It was the worst of
times 19”, I feel those two thoughts aptly describe what the Negro League
was experiencing. The very creation and existence of The Negro League
was a “best of times” milestone in U.S. history and one for which AfricanAmericans should have been proud, and, in my opinion, most probably
were.
It was also “the worst of times”, in my opinion, because of the era in which
the Negro League was formed and existed. Sadly, the prejudices and slurs
taunting African-Americans are as prevalent today as they were at the
genesis and existence of the Negro League. Because of it, especially in
the days when electronic and print-media journalists were more restricted
in their coverage and what they could say without rancor from their
bosses and the general public, most reporters chose to simply ignore the
existence of the Negro League or any importance it might have had
during that era. Most simply didn’t want to endanger their jobs by praising
the amplified emergence of the Negro into more of mainstream society,
but rather treat the Negro League’s existence as a token entity.
In my opinion, that primitive and ignorant thinking permeated every
element of mainstream society in that era. The media just decided to play
it safe, rather than hit a home run in behalf of the groundbreaking
League.

19

Opening line of Charles Dickens, A Tale of Two Cities
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ONE SPORT; TWO PAY SCALES
Lester J. Blair
Almost from the start Negro League players received less pay than their
white counterparts. Even taking into account that dollars were worth
more than they are today 20, two pay-scales already existed: One for
whites; the other for the Negro League.
In terms of pay, The New York Cuban Giants was the first team to get paid
salary wages. Plus, they were the first professional black team, the Cuban
Giants. They called themselves "Cuban" to hide the fact that they were
black. They used "Giants" after the popular New York Giants. It was said
that they spoke gibberish to each other during the game so that fans
would think they were speaking Spanish. Formed and financed by Trenton
promoter and businessman Walter Cook in 1885 -- and without a single
Cuban among them -- the Cuban Giants won all 10 of their games
against white Long Island clubs that first summer and came to be dubbed
the "world colored champions’’ of 1887 and 1888, according to a Negro
Leagues Baseball Museum website.
The Giants won many championships including:







DURATION: 1885-1899
HONORS: COLORED CHAMPIONS (1887-'88)
EASTERN CHAMPIONS ('94)
AFFILIATIONS: INDEPENDENT ('85-'88, '92-'99)
MIDDLE STATES LEAGUE ('89-'90)
CONNECTICUT STATE LEAGUE ('91)

Note that the average major leaguer was paid in 1905 $2000 a season
and the Negro player got $466 for 12 months. This was considered great
pay for Blacks at this time, but Babe Ruth got $80,000.00 in 1930 and
Negro players got $170 a month in the 1930’s down from $230 a month in
prior years 1920s.
As a last stat, major league "Pitchers and catchers were paid $18 a week
(a handsome sum for the 1880s and 1890s), + expenses; infielders got $15
and outfielders got $12," according to Washington’s book.
20

The dollar was worth $21.30 in 1900. CF. Judith-Rae Ross, “And the Riddle lives on…” Allahabad,
India: Journal of Women’s Studies, 2008.
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Many of the surviving Negro League players also have been denied
pensions, because they were required to play four consecutive years; no
exceptions. As many Negro League members enlisted and fought in
World War II, they could not receive full pensions. Many of those league
members who are still alive live modestly.
Today, our sports’ heroes get paid in the 7 figures. Negro League players,
alas never made it to that show.
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Architectural renderings are meant to communicate design intent to viewers
who may not be able to visualize in three dimensions particularly well. There is a
long tradition of using scale figures in architectural representation, mainly to help
clients understand the size and configuration of the architectural design. Scale
figures help to understand the size of objects in the image, and their placement
within the three-dimensional world depicted. Contemporary techniques for
producing renderings have made it very easy to use photo-realistic images in
addition to more artistic ones, but the choice of which type to use can have a
big impact on the ability of the image to communicate.
As the typical renderings created within the architectural profession become
more photo-realistic, the selection of scale figures becomes fraught. Realistic
figures often cause a highly negative response, mainly due to the “uncanny
valley” affect. This is a highly negative response to computer-generated images
of people which are very close to real, but with some slight flaw that makes the
figures appear zombie-like. An alternative image type, a silhouette outline of a
person, can also be distracting, mainly when it becomes too much of a focus in
the composition.
The best images to use become nearly invisible in the composition, showing
scale and depth without causing distraction from the architectural components.
Making this choice often involves careful consideration of the aesthetics of the
design. A very richly colored, highly detailed design would do well to
incorporate monochromatic scale figures, and have them placed in
inconspicuous places within the field of view. A very minimalistic design with few
colors, on the other hand, may actually be best represented with a

photographic scale figure, as this will help the viewer to put themselves within
the space that is otherwise lacking in familiar visual cues.
Renderings are how architects and other designers communicate the designs in
their heads to the community at large. These renderings can be made much
more effective at communicating architectural content when scale figures are
used to help a viewer understand the three-dimensional configuration of the
design. Ineffective scale figures become an irritant that distracts from goal of
understanding a drawing; effective ones provide scale and depth cues without
distracting from the aesthetics of the design. Choosing the right type of figure
within the myriad of options available to the designer is a complex and subtle
process.
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Indigenous Architecture in Canada and its Disappearance
Geographical distribution of the 600 recognized bands of the Indigenous people in
Canada shows that the bigest number of them live in Ontario (242,495) followed
by British Columbia and Alberta. They are 1,172,790 Indigenous people, and they
are 3.8% of the national population. Before contact Indigenous people were mainly
agricultural. From 18th century, they were forced to more nomadic and then to
reserve type of life. In 20th Century, a cultural assimilation law (The Indian Act)
banned Sun Dance, Potlatch, etc. other cultural manifestation. A 1985 revision to
this act ended discriminatory provisions, especially those that discriminated against
women. It changes the meaning of "status" and for the first time allows for limited
reinstatement of Indians who were denied or lost status and/or Band membership.
It allows bands to define their own membership rules.

What we would like to concentrate on is the Indigenous architecture, which can be
organized into the following chronological groups:
- Pre-Columbian to 16th C.
- Post contact art and architecture characterized by portability and forced
nomadic life
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Canada's First Nations people showed genius in their adaptation of available
materials for building purposes. As in most other cultures, the first building
material was wood in its various forms, from saplings for structure to bark and
leaves for finish materials. Stones were used on foundations. Saplings were used as
main support beams because they were more pliable than large tree trunks and took
less time to cut and place. Sod and snow were used both as complete building
systems and as finish materials. As hunter-gatherers they had a large supply of
animal skins and large bones that were also used. Relatively permanent structures
were built during the winter months for the whole tribe to use while smaller,
buildings that were either portable or made with materials found on site such as
tipis and igloos were developed for hunting expeditions.
With the growing interest in 'sustainable architecture', the methods and
means employed by First Nations peoples are undergoing much more
scrutiny. Traditional attitudes concerning building in harmony with nature
have never been rejected, even by the 20th century First Nations architects.
First Nations designs are currently being recognized for their beauty as well
as their earth conscious design.
• The Iroquoian Longhouse: The characteristic Iroquoian dwelling was the
longhouse, a long and narrow structure that was home to several related
3

families. Large structures, several times longer than they were wide holding a
large number of people. They were built with a frame of saplings or branches,
covered with a layer of bark or woven mats. The oblong structure was
constructed of a double row of saplings, driven into the ground, bent towards
each other, and tied at the top to form a tensile barrel-vaulted frame. Sheets of
bark were fastened between the poles, and additional saplings were attached
horizontally on the outside for reinforcement. Posts down the centre might
provide additional support for the roof, with holes in the roof venting the smoke.
Sleeping platforms were arranged along the long walls, with a vestibule (for
storage) and door at either end.
• The Algonquian Wigwam: The Algonquian peoples were hunter-gatherers
whose lives depended on cyclical movement within their territorial ranges. Their
accommodation needs were met by a transportable building-type known as the
wigwam. Although there were differences among tribes and regions, the
wigwam was generally a one- or two-family dwelling with a round or oblong
floor plan about 3.5 to 4.5 m in diameter. It was framed with saplings or pliable
poles which were inserted into the ground and lashed together at the top. A
series of light horizontal members (stringers) was tied to the frame to strengthen
it, and to support the outer covering of sheets of bark, animal skins or mats of
reeds. When people moved from one place to another, they would remove the
4

exterior sheathing and take it with them, leaving the poles standing, to be reused later either by themselves or by others.
• The Plains Tipi Like other hunting cultures, the First Nations peoples of the
Plains lived nomadic or semi-nomadic lives, which involved seasonal
movements in pursuit of food and safe wintering places. Each year was shaped
by carefully organized seasonal rounds that entailed a return to familiar camp
sites at specific times of the year, either for hunting, social gatherings or for
winter shelter. The Plains peoples developed a unique portable house-form,
which was perfectly adapted to their way of life. This was the tipi (or teepee), a
conically shaped structure fashioned from wooden poles and coverings sewn
from the hides of the bison. Until the arrival of the horse on the Prairies in the
late 18th century, the poles and covers for these tipis were pulled from one camp
site to the next by dogs, while their owners walked alongside. Horses increased
the mobility and hunting capabilities of the Plains peoples and replaced dogs as
the principal means of transporting possessions from one encampment to
another. Because horses could carry far heavier loads, tipis increased in size and
their furnishings became more elaborate and decorative. The loss of the bison
herds on the Plains, in the second half of the 19th century, had a devastating
impact on the Indigenous pople. For a while they managed to cope, altering their
diet and substituting canvas for buffalo hides for tipi covers. But they eventually
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lost their self-sufficiency, were forced to abandon their traditional semi-nomadic
way of life and to move onto defined reserves. Gradually, the tipi gave way to
imposed architectural forms associated with a sedentary existence.
• Wigwam: wood framed structures, covered with an outer layer of bark, reeds, or
woven mats; usually in a cone shape although sometimes a dome. These groups
changed locations every few weeks or months. They would take the outer layer
of the wigwam with them, and leave the heavy wood frame in place. The frame
could be reused if the tribe returned to the location at a later date.
• Pithouse: structures shaped like an upturned bowl, placed on top of a 3-or-4foot-deep (0.91 or 1.2 m) pit. The bowl, made of wood, would be covered with
an insulating layer of earth. The house would be entered by climbing down a
ladder at the centre of the roof.
• Haida House: large square, solidly built houses. The most advanced design was
the six beam house, named for the number of beams that supported the roof. The
front of each house would be decorated with poles sometimes brightly painted
with artist ic designs.
• Igloo: type of shelter built of snow, originally built by the Inuit.
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• Respecting the past trough a reconciliatory architecture (a case study
Berkeley Church development, Toronto, Canada)
In the summer of 2013, the office of Daniel Karpinski Architect (DKA) was
invited to a limited competition to develop a project for a condo building in the
area close to Toronto’s core downtown. The site of the competition, located on
Queen Street and Berkeley was approximately 100 x 200 feet, including existing
venue objects, and a heritage church building. The surrounding area is a mixture of
residential and commercial uses along the axis of Queen Street and it is dominated
by Moss Park a group of five buildings, each eighteen storeys tall. Stigmatized by
crime, high poverty rate Moss Park is a social housing project, populated by more
than half of sixteen thousand people living in this area. Prior to social housing,
from the beginning of the twentieth century up to the sixties, the area was
predominantly industrial, with rental houses for local workers. 1871 Berkeley
Church can be seen in this area as a post-colonial “heritage” object (a church
building itself), which twenty years ago lost its religious character and is now used
as an entertainment venue.
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The competition program called for a high end condo of up to 100,000 SQ FT
(zoning of this site is up to 40,000 SQ FT) that could be constructed on a tight
budget of 120 CAD per SQ FT and later sold for 500 and more CAD per SQ FT. It
is quite typical for construction market in Canada, which (as a political tool
manipulated by capitalistic propaganda) is striving to achieve higher economic
results. However, such results can be achieved only if the building concept is not
only original and unique, but also innovative in functional, social and aesthetic
way. The competition brief suggested collaboration and creation of a new
“heritage” of the land (simultaneously blurring different pasts: post-colonial,
colonial and aboriginal) while at the same time directing participants to come up
with a project which could participate in the gentrification of the area.
Part of the project requirements of the project was environmental design. It was
supposed to be integrated throughout the design and building process meeting the
City of Toronto Green Development Standards, with the goal of LEED Platinum
rating. The sustainable design project involving contemporary technologies such as
solar collectors, wind mills and green roofs that can increase the construction
budget, can also open an opportunity to heal this part of the area, which has been
severely abused since industrialization up to nowadays.
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The project by DKA proposed 90,000 SQ FT of mixed-use development spread on
10 storeys at 10 FT floor to floor, with Ground Floor up to 15 feet. The project
included an underground parking, and was segregating the pedestrian oriented
“front facade” from loading areas and service access located at a mid-block
laneway. Key ‘ingredients’ of the project included:
• open access to the public Queen Street Garden and Berkeley Church gardens as
well as open first floor as an invitation to a participation in the constantly
developing site (especially the Ground Floor)
• universal accessibility trough out the whole building in the form of continuous
ramps from street level to the top of the roof, safe corridors allowing for
wheelchair and bike next to each other, vertical transportation and the units
themselves accommodating universal accessibility standards
• continuity of green spaces and parks connecting Church Park, Lobby Parkette
(both street level) with the Vertical Green Wall and the garden along the
continuous and accessible bike ramp
• LEED design and sustainability
• an infinity pool and recreational functions of lower roof level
• Taddle Creek (a creek which disappeared during the post industrial era) under a
glass bridge in the lobby
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• the historic (1871) church connected to the proposed building
• recollection of the historic Berkeley Bicycle Club and two velodromes on two
levels of the roofs
An event
Far more important than just the programmatic, spatial and functional combination
of the elements of this project, was an opportunity to create a “historically
symmetrical” event. The event, in Derrida’s words, is “the possibility of the future
(to come) in its non-foreseeable otherness, as the irreducible condition where the
relation to the other can take place. The architecture (..) must be responsible for
this space, its opening to the other yet to come; it must take care of it” (J. Derrida,
Générations d’une ville : mémoire, prophétie, responsabilité, cit., p. 245).

Contemporary architecture cannot be only functionally open, exchangeable,
structurally flexible and ready for unknown future needs, but must create a space
able to give accommodation for what we cannot even imagine, the unknown
otherness. The first and foremost demand for a designer or an architect will be then
to accommodate the extremes. That is why the project proposed a dwelling for
people with disabilities moving on wheelchairs, along with bike users – both
reaching their apartments by the same ramp, a common space, a common ground
10

and the community hub. The first universal accessible extreme biking condo opens
a space for mutual cohabitation and a potentially new lifestyle, reducing otherness
based on physical ability and embracing aging together. It is also includes the
possibility of aging together with animals / pets while cultivating private or
communal gardens.
Derrida talks about the event as an opening towards what may come. But what
about the past? Can an event be open not only towards the future but also towards
the past? In other words, could an event be historically symmetrical? From the
moment which is now, from a potential of architecture, can an architect create an
opening that can accommodate the other yet to come with the other already gone,
respecting the past and lost heritage? In post-colonial Canada, before the
indigenous object Others had been displaced to Indian Reserves, the another
subject other was created, a settler, a colonizer. While the “master” was associated
with the Crown, the metropolitan center, the colonist and settler was the other on
the periphery of Europe. This process wasn’t related to the perspective of an
observer

but

to

power

(http://www.darkmatter101.org/site/2012/05/18/the-

impossibility-of-architecture-in-post-colonial-canada/).
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Incompleteness
Derrida says that: “what makes the living community of generations who live or
build the city possible, who set themselves permanently in the very projection of a
city to de-re-build, is to give up the absolute tower, the total city touching the sky,
is to accept what a logician would probably call an axiom of incompleteness” (J.
Derrida, Générations d’une ville : mémoire, prophétie, responsabilité, cit., p. 245).
Of course each proposed city structure should have a potential, an openness of
being adjustable not only to new functions and new otherness but also to
unpredictable social development. According to the capitalist logic of the real
estate market, the Berkeley Church condo next to, situated just across the
impoverished social housing area, should be designed like a gated community,
with security dogs, guards and 24 hour concierge. Otherwise the economic value of
the property, the price per square foot, and its ability to generate profit will be low.
In our proposal the public realm of the street, the profanum is extended throughout
the whole building, up to each door of a private apartment. Depending on the poinof-view, it is an economic suicide or an opportunity to create a new community.
On a micro-level, when you see the ramp as street with row houses, the economic
viability of the project is different.
But before the axiom of incompleteness can be understood as a positive aspect of
urban development, it should embrace other issues. One of them is heritage.
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Heritage
According to Derrida: “A city is a whole which must remain indefinitely,
structurally not saturable, open to its transformation, to the minimal additions
which come to alter or displace the memory of its heritage. A city must remain
open to the fact that it does not know yet what it will be: it is necessary to inscribe
the respect of this not knowing into the architectonic and city-planning science and
skill, as it were a symbol” (J. Derrida, Générations d’une ville : mémoire,
prophétie, responsabilité, cit., p. 245)
There are a number of heritages brought together in the competition project. Some
of them are obvious and include:
• the post colonial urban grid defining and at the same time being defined by,
the Berkeley Church (e.g.: corner location of the church);
• the heritage status of the church and its scale, proportions and massing,
respected and reflected in the new scale of the proposed podium of the
building, separation of the two buildings, structural rhythm and natural
(warm) materials;
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• the post-industrial heritage and the fact that the competition grounds were
used as a lumber yard, reflected by the wooden facade (or outer skin) of the
podium;
• the Taddle Creek, which disappeared with (or because of) the predominantly
industrial character of the site, recalled as a creative “archaeology” of the
site as well as echoed in the “infinity pool” on the intermediate level of the
roof;
• finally even the historic Berkeley Bicycle Club, in its modern version in the
proposal of the extreme biking condo.
But the most important and challenging heritage was the pre-colonial one, the
indigenous peoples’ heritage. The challenge was not only to select certain elements
of the indigenous heritage but also to do this in a non offensive way. The
following elements of the project are trying to engage with this heritage:
• “Off grid” – the upper part of the building was shifted from the post-colonial
urban grid to recall pre-contact urbanisation, based on non geometrical, but
rather natural alignments ( like world directions) of structures;
•

Manipulation of top soil – Indigenous people were living with nature and
earth rather than “own” them (in the western way of owning or possessing a
property). In the project the top soil was manipulated in two ways:
14

- as “uncovering” (creative archaeology) to propose a historic continuity of
layers of earth from nowadays, through industrial, colonial (the settlers’
time) to pre-contact or – so called - “native” ground, and
- as physical continuity in the form of a green wall rising from the street
level and from the combination of different gardens and parkettes to the
level of the first (intermediate) roof and further, to the top roof. This
continuous vertical garden is in a physical way bringing nature to each level
of the building, to each apartment.
• Continuity - In indigenous culture only “death beds” (the way in which
certain tribes “buried” their dead people) and “winter beds” (constructed in
longhouses for the winter season), were detached from the ground.
Everything else was related to continuity of the surface (dwelling, travelling,
hunting). To create the similar connection with the ground, to extend the
ground to the roof, the project is proposing the extension of the street level
surface in a form of the accessible ramp (walking, wheelchair-ing or biking
from the street to every apartment);
• Living with nature – the combination of the ramp and the vertical garden
would allow each member of this community to cultivate and share the
plants in this communal garden. The ground level with a number of gardens,
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is also free of the structure (the openness of the ground floor is maximized)
to protect the natural way of vegetation.
• The natural and local materials – Practically, apart form the underground
garage, the first floor structure and above podium level (which has to create
openness with big spans) the rest of the building could be constructed in a
traditional way with local, natural materials.
• Fifteen posts of tipi (main structure) – the necessary concrete structure has a
reduction of its logical number of columns to fifteen, to recall the number of
tipi posts and is related to native teaching. Each one of the 15 tipi poles
represents one aspect of the teaching:
1.

obedience

2.

respect

3.

humility

4.

happiness

5.

love

6.

faith

7.

kinship

8.

cleanliness

9.

thankfulness
16

10.

sharing

11.

strength

12.

good child rearing

13.

hope

14.

ultimate protection

15.

control flaps (depicting that we are all connected by a relationship)

(http://www.fourdirectionsteachings.com/transcripts/cree.html)
We believe that each subject could not only be represented by a column but
as well explained.
The structural columns reduction and “destabilization” should contribute to
the incompleteness of this building, creating or inviting a potential of the
other structural improvements in the future, such us new configuration of the
building or its components.
The project includes two open or outdoors velodromes (an arena type of a
structure for track cycling or wheelchair racing). Their supports are inspired
by the tipi structure (the top roof) and by the pit house (the lower roof).
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•

Orientation – division of world directions and their relation to indigenous
healing wheel:

(http://www.fourdirectionsteachings.com/transcripts/cree.html)

The plan of the building was divided as per the wheel:
- Center – the vertical park
- East – open space and pedestrian entry to the building trough the church
garden
18

- South – the major parts of the apartments are located in this area
- West – the most closed area, the vertical hotel, receptions, vertical
transport and energy distribution
- North – airy, open space for meeting, potential and teaching.
•

Sharing and invitation – North part of the ground floor of the building was
created in the project as an architectural potential, incomplete structure and
program. Being a part of the condo and the street, this area offers:
- To the Berkeley church (as a venue place): extension of its functions
- To the street: an urban space, a covered city room welcoming city
dwellers
- To the Moss Park across the street: potential space of a meeting between
differences of life style and wealth
- To the others who disappeared: a place to re-appear
- To the others who are yet to come: a place to appear.
Reconciliatory architecture?
We might define reconciliatory architecture that creates a historically
symmetrical event welcoming not yet present and past otherness, being
inclusive to all heritages, but at the same time - being open and
19

incomplete for what may come, offering a sustainable development of a
city. “Otherwise what else would one do but carry out some plans,
totalize, saturate, suture, suffocate? And this, without taking a responsible
decision, since to carry out a plan or to make a “project” into a work is
never a responsible decision.” (J. Derrida, Générations d’une ville :
mémoire, prophétie, responsabilité, cit., p. 245).
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The Absence and Necessity of Inventive Drawing in Foundations Drawing Instruction

Though course requirements, objectives, and instructional methods in drawing
vary widely among college art programs, most fine arts foundation courses are rooted in
what is commonly called observational drawing or drawing from “nature.” The goal of
such instruction is to train students to observe objects in the real world and to translate
their perceptions into two-dimensional images using common drawing media and
techniques. Typically, the student is expected to render these drawings in a manner that is
visually faithful to the appearance of the real thing, with some programs or instructors
emphasizing certain stylistic idioms (such as “classical drawing”) to a greater or lesser
degree.
The skills of observational drawing date back to the 14th and 15th centuries,
though they were most widely disseminated between the 17th through the 19th centuries in
the academies and ateliers of Europe and America. In the last century, educators such as
Kimon Nicolaïdes i, Bernard Chaet ii, Nathan Goldstein iii, and Betty Edwards iv, among
others, wrote popular drawing books and textbooks based on observational training, and
their approaches still influence foundations drawing instruction today. Indeed, even with
the influence of modern and post-modern aesthetics, and in the midst of contemporary
practices in making art, college art programs widely consider observational drawing to be
a fundamental component of training in the fine arts.
Certainly there are variations on what defines observational drawing. Interpretive
or expressive drawing, in which students draw from arranged objects or posed models but
are not expected to faithfully reproduce their appearance, is not unheard of in foundations
programs, and is common in intermediate and advanced drawing courses. Likewise, using
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photographic references as a source—a kind of observational drawing based on
translating one flat image into another—is sometimes taught as a supplement to drawing
from the three-dimensional world. This is also true of the traditional practice of copying
from other artists’ drawings or paintings. But all of these variations have a basis in some
kind of directly observable reference, and one that students may return to in order to
verify their drawings.
A counterpoint to observational drawing in any form, however, is what is
sometimes called inventive drawing, envisioned drawing, or simply drawing from
memory or the imagination. Though inventive drawing (and painting) is more common in
advanced fine arts courses and in certain commercial art concentrations such as
animation, game design, and illustration, it is often neglected or absent entirely from fine
arts foundations drawing courses. For brevity’s sake, I will refer to such courses simply
as foundation courses or foundations drawing courses.

Why Foundation Courses Neglect Inventive Drawing—Some Hypotheses
Though it is not the purpose of this paper to determine the reasons foundations
drawing courses neglect inventive drawing, I will offer a few anecdotal hypotheses. First,
by lacking a source for visual reference, inventive drawing typically results in weaker
representational drawings than those that students create from observation, especially in
the early years of training. To the extent that foundations drawing courses are typically
focused on the students’ attainment of representational skills, inventive drawings may
suggest poor student learning or poor instruction. This is especially true if the process
behind an assignment is not outwardly evident—inventive drawings may be
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misinterpreted as weak observational drawings. This is particularly problematic for
instructors when the person misinterpreting the work is an academic superior.
Second, for similar reasons of difficulty, inventive drawing poses a challenge for
drawing instructors. Faculty members who are not trained in inventive drawing may be
incapable of teaching these skills, or reluctant to do so if pedagogical methods require
class demonstrations or correction of students’ drawings. This is less true with regard to
the topic of linear perspective, the one subject that is most often taught through inventive
drawing assignments. But instructional challenges are especially evident when inventive
drawing focuses on complex subjects such as the human figure.
Third, inventive drawing is often associated with commercial drawing practices,
particularly for comic book illustration, animation, and the like, and fine arts instruction
may be biased against (or simply ignorant of) such practices. Foundations drawing
courses are probably more likely to be taught by someone with a fine arts background
than one in illustration, or to be supervised by a “foundations coordinator” with a fine arts
background. Though the barriers between illustration and fine arts drawing and painting
have been blurred in recent decades, and though many art programs require the same
basic drawing courses of fine arts majors as of commercial art majors, foundations
courses usually adhere to a fine arts tradition, and this tradition leans toward drawing
from observation. Likewise, fine arts instructors are often watchful against formulaic or
stylized approaches to drawing, and may associate inventive drawing—or illustrative
practices in general—with such methods. Consequently, inventive drawing instruction
may be frowned upon or misunderstood by faculty members who teach these courses.
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Personal Experience
For myself, the advantages of including inventive drawing instruction in
foundations courses required a certain conversion of my aesthetic and pedagogical biases.
My own training as an artist was based almost exclusively on observational drawing,
even through very advanced courses. Upon embarking on an academic career, I did what
most young faculty members do: I began to teach as I’d been taught. As a consequence,
inventive assignments were almost unheard of in my drawing and painting courses.
A few years into my career, however, I began to notice a curious and recurrent
situation. For several years I was assigned to teach basic drawing in the fall semester,
followed in the spring by the ubiquitous foundations course in three-dimensional design
(outside my niche, but not outside my teaching assignment at the time). Usually I would
have many of the same students in design as I had had the previous semester in drawing.
What caught my attention was when I asked these students in design to draw out their
ideas for certain projects (prior to constructing them in paper, wood, or some other
unforgiving medium), their drawings were often very flawed and incomprehensible
representations. Not infrequently, such drawings came from students I knew were very
capable of drawing accurately from observation, since I had taught them the previous
term. But when faced with drawing from an image they perceived only in their mind’s
eye, they struggled to convincingly draw anything more complex than a cube.
Out of necessity, I found myself teaching inventive drawing in my threedimensional design course, and in time, a few assignments worked their way into my
drawing courses. These assignments always focused on some kind of envisioned still life
or architectural form as a subject, though they variously involved problems ranging from
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drawing objects accurately in perspective, to correctly scaling objects in space, to shading
objects as they would appear under an envisioned light source. Currently, I teach both a
basic and intermediate drawing course (neither of which includes drawing from the
figure) with about a 40% emphasis on inventive drawing assignments.
About six years ago, I was granted the opportunity to develop an intermediate
figure drawing course with a focus on anatomy for artists. Realizing that devoting the
entire semester to anatomy was not necessary for this course, I wrote the curriculum to
include a significant component on inventive figure drawing. For this course, the
inventive instruction also constitutes about 40% of the curriculum.

The Need for Teaching Inventive Drawing in Foundations Courses
My realization of how poorly students draw from the imagination—in spite of
having learned to draw from observation—brought with it another realization: teaching
students to draw inventively serves the practical, long-term artistic needs of more
students than solely teaching them to draw from observation. In almost every college art
program, foundations drawing courses are not just for students who choose to major or
otherwise concentrate in drawing, painting, or printmaking (the traditional “drawingcentric” art forms). In most basic drawing courses, it is just as likely that any student will
go on to study sculpture, ceramics, photography, graphic design, new media, or any other
studio concentration that art program offers. Yet college art programs typically require of
all students at least one and sometimes several drawing courses because of the belief that
drawing teaches students the rudiments of visual receptivity. Learning to draw entails a
kind of “learning to see,” and seeing, of course, is the basis for all of the visual arts. Thus,
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a student who learns something of drawing will be more responsive to visual stimuli in
general, whether they are looking through the viewfinder of a camera, responding to the
form of a clay vessel, or creating an image in pixels.
Certainly there is much truth in this idea, though whether such visual receptivity
need be taught through drawing or whether it might be achieved through, say, a basic
photo course, is arguable. In any case, beyond the somewhat vague notion of “eyetraining,” the ways that drawing is useful—in a practical sense—to the professional needs
of a non-draftsperson/painter/printmaker are not necessarily observational ways. The
students enrolled in my three-dimensional design course needed to use drawing in a very
practical way to work out their ideas for a project in another medium, not unlike how a
practicing sculptor, ceramist, or designer might use drawing. But using drawing to this
end requires working from an envisioned image, not drawing from something one
observes.
Consequently, I have come to believe that teaching students to draw inventively is
an objective that broadly serves the practical, long-term needs of more students enrolled
in my foundations drawing courses than does drawing from observation. I suspect this is
true of foundations drawing courses in many college art programs.
Another reason why more inventive drawing instruction is needed in foundations
drawing courses is because, I believe, inventive drawing accelerates the attainment of
observational drawing skills, and vice versa. My evidence for this is largely anecdotal,
but I think my observations will be congruent with the experiences of many people who
have taught drawing to college students for any length of time.

Gómez

8

To explain, I first need to discuss observational drawing a bit more. Observational
drawing instruction asserts the idea of looking closely at one’s subject so as to portray it
accurately, and to avoid the so-called “left-brained” stereotypes or preconceived images
that infect poor drawings. To this end, observational instruction emphasizes techniques
such as visually measuring the proportions of an object, judging angles in relation to a
horizontal or vertical standard, seeing three-dimensional forms as flat shapes, becoming
aware of negative shapes, and similar approaches to seeing more objectively. Likewise, it
often trains students to look closely at nature through exercises such as Nicolaïdes’ “blind
contour drawing,” v in which students draw while looking exclusively at the object before
them, or “negative space drawing,” in which the student draws only the negative spaces
around or within an object.
These are all very valid and useful approaches to teaching observational drawing,
and learning to bypass one’s preconceived notions of what certain things look like is
necessary in order to create naturalistic drawings. Indeed, many people can learn to draw
reasonably well if they are trained only in this manner, provided they have something to
observe when they draw. But the fact of the matter is, no drawing is an objective record
of the things it portrays, and all drawings are created through the filter of an individual’s
temperament and preconceptions about the things he or she examines. This is, in part,
why artists have distinctive styles. It is also the reason why, when giving a group of
students the same drawing assignment with the same expectations, the drawings will vary
greatly in appearance, though many or all of them may be equally successful.
If the observational drawing techniques mentioned previously are a way of
bypassing or suppressing one’s preconceptions, then inventive drawing, I believe, is a
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way of confronting these stereotypes head on. I will use the subject of the human eye as
an example. In beginners’ portrait drawings, the eye is one of the most egregiously
stereotyped parts of the face and head. Typically, the image that beginning students draw
for an eye is something that is shaped like a football, usually too wide-open, and with
lashes that radiate like the petals of a van Gogh sunflower (fig. 1).

Fig. 1. A typical beginner’s drawing of an eye from observation.

A strictly observational approach to correcting these deficiencies might lie in
having the student examine their own eye in the mirror (much less discomforting than
looking closely into the eye of a model) and draw it repeatedly, perhaps limiting the
drawings to contour line at first. Specific techniques might involve blind contour drawing
of the eye, focusing attention on the negative shapes in the eye rather than on the more
easily stereotyped positive shapes, comparing the height of the eye to its width and to
other distances around it, and so forth. In time and with practice, the student’s drawings
of the eye might well start to look like the real thing.
Conversely, an approach to teaching students how to draw the eye from the
imagination would deal directly with the very characteristics that appear in stereotypical
drawings of eyes. Such an approach would involve instruction on why these
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characteristics are not wholly accurate and how the student can improve upon them,
probably in conjunction with a demonstration of drawing an eye step by step. The
instructor would identify and name certain features of the eye, such as the “waterline,”
the thickness of the lower lid that often catches the light. By identifying and naming
visually important features, the features become part of the students’ conscious
experience, and therefore something they are more likely to notice and ascribe
significance to when drawing from observation.
Such an approach is typified—sometimes in an overly simplistic way—in books
on drawing of the “how to” variety (fig. 2).

Fig. 2. A step-by-step approach to drawing the human eye. vi
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A criticism of this approach is that in teaching students to draw a generic eye, an
instructor is, in effect, simply providing them with a new stereotype (albeit a better one)
to replace the old one. Students taught this way will not see the distinctive appearance of
a specific person’s eyes, but will merely draw the formula for “eye” that they have
learned. Certainly this is a legitimate concern, and I frequently observe such formulaic
drawing in my classes. Indeed, more than one student has come through my drawing
courses under the influence of Manga illustration, for instance, repeatedly drawing
Manga-style eyes (among other body parts) on portraits and self-portraits that were
supposedly from observation.
There is, however, a criticism also to be leveled toward an observation-only
approach to drawing. Namely, that while students may learn to see things and draw them
more accurately through close observation, such drawings demonstrate only a superficial
understanding of contours, shapes, values, and the like, and how they fit together to
create the semblance of a thing. A student who is able to carefully observe and accurately
draw a portrait might well notice the so-called waterline below the eye, but all it will be
to that student is a subtly curving, narrow shape. At some point, the student may realize
that it is in fact the thickness of the lower lid, that it is often bright because it is angled
upwards toward the light, that it is evident on almost all people, and other characteristics
beyond what are merely visible, but that will probably take time. Then again, the same
student, in spite of his or her perceptual acuity, might still overlook (pun intended) the
waterline and not include it in a drawing, because it is not a part of the student’s cognitive
understanding of the eye.
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I often discuss this problem with students, especially when teaching artistic
anatomy, as a way of explaining why figurative artists must understand the bones and
muscles of the body. Artists have long valued the study of skeletal and muscular anatomy
because of one basic assumption: in order to draw the figure well, one must understand
something of what is happening beneath the skin, so as not to draw the bumps and bulges
on the body with slavish imitation, but with understanding. With understanding, it is
argued, comes recognition, clarity, and—not least of all—more accurate drawing.
I often use the following analogy with students: If I go for a walk in the woods
with Professor Skinner, an ornithologist, no matter how closely I pay attention during the
walk, our experience will not be the same. Professor Skinner will recognize every bird
that crosses our path, and know something about that bird’s habitat, range, migratory
patterns, and so on. He will also recognize birds that don’t cross our path simply by
hearing their calls. He may even hear certain calls that I don’t hear at all, because he is
tuned in to these sounds and knows to listen for them. It is arguable whether Professor
Skinner’s experience of the walk will be deeper or more profound than mine, but it
certainly won’t be the same.
Nicolaïdes made a similar analogy in The Natural Way to Draw, using the
example of a man from Mars trying to draw objects on the earth. As Nicolaïdes described
the situation, “we see through the eyes rather than with them….if you attempt to rely on
the eyes alone, they can sometimes actually mislead you.” vii
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Linear Perspective as an Example of Inventive Drawing Instruction
The point here, however, is not to argue whether drawing is better taught
exclusively from observation or invention, but whether inventive drawing can play a
positive role—along with observational drawing—in foundations instruction. In fact,
with regard to certain topics, art instructors often demonstrate this to be true even in
courses that are strongly observation based. One such topic that is frequently taught
through both observational and inventive approaches is linear perspective. Though
different instructors broach this concept in different ways, most instructors probably
devote at least some time to the theoretical basis of perspective, with the necessary
explanations of horizon line, vanishing points, and the like. Such theoretical instruction
is, of course, instruction in inventive drawing (as with the example of the
generic/theoretical eye). The student who learns this material can, with practice and
diligence, go on to draw most any geometric object in depth, purely from the
imagination.
Yet few drawing instructors, I presume, worry that such ability will lead the
student to draw stereotyped still life objects. Rather, most art teachers probably find that
teaching students the theory of linear perspective results in more accurate drawings of
geometric objects, as students are able to use the theory to make sense of their
perceptions—why they see more, less, or nothing at all of the tops of different objects;
why certain edges appear to converge on each other and others do not; why some edges
have very steep angles and others are flatter; and so on. In the same manner, learning
something about the general appearance of eyes (and some of its common variations)
enables students to make sense of their perceptions when drawing a portrait from
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observation, and learning to recognize the bones and muscles as they lie beneath a
model’s skin enables students to draw a more convincing, naturalistic figure.
As an example of how understanding the theoretical basis of linear perspective
can aid a student’s ability to draw geometric forms from observation, I will describe a
typical situation involving architectural drawing. In an intermediate course that I teach,
one observational assignment has the students draw some of the buildings on my
college’s campus. Several of these buildings are converted Victorian-style homes
constructed in the 1890’s. As with many older structures, certain features have settled
over time, and parts that once were level or plumb are no more. A common situation is
for students to be stymied by these features—they are able to accurately copy the angles
of these forms through careful observation, sighting, and the like, but the result is a
drawing that looks to be in flawed perspective.
Students who understand the principles of one- and two-point perspective,
however, are usually able to identify where the building is structurally deficient, and to
make an informed decision whether to correct their drawing accordingly. If they do
choose to “restore” the building within their drawing, they might then proceed to find
their eye level, draw out the orthogonal (perspective) lines in the drawing, and reconcile
these lines with the appropriate vanishing points (fig. 4).
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Fig. 4. A drawing of a building from observation, corrected according to the
principles of two-point perspective.

Implementing Inventive Drawing Instruction in Foundation Courses
The description of teaching linear perspective provides a useful example of how
to implement inventive drawing instruction in courses. While acknowledging that
methods for teaching perspective vary widely in college drawing courses, it is probably
true that few instructors introduce the theory of perspective before students have tried
drawing some geometric objects from observation. This is wise, and a good protocol to
follow in general when introducing inventive practices into a curriculum.
In short, such an approach follows the old dictum of “practice before theory.”
With regard to educational theory, it follows what is variously called inductive teaching
or indirect teaching, in which students first discover certain knowledge for themselves,
before their discoveries are explained to them by an instructor. In terms of drawing
instruction as I have described it in this paper, we can substitute the concept of
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observational drawing for “practice” and inventive drawing for “theory” (although, in the
larger scheme of things, inventive drawing can be exceedingly practical).
An extension of this idea, and an even sounder approach for drawing instruction,
is for students to return to some practical/observational application of their new skills
after studying them in theory/inventively. Applying this approach to a curriculum that
integrates inventive drawing instruction with observation-based instruction, the curricular
model would look like that illustrated in fig. 6.

Fig. 6. A model for integrating inventive drawing instruction with observational
instruction.

This cycle may be repeated as often as needed, or modified to allow for two or more
observational assignments for every one inventive assignment, or vice versa. Alternating
between observational and inventive assignments also dovetails nicely with class work
versus homework assignments. Observational drawing works well in the classroom
because of the availability of a live model in figure drawing classes, and because, in any
drawing course, it allows all students to draw the same subject matter. Conversely,
inventive drawing works well as homework because students “carry” their subject matter
with them wherever they go.

An Example of Observational and Inventive Drawing Assignments
As a specific example of how an instructor might apply this curricular model to
teaching basic drawing, let us examine a series of assignments that students might
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complete around the mid-point of a semester-long course. I will assume the students have
learned something of contour drawing, sighting and measuring techniques, and linear
perspective. Though it would not be true of all drawing courses, the next topic of study in
this example will be that of shading or modeling objects under a source of directional
light.
Because the students are versed in drawing from nature and understand some
perspective theory, they are assigned a still life of white, geometric objects to draw from
observation, shading the objects to match the values that they see. (Though specific
details of the assignment are not crucial to this discussion, in my own course I introduce
the technique of drawing on a medium-dark ground of charcoal, creating lighter values by
erasing and darker values by building with charcoal. I find this to be a very user-friendly
approach for learning to model objects under a light source.) The primary objectives of
this assignment are 1) for students to draw the still life with accurate proportions, correct
placement of objects in space, and a convincing sense of perspective; and 2) for students
to match the values in their drawing accurately to the values in the still life, with attention
to subtleties and nuance (fig. 7).
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Fig. 7. An example of a still life drawing from observation.

In keeping with an inductive approach to teaching, however, I provide little
explanatory material regarding the new content of modeling objects in light and shadow.
I do not, for instance, explain in advance of the assignment such phenomena as reflected
light, though I usually do introduce such concepts as students naturally notice (or fail to
notice) them during the course of the drawing. The only preliminary instruction I give for
a drawing such as this is to demonstrate the use of any new media and techniques (the
additive/subtractive technique described above). But regarding new conceptual ideas or
visual phenomena, I prefer for students to discover such things on their own. Such selfdiscovery ensures a greater likelihood that the student will ascribe significance to the
find, to say nothing of generating a greater level of excitement in the student.
Following completion of this drawing (or more than this one, if desired), I then
introduce the problem of drawing a similar modeled still life from the imagination. To
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help the students with this, I may demonstrate, for instance, how the values on an object
change depending on the orientation of a surface to the light source, what reflected light
is and where it is likely to seen, how cast shadows differ from those dark values that are
inherent to the form of an object, and what some of the particular characteristics of cast
shadows are.
When I assign this drawing (typically as a homework assignment, fig. 8), I take
advantage of the fact that it is an envisioned drawing and have the students arrange the
objects as if floating in space, opposed to resting on a tabletop. viii This allowance
complicates the drawing problem by allowing greater possibilities for composing the
objects, in addition to increasing the difficulty of drawing them, as students are more
likely to imagine floating objects as tilted or seen from below. The objects—about four to
six of them—must be modeled as if under a light source coming from a single location,
and shadows that one object might cast onto another must be taken into account. Because
this is a challenging assignment, I usually have the students use the same medium and
technique as in the previous, observed still life drawing.
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Fig. 8. A sample inventive drawing assignment.

Finally, the curricular model described previously would have the students return
to an observational assignment following this inventive drawing. In my own course, I
would introduce a new medium, technique, or concept at this point, though the crux of
the new drawing problem would remain that of drawing geometric forms under a source
of directed light. Most frequently, I introduce objects of different local values—white,
gray, and black—with this assignment, whereas previously the students drew forms with
only a single (light) local value.

Conclusion
The most challenging subject for inventive drawing, for both students and
instructors, is undoubtedly the human figure. There are probably few fine arts figure
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drawing courses that devote significant time to the problem of drawing the envisioned
figure in a naturalistic way. This is certainly less true of illustration courses, especially
those that focus on sequential art and animation, but even in some of these courses the
easy availability of photographic references and digital “posing” software lessens the
need for artists to be able to draw the figure inventively.
Although the ability to draw a naturalistic figure from the imagination is not a
mandatory skill for artists (including those who work figuratively), and though attainment
of even rudimentary skill in this area is often a years-long process, some instruction in
inventive figure drawing is beneficial in foundations drawing courses, for the reasons I
have outlined in this paper. As is true of inventive drawing of other subjects, learning to
draw the envisioned figure—even with marginal accuracy—serves the practical, longterm needs of a greater number of students in foundations drawing courses, and
accelerates the attainment of skills for drawing the figure from observation.
There may be other advantages, too, that inventive drawing offers for college art
instruction than those I have described here, but the immediate need is for more inclusion
of inventive drawing in foundations courses. In order for this to happen, department
chairs and foundations coordinators may need to accept a lower standard of quality in
inventive drawing assignments, and to be able to identify these assignments as such.
Instructors need encouragement to introduce inventive assignments into their courses,
without worry that the end result may lessen the perceived effectiveness of their teaching.
The process of education, especially at the foundations level, needs to be emphasized
over the product, and end-of-semester or end-of-year student exhibitions should not be
given undue prestige. Likewise, instructors need to be confident in their own abilities to
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teach inventive drawing of a variety of subjects, or to refresh their skills in these areas if
needed. Finally, fine arts programs need to relinquish any biases against inventive
drawing instruction. In this way, foundations drawing courses will be most effective in
teaching observational as well as inventive drawing, and in meeting the professional
needs of the greatest number of students.
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Houghton Mifflin, 1941).
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Bernard Chaet, The Art of Drawing (New York: Holt, Rinehart, and Winston, 1978).
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Abstract:

On 13 March 2013 Jorge Mario Bergoglio was elected Pope of the Roman Catholic Church.
Taking the name Francis, this Pope has captured news headlines around the world and has stirred
the minds and hearts of Catholics and non-Catholics alike. Many remark that his humility, desire
to be with the poor, and his openness to dialogue are a fresh perspective that the Catholic Church
greatly needs. In the wake of scandals and a growing lack of faith in the Church, perhaps it is
Pope Francis who can renew the Church’s image in the world.
This presentation will explore Pope Francis’ nascent Papacy by examining his daily homilies,
news accounts, interviews, and other commentary with the objectives being: 1.) to gain an
understanding of where the Pope’s desire to work for dialogue and justice originates within his
background as a Jesuit 1, 2.) to more deeply understand his connection between faith and justice
that is central to his Ignatian heritage, and 3.) to look ahead to the future possibilities of
interreligious dialogue given the importance the Pope has placed on communication with other
faiths. Central to the analysis will be an examination of the thought of former Jesuit Superior
General Pedro Arrupe, who influenced the Pope as the leader of the Jesuits for much of the time
the Pope was in formation. Also important are the documents of the 35th General Congregation
of the Society of Jesus, which met in 2008, for their perspective on interreligious dialogue which
mirrors the Pope’s position. The outcome of viewing the Pope through the lens of his
experiences and spirituality that formed him during his early years offers insight into why he
focuses on social justice, the poor and dialogue with other religions. As the current leader of the
world’s approximately 1.2 billion members, understanding the motivations and principles of the
Pope is important for the study of humanities and the interconnection of all people in the 21st
century.

1

Pope Francis is a member of the Society of Jesus, or Jesuits, which is the largest Order in the Catholic Church.
Founded by St. Ignatius of Loyola, Jesuits are known for their work in education and social justice. He is the first
Pope from the Society of Jesus.
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How do students become artists and how do you teach a student to develop an
independent art practice? Why is it important for students to be challenged to
become independent artists? How does a students negotiate the path to
becoming an artist, and what a lecturer can do to influence this journey?

This paper will discuss how to develop an individual’s ‘original visual signature’
and assist them to becoming an independent artist. While teaching
undergraduate courses in visual arts, every lecturer will come across students
who want to dedicate their lives to art. These students do not necessarily need
to have a completely different course from their peers. In fact, keeping them
engaged with their peers is only going to be of benefit to all in the course.
However, as an art educator it is possible to see from some students’ output and
original attitude to art practice, that they will naturally become artists, if there is
the right support and opportunities.

Teaching students to become engaged with their approaches to art practice
involves the amalgamation of two primary skills. The first and most difficult, is
to challenge students to think and explore the content and concepts of their Page
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work, in other words what do they want their work to convey to a viewing
audience. The second skill is the acquisition of visual art processes, and the
ability to intelligently choose processes, that may make the difference between a
mediocre work and one that is truly influential. Students are introduced to
processes during group technical sessions, but later adapt and finesse these
processes, to make challenging and personal artworks.
To engage students with how to approach the content and conceptual concerns
of their art practice, I set some tasks to challenge how they think about the
world they inhabit, the issues that concern them, the political and cultural scene
they understand and the history and variety of the types of artworks they are
attracted to.
Students set about investigating how they visually articulate their world. My
role as fine arts educator is to assist them to become more like themselves, and
to get in touch with their original ideas, more than to directly emulate any other
artists.

The Teaching and Learning Agreement assists the transition from student to
artist and is a written document that is formed by the student in consultation
with their lecturer. This document is fluid and can be changed as the students’
artworks are developing. As the document is written it provides a tangible guide
to keep ideas buoyant and to maintain a momentum of output. There is a
premise and a timeline for the work to be produced. The Teaching and Learning
Agreement also describes individual learning outcomes and transferable skills.

Students are also invited to display their work as if they are making a formal
exhibition. From first year to postgraduate levels, students assist each other
with group exhibitions. They select the work, discuss the premise for the
exhibition, design the catalogue, write the catalogue essays and have the
experience working collaboratively with other students in presenting their work
for critical debate.
These experiences and learning how to handle the exhibition process, gives
students a robust understanding and a blueprint of how to present themselves
to the real world of galleries, dealers, openings, press releases, interviews and
reviews.
A PowerPoint will accompany this paper presentation with images of artwork
from students from the School of Fine Arts, University of Canterbury, New
Zealand.
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Introduction
Students need help with the identifying significant insights from the design research/synthesis
process. This process seems to be a highly “interpretive” process, which students find difficult to do
with confidence. As a way of trying to help students achieve better insights from the design
research/synthesis process, an attempt was made to find other disciplines that not only require but
also foster the interpretation process. Strangely enough, investigating the process of divination
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proved fruitful.
Divination (not to be confused with “fortune telling”) is a method of forcing a connection between
multiple complex data sets as an aid to intuition. Because of its long-standing history of practice, the
tradition of divination has evolved and been refined in such a way that a study of its techniques could
provide some insight into the evolving process of design synthesis.
From that initial work, looking for a way to connect the tradition of divination with design synthesis in
order to understand and improve a student’s ability to interpret data and achieve insightful clarity, it
would be helpful to review the following summary points:
2

Summary point 1: Divinatory Insight does not “come out of thin air” . There is significant amount of
“pre-work” that needs to be done in order to have the necessary data available for the divination
process. In divination, most traditions have: 1) a codified collection of cultural knowledge, simplified
and organized into a refined tool or “oracle”, and 2) a secondary body of knowledge that comes from
the querant themselves – i.e. an understanding of the transient set of circumstances that brought
them to the divinatory process to begin with. There is also a third critical component, which is the
skill, talent, ability, judgment, etc. that comes from the person performing the divination. The cultural
and circumstantial knowledge are filtered through the diviner who then provides an answer ready for
interpretation.
In design synthesis, the same pattern exists. Brand could potentially be thought of as the codified
cultural knowledge that often acts as one of the “oracles” used to achieve insight. Codified brand
3
statements are recognized as vital to understanding and directing effective design efforts. Beyond
4
brand, the design research plan developed to achieve extreme empathy is essentially the effort to
understand the second body of knowledge – i.e. the transient set of circumstances hinting at the
problem to be solved. The designer acts as the “diviner” between those two bodies of knowledge,
and offers his or her interpretation in an attempt to find context appropriate (or meaningful) solutions.
A connection between this common divination structure (two bodies of knowledge and an interpreter)
and the design synthesis process is reflected in the following statement by a long-term design
recruiter when he says, “The Industrial Designer has the ability to reach out, connect, and resonate
5
with the use experience (consumer understanding), and use that experience to express the Brand.”
The product or experience that the designer creates is the result of the forced connection between
this brand-specific cultural knowledge, the problem-specific situational knowledge, and the overall
experiences of the individual designer (Fig 1). This is in line with the basic tradition of divination.

Fig. 01
Divinatory Intersections.

Summary point 2: Simple descriptions of divination practice imply that after making sure that the
necessary bodies of knowledge have been gathered, digested and simplified, the following basic
divinatory process is fairly standard:
•
•
•

First, formulate a question
Using some type of tool or process, force a connection between the two previously prepared
bodies of knowledge and receive the answer.
Interpret the answer to the formulated question

This process deserves more study and the first item - formulate a question - is the topic of this paper.
Divination – After the Summary, Start with a Question
Sometimes, the preparatory activities of gathering the data, summarizing, and simplifying it into a
usable, codified form is so insightful that we often think that the synthesis process is done at that
fundamental point of simplification. It is true that this is an important point where the reams of messy
data begin to make sense (and therefore be useful); but it is important to note that there is a
difference between the preparation for the process, and the actual process itself. This summative
activity is the beginning of the process rather than the end.
In formatting a question using cues from traditional divination processes, the following three
recommendations are helpful to keep in mind:
• The form of the question influences the type of answer you receive
• The answers to properly formulated questions will not be prescriptive – they will be
informational. In other words, divination cannot tell you what you should do. The answers
from a divinatory process will only provide information that will help in subsequent and very
personal decision-making processes.
• Questions should be phrased in such a way as to aid and direct this responsibility for
personal decision-making. There should be the assumption that answers will lead to selfdirected action and that the querant remains the active force that will be required to move
forward.
Each of these points will be looked at in more detail, making connections at the end for improving
design synthesis using these broad summaries of divination techniques as the metaphoric foundation
for the suggestions.
The FORM of the Question:
Using the divination model of design synthesis, successfully structured, informed, compelling
narratives start with asking the right questions. The power of the form questions take is illustrated by
the following anecdote recorded by Neil Postman:
...two priests were engaged in a dispute on whether or not it was permissible to pray and

smoke at the same time. One believed that it is, the other that it is not, and so each decided
to write to the Pope for a definitive answer. After doing so, they met again to share their
results and were astonished to discover that the Pope had agreed with both of them. "How
did you pose the question?" the first asked. The other replied, "I asked if it was permissible to
smoke while praying. His Holiness said that it is not, since praying is a very serious
business. And how did you phrase the question?" The first replied, "I asked if it is
permissible to pray while smoking, and His Holiness said that it is, since it is always
appropriate to pray."
The point of the story is, of course, that the form in which we ask our questions will determine
that answers we get. To put it more broadly: all the knowledge we ever have is a result of
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questions.
If the process of divination begins with a question, it would be important to understand how various
forms of questions play out – What their goals are, what their biases are, and what type of answers
can be received through them.
Questions are formed out of a combination of a particular STRUCTURE and GOAL. Questions that
have a convergent structure focus on the recall of knowledge with a limited range of acceptable
accuracy. Questions that have a divergent structure are meant to stimulate imaginative and creative
7
thought, investigate cause and effect relationships, and provoke deeper thought or investigation.
8
The GOAL of a question can be defined by whether or not it is Predictive, Explorative, or Evaluative.
Predictive questions ask “What if”; Explorative questions as “Why”; and Evaluative questions
compare multiple options to understand the differences.
Combining these characteristics, we get the following simple matrix (Fig. 2) using the example of the
reaction of baking soda and vinegar to describe/summarize each question type.
STRUCTURE

Evaluative
Explorative

GOAL

Predictive

Convergent

Divergent

“What will happen when
you combine equal
amounts (by weight) of
vinegar and baking
soda?”

“What are the possible
effects of combining an
acid and a base?”

“What are the PH scores
of vinegar and baking
soda?”

“What is the difference
between an acid and a
base, and why do they
react the way that they do
when combined?

“Why do vinegar and
baking soda fizz when you
combine them?”

“How might the reaction of
an acid and a base be used
in industrial applications?”

Fig. 2
Basic Question Classification base on Structure and Goal
Modern Research Questions
Questions are critical to any research effort. Modern research is about embarking on verifiable,
replicable, quantifiable, and defensible paths. Formalized questioning techniques focus on creating
specific, narrow directions where the answers can be measured, modified, and re-tested.
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Examples of question formulation strategies include the PICO and SPICE methods for creating
hypothesis-oriented questions. These methods help define, collect, and structure essential
characteristics required for success in specific fields. Using the SPICE method (SPICE stands for
Situation, Perspective, Intervention, Comparison, and Evaluation) one would come up with focused
hypothesis questions such as “In a university library, from the perspective of an undergraduate
student, is a short-term loan collection more effective than a general collection in terms of the
percentage availability of recommended texts?”
Hypothesis-oriented questions tend to be convergent and have and seek a specific answer that can
be backed up by measured evidence. These hypothesis centric techniques are directed towards
specificity in order to achieve focus and clarity. However, specificity may only provide a measure of
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description, which often only has the appearance of clarity but does not lead you forward.
In contrast to convergent hypothesis-oriented questions, divergent questions are meant to be prompts
and “sparks” that act as triggers to discovery and exploration. In the early stages of a design
process, rather than looking for measurable, repeatable ANSWERS, the focus is on building a broad
understanding of the situation and exploring/constructing multiple frameworks for looking at the
original problem in order to generate intriguing paths for ideation. Divergent questions are best suited
for this activity.
Prescriptive vs. Informational
In most situations where the way is unclear, a definitive answer that “prescribes” a path is usually
desired. A prescriptive answer to the question “What SHOULD I do?” would be a simple “You
SHOULD do X”. Prescriptive answers provide a clear description of where to go or what to do.
In divination, if one is looking for prescriptive answers to “What should I do?” type questions, most
traditions would not be helpful. Divination techniques are biased towards broad answers that nudge
the querant towards further reflection and exploratory action. This bias towards informational
answers assumes and reinforces that the querant has “agency”, or the responsibility to move forward
using their own power of choice and action. Divination traditions almost always assume that the
querant will remain at the center of the answer and recognize that further action (on their part) is
required for success. The divinatory answer is only there to provide a view of possible outcomes that
are dependent on the further actions of the querant.
Therefore, effective divinatory questions are often structured in the form of “What should I know?”
rather than “What should I (or will I) do?”
Understanding the types of answers one tends to receive (or NOT receive), the following are
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guidelines for asking Divinatory questions :
• Properly formatted questions should help lead to answers that provide information to help
you to make decisions for the situation.
• Properly formatted questions recognize and foster the principles of responsibility and
accountability - reinforcing the idea that the designer is key to shaping and influencing the
design outcomes and design solutions in a positive/constructive way.
• Properly formed questions are detailed and specific enough to allow for focus and direction
but are open-ended enough to provide space to explore options and possibilities.
Inexperienced querants tend to ask convergent questions that divinatory process cannot hope to
answer and are then frustrated by the responses that they receive. The following figure (Fig 3)
illustrates how poorly worded questions change (for the better) when moving from prescriptive to
informational forms:
Convergent/Prescriptive
Will I win the lottery?
Will I be famous?

Informational/Provoking
How would my life change if I won the lottery?
Why do I want to be famous?

Does he/she love me?
When will I get married?
Will my son be successful?
What type of communications product should I design?

What is the dynamic of our relationship that will help me
understand what my behavior should be?
What is my potential for marriage?
What are the things about my son that I need to understand
in order to help him be more successful?
What do I need to know about Communications that would
help me develop potential product directions?

Fig 3
Comparison of prescriptive vs. informative question forms
Conclusion – Application to Design Synthesis
A frustrating characteristic of design synthesis activities is that they rely heavily on the concept of
interpretation. Interpretation, as a skill, is difficult and foreign in our current philosophical tradition of
developing processes that provide measurable, repeatable conclusions. It is the continuing battle to
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turn heuristic activities into algorithmic formulas.
The beginning stage of the design process, which is about creating interesting frameworks on which
to hang subsequent creative activities, has been described as the “fuzzy front end” of product
development. Therefore, an approach different than the modern algorithmic model is necessary.
When looked at as a means of forced reflection rather than “fortune telling”, the divination tradition
(within which interpretation is fundamental) provides interesting connections that can be used to
better understand weaknesses and re-direct them into strengths.
When looking at Divination as a potential framework to better understand design synthesis it is
important to remember:
• Questions are a fundamental aspect/component of the divination process and should be used
more consciously in design synthesis efforts. Designers should always have a question
before embarking on any type of activity and always ask, “What question is this effort
answering?” Design synthesis activities are sometimes engaged in with no formulated
questions to guide their efforts. Conclusions that come out of a design synthesis effort are
often confusing because there is no context to place them in. This is the role of the
formulated question.
•

When formulating questions, Designers should build divergent questions that stimulate
thought and provide “information” rather than work towards convergent questions that provide
“answers”. Whether arrived at through a divergent OR a convergent question, the results
should be considered “triggers” or “sparks” that are meant to push creativity and promote
insight.

•

The emphasis of information over answers points to the requirement that one still needs to
“own” the process and take responsibility for future action. One needs to understand and be
comfortable with the idea that the conclusions/answers/insights from a process (either from
divination or design synthesis) will most likely not be prescriptive and will require further
decisive steps. The inexperienced designer embarking on a design synthesis activity tends
to immediately ask convergent questions that can’t possibly be answered by a process that is
informational rather than prescriptive. They ask, “What should I design?”; ‘”What does the
User Need?”; ”Should I make this round or square?”; “What would be the best color choice?”;
and hope to be relieved of the need make a decision. The querant (or the designer) rests at
the center of his or her process and will always need to exercise judgment. Conclusions from
a design synthesis process should always be followed up by another question – “How does
this move me forward, or what am I learning that helps me make the next decision?”

This study of the importance of questions, and the characteristics and strategies around question
formulation does not yet answer the problem of how to effectively “interpret” the results of design
research efforts, but it provides more insight into the background processes that might improve

interpretation skills. Additional work now needs to be done on how designers can learn to use those
“trigger” answers more effectively.
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Abstract:
Play is essential in life even for adults. Outdoor play is a privilege for everyone
but many children often are deprived of play. Some children cannot play because most of
the outdoor playground equipment does not accommodate their disabilities. Many
children get less outdoor play because of academic demand and busy schedule. Others do
not play outdoors because of all kinds of technology advances such as television, movies,
video games, and now social media through cell phones. Lack of time for parents may
also be a factor of the insufficiency of outdoor play. A lack of play results in many
negative consequences such as obesity, poor health, and lack of social skills. This paper
is a documentation of student design projects of inclusive outdoor playground equipment.
The notion of being inclusive does not only accommodate children with disabilities but
also encourages parents to play with their children for better parent-child relationship.

Lau, T. M., Lin, C. C., Chiu, C. T., Hung, C. C.,“ Inclusive Playground Design”, 12th Hawaii International Conference on Arts and
Humanities, 2014.

I. BACKGROUND
Play is essential in life even for adults. As described by Brown and Vaughan
(2009), play “Most obviously, it is intensely pleasurable. It energizes us and enlivens us.
It eases our burdens. It renews our natural sense of optimism and opens us up to new
possibilities.” (p. 4)
Outdoor play is a privilege for everyone but many children often are deprived of
play. Some children cannot play because most of the outdoor playground equipment does
not accommodate their disabilities. Many children get less outdoor play because of
academic demand and busy schedule. Others do not play outdoors because of all kinds of
technology advances such as television, movies, video games, and now social media
through cell phones. “In some ways, the threat to play is even greater than it was a
generation or more ago. Parents who had the experience, as I did, of exploring fields or
woods in freedom, worry that kids today are spending too much of their time on video
games or in “safe” activities.” (Brown & Vaughan, 2009, p. 79)
Lack of time for parents may also be a factor of the insufficiency of outdoor play.
The parent - child relationship is a critical factor in a child growing up. Brown &
Vaughan (2009) mentioned in their book that Allan Schore, a UCLA researcher in the
study of social, biological and psychoanalytical theory, has discovered “bonding”
between parents and child is critical for the child’s later emotional self-regulation. His
study also found that children who did not develop “bonding” with their parents end up
being extremely emotionally brittle and behave erratically. (p. 82-82) The willingness of
parents spending time with their child in a loving manner is critical to the psychological
development of the child. In Siegleman’s (1965) study, it is found that
Extroverted and low-anxious male students reported more loving fathers and
mothers, while introverted and high-anxious male students depicted their fathers
and mothers as more rejecting. In addition, extroverted females indicated more
loving fathers, whereas introverted females remembered their fathers as more
rejecting. … Parents reported to be loving had sons who were warm, enthusiastic,
conscientious, adventurous, dependent, and composed. Aloof, nonpersistent, selfsufficient, and tense males recalled neglecting fathers.... Rejecting mothers were
noted by aloof, timid, insecure, and tense males. Loving mothers had sons who
were sociable, conventional, confident, and composed. Serious, retiring,
unconventional, anxious, and excitable males depicted a neglecting mother. (p.
561)
A lack of play results in many negative consequences such as obesity, poor health,
and lack of social skills. Play does not just bring instantaneous pleasure but have lasting
positive effects. Brown and Vaughan emphasize the importance of play in their book
stating, “I have found that remembering what play is all about and making it part of our
daily life are probably the most important factors in being a fulfilled human being. The
ability to play is critical not only to being happy, but also to sustaining social
relationships and being a creative, innovative person.” (p. 6) They even consider play as
important as oxygen for life. (p. 6) Not only play is essential in life, it is often a catalyst
that benefit us to be more productive and more enjoyable in our work. (p. 7) Play is
described by Brown and Vaughan (2009) as “the vital essence of life. It is what makes
life lively.” (p. 11) They believe that “We are designed to find fulfillment and creative
growth through play.” (p. 12)

Parents often want to provide opportunity for children to play by taking them to
public playground but many playground equipment are not designed for parents (adults)
to participate. Playground design that considers parent participation not only allows the
development of closer parent-child relationship but also provide opportunity for adults to
play, and even exercise while playing for their own benefit.
Inclusive design has been a major consideration in the design field concerning
consumer products. However, most studies on inclusive designs are focused on physical
challenged users such as the aging society as well as the physically challenged. In the
issue of the Design Journal dedicated to inclusive design, the guest editors described the
awareness of inclusiveness in design has been expanding globally. (Bichard & Gheerawo,
2013, p. 133) However, the whole issue seems focused on the aging population. A better
insight into the study of inclusive design is found in the paper by Newell & Gregor (2000)
explaining the essence and cautions of inclusive design:
The "Design for All" / "Universal Design" movement has been very valuable in
raising the profile of disabled users of products, and has laid down some
important principles. In its full sense, however, except for a very limited range of
products, "design for all" is a very difficult, if not often impossible task, and the
use of term has some inherent dangers. Providing access to people with certain
types of disability can make the product significantly more difficult to use by
people without disabilities, and often impossible to use by people with a different
type of disability. Also the need for accessibility for certain groups of disabled
people might not required by the very nature of a product. … The use of the term
"inclusive" rather than "universal" reflects the view that "inclusivity" is a more
achievable, and in many situations, appropriate goal than "universal design" or
"design for all". (p. 42)
Inclusive design is an attempt to include as many users as the focus of the design
so the more people can benefit from the design outcome. The inclusive playground
design is based on the principle that more people can enjoy playing with possible
considerations for those who are physically challenged. In addition to the physical
inclusiveness, attempt to include parents is the goal of this project. It is hoped that
through play, children and parents can enjoy the benefit of play physically,
psychologically, emotionally, relationally, and socially. This paper is a documentation of
student design projects of inclusive outdoor playground equipment. The notion of
inclusiveness is not only focused on accommodation of children with disabilities but also
on encouraging parents to play with their children.
II. THE DESIGN STUDIO CLASS
The design project is conducted in collaboration between students from Auburn
University and Shu-The University. Each Auburn student is teamed with 5 to 6 Shu-Te
students and work as a design team. Design activities are not limited in the classroom
setting but also working together after class.
The theme of the studio project is: Co-Benefit. Students are asked to design public
playground equipment that will benefit children, parents, and physically challenged users.
The charge for the students is to come up with design solutions that would
improve the existing playground equipment. One of the goals for the project is to
facilitate design students to develop a sense of responsibility as designers in contributing

their talents and efforts to better the society. Design students should have the passion to
care for not only the consumers but also serve the society by providing design solutions.
III. DESIGN BRIEF
With more and more working parents, time spent between parents and children
are reduced tremendously. When parents take children to the park or playground, they
often just sit around and watch. Recently in Taiwan, young children were kidnapped in
public parks when parents did not pay attention. Often parents and children spend time
together in a public park or playground only in terms of quantity but not in quality
because of the lack of common interest.
Most public park and playground are designed for the norm but not inclusive to
the physically challenged. Children and even adults with physical challenges should be
able to enjoy public parks and playgrounds together with people who are physically
healthy.
Based on the above mentioned reasons, each group of students is charged to
develop a playground equipment with the following requirements so that all users may
gain the benefits of the design. The design is focused on:
 Children from 3 to 11.
 Both parents and children have to play together.
 Both parents and children gain something besides spending quality time together.
 Consider physical challenged children, or parents, the design should be inclusive
but not specifically for them so that all can play together.
Stage

Basic Conflict

Important Events

Outcome

Early Childhood (2 to
3 years)

Autonomy vs. Shame
and Doubt

Toilet Training

Preschool (3 to 5
years)

Initiative vs. Guilt

Exploration

School Age (6 to 11
years)

Industry vs. Inferiority

School

Children need to develop a sense of
personal control over physical skills
and a sense of independence.
Success leads to feelings of
autonomy, failure results in feelings
of shame and doubt.
Children need to begin asserting
control and power over the
environment. Success in this stage
leads to a sense of purpose.
Children who try to exert too much
power experience disapproval,
resulting in a sense of guilt.
Children need to cope with new
social and academic demands.
Success leads to a sense of
competence, while failure results in
feelings of inferiority.

Table 1: Child Development Stages -- Extracted from
http://psychology.about.com/library/bl_psychosocial_summary.htm
IV. DESIGN PROCESS
The design process is divided into six phases: Research, Problems Identification,
Design Problems, Design Criteria, Idea Development, and Finalization. Within each
phase, students are asked to focus on the required tasks to develop their concept
systematically. During the design process, several intermediate presentations by each
group are given to the class reporting the progress for discussion and comments. The
following is the flow chart of the design process.

Research:
Collect information from Internet, Books,
Periodicals, Articles, Newspaper, Paper,
Interviews, Observation, etc.

Problems Identification:
All problems identified through research

Design Problems:
Define all problems the team decides to solve
with design

Design Criteria:
Set minimum requirements for solutions of the
defined problems

Idea Development:
Develop different possible solutions with idea
sketches and models that fulfill each and every
criterion.

Finalization:
Use the developed criteria to evaluate each idea
and identify the best solutions (meet or exceed
the minimum requirements). Finalize solution
with a full scale model and a scale detail model.

Table 2: Phases of activities in the design process
A. Research
Students collect information from internet, books, and publications about child
developmental psychology, playground safety, materials and manufactory process, and
play design. The class watched a video titled “State of Play Science” produced by the
National Institute for Play featuring Dr. Stuart Brown. The focus of the research is to
collect information concerning play, playground design, existing problems in the
playground, and any pertaining materials.

Figure 1: Interactions in the classroom
B. Problems Identification
Each group of students goes through brainstorming sessions, and apply the mindmapping method to identify possible design concepts to solve all found problems. At this
stage, students are proposing as many concepts as possible verbally on the mind map.

Figure 2: Mind-maps from each team
C. Design Problems
Out of the mind map, each group narrows down a set of problems to focus on
with reasons of choosing the set of problems. With the set of problems students then use
storyboards to go through different hypothetical scenarios to describe how they can solve
the problems with their proposed product system. This method helps students go through
scenarios step by step to sort through the functions that the design may have.

Figure 3: Storyboards

Figure 4: Storyboards
D. Design Criteria
With the set of functions proposed in the storyboards, each group defines a tighter
design criteria that govern the idea development as the minimum requirements for each
developed idea. Each group presented their research, mind-map, the storyboards, and
design criteria to the class in the first presentation for discussion and comments.
E. Idea Development
With the design criteria defined by each group, students start designing the
playground equipment with sketches and scale concept models. Around 720 idea sketches
were drawn in the class, and over 230 scale mock-ups were built during the development
stage as a means to present different ideas and for discussions.

Figure 5: Interactions in the classroom

Figure 6: Posting sketches

Figure 7: Scale concept mock-ups
F. Finalization
After the long process of sketches and mock-ups, discussions and debates, each
group narrows down usable ideas into one final concept. With consideration of
anthropometric requirements, each group uses cardboard to build a full-size model to
verify the dimensions and the form of their final design. This step is critical not only to
make sure the proposed concept is reasonable in scale but also in accordance with
ergonomics. Each group develops the full scale model and present to the class for critics
and suggestions before finalizing the design.

Figure 8: Full-scale cardboard models

Figure 9: Full-scale cardboard models in the lobby
Refinement and improvement are made to finalize the design with 3D computer
models. Once dimensions and details are finalized, scale models are built with various

materials according to the functions and forms. Students spend less than a week working
on their final models together after having their engineering drawings approved.
The final models are in scale because of the size of the project as well as the
limited time. This stage is not only important for the projects in result in a tangible
outcome, but even more important for the learning experience in a group setting under
pressure of time and cultural differences. The following are pictures of the final models
for each group.

Figure 10: Final models
The Play Dome designed by Jee Ae Choi, Jhao-Jhih Liao, Tzu-Hao Tseng, HsiuYi Chu, Chia-Chen Lin, and Tzu-Kan Lu allows to climb, hide, see outside with a
periscope, and talk with outside through tubes.
The Hercules designed by Matthew Cooper, Sung-Yi Li, Yen-Ling Liou, ShiaoYi Wang, Yi-Ching Luo, Hao-Wen Chen, and Li-I Huang requires two players to
compete by turning the handles to play “tug of war”.
The Boom Bounce designed by Robin Parker, Yi-Yu Lee, Wen-Hui Su, LingPing Chao, Chun-Yun Chen, and Yu-Chuan Chen encourages multiple players to jump
on different color pads and make different sounds. There are also pads for hand play.
The Joy Seat designed by Philip Denton, Ching-Yi Chang, Wen-Cheng Li, NienChun Cheng, Chin-Chang Chen, and Chee Zhong Huang is a “merry go round” that
children or adults can sit, rock or turn.
The Intersection designed by Vanessa Lee, Shao-Pai Li, Chen-Yi Lin, Wen-Kuang
Yang, Hsiang-Ya Shu, and An-Hsuan Cheng allows children to make up game rules
while playing. The user throws a ball to the center and the ball will come out from one of
the holes on the second level.

The Chromatic Sweep designed by Emily Louie, Jin-Sheng Jhang, Yun-Sheng
Cheng, Kuan-Ru Chen, Hsueh-Hsuan Chen, Hung-Ling Chen, and Wen-Shih Yang
encourages parents and children play on the new design of “merry go round”.
The Jump Buddy designed by Steven Cummings, Yen-Po Lin, Pei-Shyuan Lin,
Jhih-Syuan Lin, Wang-Jio Lin, and Shih-Hao Chen allows two persons of different
heights to play this pogo-stick like device.
The Pump designed by Lisa Stuart, Hsuan-Cheng Liu, Hua-Hsuan Liu, Chia-Hsin
Chang, Tsung-Mao Lee, I-Yun Lai, and Sheng-Hung Haung is a competing game that
allows up to four persons to pump balls in the dome to designated slots. The design also
allows wheelchair users to play.
The Jump N’ Match designed by James Waddell, Chia-Yu Chang, Ming-Jhy Lee,
Yu-Ling Lin, Hsin Hui Tsai, Chia-Wei Huang, and Wan-Chen Tai is a bouncing platform
with sections that children can hide, rock, or climb. Parents can also play with children in
this design.
V. CONCLUSION
Play is important not only to children but also to adults. Designing playground
equipment with consideration of expanding the scope of users encourages more users of
different ages and different physical conditions to play and reap the benefits of play.
Inclusive play is not just focusing on including physically challenged children to play
with physically normal children. It is also focused on designing play to encourage parentchild relationship. Although the outcomes from the project may not be all practical and
ready for implementation, the project does bring awareness to students the need to play
and how design can encourage play through all age groups.
VI. REFERENCE
Brown, M.D., & Vaughan, C. (2009). Play: How it Shapes the Brain, Opens the
Imagination, and Invigorates the Soul. New York, New York: Penguin Group.
Bichard, J., & Gheerawo, R. (2013). Inclusive design. The Design Journal, 16 (2), 133136.
Newell, A. F., & Gregor, P. (2000). User sensitive inclusive design [in search of a new
paradigm]. CUU '00 Proceedings of the 2000 conference on Universal Usability,
ACM, New York, 39-44.
Cherry, K. (n.d.). Erikson's psychosocial stages summary chart. Retrieved from
http://psychology.about.com/library/bl_psychosocial_summary.htm
Siegelman, M. (1965). College Student Personality Correlates of Early parent-Child
Relationship. Journal of Consulting Psychology, 29(6), 558-564.

An eye to the past, an eye to the future: The role of art
in engaging with climate change in museum
Joshua Wodak

Caitilin de Berigny (onacloV)

The University of Sydney
Faculty of Architecture, Design and Planning
+61 29351 8732

The University of Sydney
Faculty of Architecture, Design and Planning
+61 29351 45933

joshua.wodak@sydney.edu.au

dr.onaclov@sydney.edu.au

ABSTRACT
One of the major impediments to understand and
engage with climate change is the notion of it being an
intangible process that occurs in elements and spatiotemporal scales that are largely inaccessible to human
spatio-temporal scales. In this paper we argue that art
can engage and inform publics about crucial
environmental issues of the Anthropocene, and that
museums occupy a formidable forum for such
engagement. The authors discuss pertinent examples of
how Australian museums are engaging with climate
change, and the particular challenges that arise in
dealing with a superwicked problem that is also of such
importance to the future of life on earth, while drawing
on their practice as artists creating work about climate
change for museums. The authors review how museum
exhibitions on climate change have negotiated the
nexus between museums as institutions that have
historically had their eye focused on the past, yet are
increasingly turning their eye to focus on the future.

publics through emotional, rather than informational,
means. Art in museums can engage through such
emotive means, where climate science can be
communicated by presenting climate change in
affective processes that climate change within the
narrative context of museums.
In an Australian context, this has been a
rapidly growing area of collaborative research between
museums and universities. One of the foremost projects
has been the recent Australian Research Council
Linkage project, Hot Science, Global Citizens: the
agency of the museum sector in climate change
interventions which “interrogated the roles of museums
and science centres in climate change as places to
provide information, activate and broker discussions,
and decisions.”iii The project’s findings, titled ‘Nine
Principles for Museums and Science Centres as Agents
To Promote Understanding and Action on Climate
Change’ include a provocation titled ‘Give Art A Go.’

Keywords:
Art, Climate Change, Anthropocene, Museology,
Museum Studies, Science Communication
INTRODUCTION
Museum exhibitions on climate change may be
powerful instruments for facilitating civic engagement
with the subject of climate change due to the unique
context of social history, natural history and science
museums as repositories of the past that influence
public understanding and directions for possible
futures.i As museums worldwide negotiate the
uncharted waters of engaging with climate change, one
of the strategies for engaging with such a complex
subject is to involve artists in the process of creating
museum exhibitions on climate change. In museums,
hands-on interaction can be combined with art to create
affective intuitive tools for conveying complex
scientific and/or environmental data.ii While scientific
data can potentially be subject to denial and
misinterpretation, art can act as an alternative vehicle
for environmental awareness. In a conversation with Dr
Charlie Veron, former Chief Scientist of the Australian
Institute of Marine Science, Veron reflected on how the
hundreds of international lectures he has presented have
not persuaded people to take action about climate
change. He asserts that educating publics about climate
change and promoting global action requires engaging

Figure 1: Reefs on the Edge. (Top) left – installation show of
user grasping TUI Objects. Right – installation view. Bottom
– installation view.

The authors, Cameron, Hodge and Salazar, maintain
that art has significant potential for how museums can
engage with climate change, by “tapping deep
movements of cultural sentiment, [whereby] art can be
10 years ahead of the curve, engaging with new media
as well as old.”iv In light of these principles, this paper
presents an overview of the authors’ creation of four
works about climate change in both new and old media
for museums in Australia and New Zealand: onacloV’s
InterANTARCTICA for The Tasmanian Museum and
Gallery and Reefs on the Edge for The Macleay
Museum and Wodak’s When I Was A Buoyant for Puke
Ariki Museum and Violent ends: the arts of
environmental anxiety for the National Museum of
Australia (NMA). The discussion presents the authors’
strategies both in representing the subject matter of
climate change, and of contextualising it for
presentation in a museum context.
AUSTRALIAN MUSEUMS AND CLIMATE
CHANGE
In addressing these challenges, Professor Libby Robin,
Senior Research Fellow at NMA, argues that while
“museums are well positioned to take up the challenge
of the Anthropocene” her global research on museums
and climate change has found that “the story of ‘living
with climate change’ has yet to be told comprehensively
in any museum.”v One strategy that Robin argues for is
the ability of art to bring affective engagement with
such challenges of the Anthropocene, citing the
exhibition Changing Matters: The Resilience Art
Exhibition created for the Stockholm Resilience
Centre’s 2008 World Congress as being uniquely able
“to contribute, to interpret, examine, and raise questions
about dynamic transformations using sculpture,
installation, photography, video and sound.” vi
How art may contribute, interpret and examine
such questions about these dynamic transformations has
been largely outside the purview of how Australian
museums have responded to climate change to date.
Australian museums that have staged exhibitions,
and/or undertaken research and/or issued direct policy
statements about climate change include the NMA,
Australian Museum, Museum Victoria, Questacon,
Powerhouse Museum and Melbourne Planetarium. One
area of emerging research is how such museums
incorporate the Hot Science, Global Citizens ‘Nine
Principles for Museums and Science Centres as Agents
To Promote Understanding and Action on Climate
Change.’ As these recommendations were only released
in 2011, it is not yet known how the museum sector will
incorporate them into their strategies of engaging with
climate change. It is beyond the scope of this article to
discuss each museum’s specific engagement with
climate change, other than the NMA, which is discussed
below in the context of the following case studies of the
authors’ creation of work about climate change for
museums, including the NMA.

REEFS ON THE EDGE
Reefs on the Edge is a museum installation (Fig. 1) that
utilizes a cross-media platform to experiment with
scientific data, underwater video and sound collected at
One Tree Island Reef, located on the Great Barrier Reef
(GBR) off the northeastern coast of Australia. The
installation uses Tangible User Interface (TUI)
technologies, multiple-channel video, painting and
sound. This collaborative artwork is informed Erika
Woolsey’s project that investigates the survival of
young corals on the Great Barrier Reef was designed by
Australian artist onacloV, and built by a team of artists
and designers: Phillip Gough and Adityo Pratomo, who
designed and built the TUI objects and table; Ge Wu,
who edited the multiple channel video installation; and
Michael Bates, who created the soundscape.
The artwork gives museum visitors a picture of
the anthropogenic impact on important but delicately
balanced marine ecology of the GBR in tropical
Australia. The goal of the installation is to communicate
the crucial scientific data: raises in sea surface
temperature will affect the lifespan of coral. The artists
and designers sought to communicate this important
message in an engaging and visually sophisticated
manner so that users could gain knowledge about
climate change in the GBR.
The title Reefs on the Edge incorporates the
idea of the uncertain future of coral reefs as well as the
geographical location of One Tree Island at the southern
edge of the GBR Marine Park, where the scientific data,
sound and photographs were collected for this project.
Temperatures are warming most rapidly in the southern
regions of the GBR so “reefs on the edge,” such as One
Tree Reef may be under greater threat from ocean
warming than reefs in other locations.
Reefs on the Edge gives museum users the
opportunity to learn about climate science in an
entertaining way. The method bridges the intersection
of emerging technological tools and scientific data and
takes up one of the recommendations of the Hot
Science, Global Citizens research project, that to engage
with climate change, “museums need to rely less on
presenting audiences with information and more on
creating and designing richer experiences. The
emotions they aim at should have range and balance,
encompassing joy, wonder, and delight, rather than just
pressing the buttons of fear and guilt.”vii
The data taken specifically for this project was
converted into an interactive visualization, controlled
by the TUI table and objects. The installation’s
interactive table helps viewers understand the effects of
rising temperatures and ocean acidification. The
objects’ colours change in tandem with the changes By
combining the facts of climate science with artistic
story-telling, Reefs on the Edge aims to inform and
stimulate appreciation and awareness of coral reefs and
the challenges they face. Reefs on the Edge was
exhibited as part of the Meaning of Life: Celebrating
50 years of Biological Sciences at the Macleay Museum
(2012-2013) and Web Directions South Design Lab
Exhibition (2011).

Figure 2: (Top) Users modifying data visualization using and
creating sound with TUI objects, Beginning Middle, End,
ANU, 2009. (Middle) installation view, Tasmanian Museum
and Gallery. (Bottom) Users modifying the visualization.

INTERANTARCTICA
Another pertinent illustration of an artwork that uses
both TUI and climate change visualization is onacloV’s
InterANTARCTICAviii (Fig. 2). Entering the exhibition
space housing InterANTARCTICA, the viewer is
surrounded by a three-screen video installation of the
Antarctic landscape. The viewer hears Antarctic
compositions, created by other viewers via real-time
audio interactions. By creating sound, the viewer
engages in an additional interaction by modifying data
visualization. InterANTARCTICA helped viewers
understand critical scientific data about global warming
in Australia through a multi-sensory experience.
InterANTARCTICA is a museum display that
has been designed by onacloV and created by a team of
artists, researchers and students from The University of

Sydney. The installation InterANTARCTICA is part of
an interdisciplinary research project that provides a
technological platform for the public to interact,
experience and gain vital knowledge about climate
change. The concept is focused on the largest ice mass
on Planet Earth, Antarctica.
The environment in Antarctica is the coldest,
driest and windiest continent in the world. Ice cores
taken from Antarctica provide a history into climate
change because the ice contains records of past climate
and atmospheric changes. Ice cores “show large
fluctuations in temperature and atmospheric gases
stretching back over 850,000 years.”ix Understanding
the environment in Antarctica is of global significance
since it is one of Earth’s fastest warming regions.
There is scientific data indicating that sea-ice
around East Antarctica has been diminishing since the
1950s by a consistently greater extent than the previous
150 years.x Climatologist Jonathan T. Overpeck et al.
claims that: “Sea-level rise from melting of polar ice
sheets is one of the largest potential threats of future
climate change.”xi
In collaborating with environmental scientists,
we have designed an interactive museum environment,
which acts as a vehicle to display significant climate
change data to a wide public audience. The installation
seeks to expand knowledge through the synthesis and
presentation of climate change research in an interactive
museum context. InterANTARCTICA was exhibited at
the Tasmanian Museum and Art Gallery, Hobart,
Australia, 2010; Design Lab, The University of Sydney,
Australia, 2009; and Beginning Middle End Exhibition,
Canberra School of Art Gallery, Australian National
University, 2009.
During the exhibition at the University of
Sydney in October 2009, Onaclov’s team undertook an
evaluation to ascertain the effectiveness of the
installation. The study was an opportunity to investigate
how audiences understood and interacted with the work,
since “usability is generally regarded as ensuring that
interactive products are easy to learn, effective to use,
and enjoyable from the user's perspective.”xii 	
  Analyzing
these key points helped to establish if the interactive
interface successfully served its purpose within our
exhibition.xiii Conducting an evaluation in-situ provided
a unique opportunity to investigate user engagement
and interaction within the framework of an exhibition
setting. Interaction Design researchers have outlined the
importance of user evaluations in an exhibition rather
than lab-based environment.
For the report Nalco’s team conducted
observations and interviewed users about the exhibition.
The answers were recorded using digital voice
recorders and later transcribed for an in-depth
evaluation. We interviewed a total of 16 interviewees,
during the exhibition. We asked the interviewees 16
different questions. A diverse range of people were
interviewed, including a climate change scientist,
someone who has been to Antarctica seven times,
design computing students, other university students
and staff with varying degrees of climate change
knowledge, a librarian, and other members of the public

with varying ages and demographics. Through the
interviews and observations, a number of trends became
apparent. The average time spent in the exhibition was
12 minutes, with individuals staying between five and
30 minutes in length. Our aim was for users to stay long
enough to experience and interact with the work for five
minutes or more. An average time of 12 minutes meets
this aim.
TE PAPA TONGAREWA, NEW ZEALAND TE
PAPA
Te Papa Tongarewa is the national museum and art
gallery of New Zealand, located in Wellington. Te Papa
has staged specific conferences and exhibitions on
climate change since 2006,xiv including a representation
of the globe filled with decorated paper lanterns
inscribed by school children from across New Zealand
with messages about addressing climate change, staged
in the lead up to the 2009 Copenhagen UN climate
summit.xv The permanent installation The Big Picture
presents video animations of past and projected future
sea level rise over a satellite map of New Zealand,
alongside didactic panels charting the climate change of
the last 100, 1000 and 420 000 years (Fig. 3). The graph
used in the “1000 years of temperature variations” panel
is Michael Mann’s ‘hockey stick’ graph, so called
because it shows how, over the last 1000 years, “Earth’s
surface temperature…was gradually cooling” and how
“since the 1850s there has been a dramatic increase in
the surface temperature.”xvi (Fig. 5)

Figure 3: Detail from ‘The Big Picture’ panel showing the
backlit graphs (left) and video animation of past and future
sea level (right), Te Papa Tongarewa Museum, New Zealand,
2013.

Figure 4: When I Was A Buoyant, Puke Ariki Museum,
Taranaki, 2013.

Figure 5: Detail from ‘The Big Picture’ panel showing
Michael Mann’s ‘hockey stick’ graph, Te Papa Tongarewa
Museum, New Zealand, 2013.

Wodak’s research at Te Papa was undertaken
as part of his 2013 Artist Residency at SCANZ 2013:
3rd Nature, at Western Institute of Technology,
Taranaki, New Zealand. SCANZ is biannual residency
about “acknowledging the environmental crisis” and
responding through “engaging with Maori and
indigenous peoples” and “engaging the Sciences and
Hybrid Arts.”xvii As part of his residency, Wodak
realised When I Was A Buoyant, a photographic portrait
that maps Mann’s ‘hockey stick’ graph onto the human
body, using the area from fingertip to shoulder to
represent the years 1000-1900, and the rapid vertical
height rise from the shoulder to the top of the head to
represent 1900-today. When I Was A Buoyant was
exhibited in Puke Ariki Museum, Taranaki as part of
3rd nature, the group exhibition of SCANZ participants
(Fig. 4). Interspersing artists’ work on climate change
throughout a museums’ existing permanent exhibits
represents more fluid and responsive exhibition
programming, as it allows for timely work to be
incorporated into the dominant narratives of a museum,
outside of museum programming which ordinarily is
determined up to five years in advance.
VIOLENT ENDS: THE ARTS OF
ENVIRONMENTAL ANXIETY
In contrast, Australia’s equivalent to Te Papa, the NMA
in Canberra, has not staged exhibitions directly on
climate change, but has blogged and published on the
subject,xviii and has staged events about climate change.
The foremost event in this regard was Violent ends: the
arts of environmental anxiety, a 2009 symposium of
performances, poetry, lectures and film screenings by
artists, poets, dancers, singers, scientists, film makers,
historians, creative writers and cultural theorists. In his
role as Production Manager and Stage Manager, Wodak

worked with the presentersxix and performersxx to
produce and stage their work, so as to purposefully
oscillate between academic presentations by climate
scientists, recitations by poets, performances by
musicians and film screenings.
Violent ends took place in the context of
NMA’s People and the Environment programme, which
explores “how museums and objects can help
Australians better understand how we are inherently
inter-connected with each other and with the rest of the
natural world, with the aim of helping to build more
culturally and ecologically resilient and sustainable
communities.”xxi The different modes of presentation,
from the visual and performing arts, to cultural theorists
and scientists, aimed to present multi-faceted
engagement with climate change, in line with the multifaceted nature of this superwicked problem.
The NMA’s current work in this area includes
the 2013 conference Collecting the Future: Museums,
Communities and Climate Changexxii staged with the
American Museum of Natural History (AMNH), which
explored museums' roles in engaging with climate
change. This partnership between NMA and AMNH
demonstrates the breadth of interest in exploring how
museums can engage with climate change – testified by
the involvement of partner museums and universities
across Australia, Sweden, Canada and USA.
CONCLUSTION AND FUTURE WORK
Despite increased interest globally in exploring how
museums can engage with climate change, the role of
art in such engagement is seldom incorporated into this
re-evaluation of museology. Art about climate change
created specifically for a museum context may offer
both the emotive and intuitive understanding afforded
by art, in tandem with the spirited inquiry that
distinguishes such “cultural heritage organisations as
agents of public good.”xxiii In the context of the urgent
need to increase awareness and prompt global action
against climate change, art installations and events in
museums,
such
as
Reefs
on
the
Edge,
InterANTARCTICA, When I Was A Buoyant and Violent
Ends are a necessary means by which the complex
terrain of climate change can be presented to the
public.xxiv
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Introduction
The textbook publishing industry have evolved in the last twenty years with the advent
of technology, namely the digital information system and the Internet. Textbooks are
available in more than one format such as the electronic versions, audio files and
websites with teaching materials and assessments online. Students have the choice to

buy textbooks in any format they chose. One of the motivations for online textbooks is
that the cost of textbooks has steadily increased and low income students can’t afford
to purchase all textbooks required for all courses and pay for tuition at the same time.
The rise of textbook costs has created unequal access to course material content,
educators must find affordable learning solutions in order to mitigate this situation and
be able to teach all students regardless of social class. As technology advanced,
digitized print and multimedia the public domain content is made available online and
more instructional tools are emerging, educators must also consider the use of these
available content in teaching their courses. This alternative offers students an
opportunity to earn academic credits and have their work assessed at a significantly
reduced cost. Academic Institutions such as CSUS and others have invested in
technology , LMS and technical support staff. This platform offers a sustainable use of
technology for teaching and learning (Merkel & al., 2005) and educators must find
ways to take advantages of all tools available for course delivery, students learning,
practice, assessments and feedback.

Literature review

Educators and students readily agree that college textbooks are priced too high for the
market and publishers know that when a textbook is required for a particular course,
students must buy it. College textbook publishing has experienced increasing market
concentration in recent years, compared to thirty years ago where numerous publishers

were competing for textbook sales. This has created an “oligopoly” market form in
which the publishing industry is dominated by a small number of sellers. The general
lack of competition can lead to higher cost for consumers and for the students in
particular (Carbaugh & Ghosh, 2005; College Board, 2004). In an oligopoly context,
publishers make large profits and find creative ways of maintaining the profits (Allen,
2011). College textbook costs have climbed at a higher rate compared to healthcare,
tuition and inflation and have outpaced the rate of other education costs (Kingkade,
2013). Moreover, the average cost a full time student spend on textbook vary
depending on a type of institution: it’s lower in public college and twice as much in
private institution.
(https://www.collegedata.com/cs/content/content_payarticle_tmpl.jhtml?articleId=10064)
A used textbook may cost up to 75 % of its original price and college bookstores are in
business to make a profit.
(http://www.utdallas.edu/senate/documents/TextbookTaskForceRecommendationsFinal
1-2_.doc ). Textbook purchasing options such as e-textbooks or rental programs offer
savings however not all textbooks have selling back options for students. Many factors
influence buyback from bookstores and when new textbook editions come out, they
devalue previous editions and as a consequence, students find themselves with
worthless textbooks at the end of a semester (Beliveau, Hicks & Stone, 2011). Buying
used textbooks in multiple formats, sell back used textbook and rentals offer relatively
savings to the students however, these are limited options in scope. Numerous states
have taken measures to curb textbook rising costs (Vedder et al., 2010) however, these
measures are for the most part, in their initial phases .

Public domain content is published under an open copyright license and it’s free to the
public. Anyone can reuse, edit and customize and distribute the derivative content as
they so chose (http://en.wikipedia.org/wiki/Open_textbook). Free textbook adoptions
offer affordable learning solutions, viable saving and accessibility options. Educators
could use this free content in their teaching and it should be available in digital format in
order to allow students to copy, print and download it on any electronic device. A
benefit would be that educators could invest time to research and gather and design
course content materials. They would transform and move beyond the use of Open
Education Resources by remixing and adapting the content in their courses. In this new
platform, educators and students alike can be “co-creators of new forms of teaching
and learning” (Conole & Ehlers, 2010; Livingston & Condie, 2006). One incentive
would be if university administrators and leaders provided release time for educators in
order to accomplish such a time consuming task (Allen & the Student PIRG’s , 2010;
Frydenberg & Matkin, 2007; Seidel, 2009) ). In most case, resistance to creation and
adoption of open Textbooks is that the task is time consuming and often overwhelming
the creator (Baker, Thierstein, Fletcher, Kaur & Emmons, 2009). Besides cost
savings options in using free etextbooks, positive impacts on teaching and learning
have been documented ( Matkin, 2009; Seidel, 2009). A combination of traditional
classroom teaching and online learning supplement has yielded positive result s in a
Scottish high school namely the Scottish Common Higher Open Learning and Access
Resources [SCHOLAR] program. The program was used primarily in sciences and
mathematics, it included a variety of resources and activities including texts, self assessments tests and online simulations to improve conceptual understanding in math

and sciences. Some teachers integrated online supplements with their pre-existing
classroom teaching resources while others did not. Survey results revealed an
overwhelming number of students using online materials to their benefit. For most
students, self-assessments activities were valuable before taking tests. One of the
advantage was that these assessments gave students instant feedback and students
were able to learn from their mistakes and be better prepared for tests and national
examinations. Results show that students enrolled on the SCHOLAR program
outperformed their counterparts in the above mentioned subjects (Livingston & Condie,
2006). Teaching and learning in fully online courses is increasing and comparative
outcome teaching fully online and face-face have been documented (Gazioğlu,
2013); persuasive evidences have been more documented in blended environments
( Dziuban et al., 2006; Owston, Garrison & Cook, 2006; Pedro, 2005; Twigg, 2003)
and in language learning in particular (Scida & Saury’s, 2006; Meskill & Anthony,
2007); in vocabulary acquisition (Basanta, 2004; Al-Jarf, 2007; Canâdo, 2010;
Hughes & Rolls, 2012). However, qualitative and quantitative research in the context
of using open Education Resources in teaching effectiveness and students
assessments are needed “to shed light on these possibilities thus far” (Petrides, Jimes,
Middleton-Detzner, Walling, & Weiss, 2011).
This study provides additional empirical evidence in the use of an open (free) textbook
in a Learning Management system and provides students learning assessments. The
instructor (the author of this paper) created a FREN 1A Elementary course etextbook
to be freely used by students at the instructor’s institution (California State University,
Sacramento (CSUS). The process of making the etextbook involved the adaptation of

content in Public Domain (PD), material under a Creative Commons (CC) license, the
instructor’s own materials and computer based learning resources. The derivative
content was then redesigned in a LMS (blackboard 9.1). Students had access to
course content at no cost and since there weren’t any “ additional software” services or
supplement course materials needed, there were no costs to the student.
In this study, comparisons are made between the use of traditional textbook (textbooks
from publishers) in FREN 1A Elementary French course in spring 2012 versus a free
electronic French textbook in fall 2012. Both FREN1A courses were hybrid (55 % faceto-face and 45 % online).

Designing Course content in a LMS ( SacCt : Blackboard 9.1)
Each educational system has its own LMS. The following should be used as an
example of how to integrate an etextbook in a LMS.

FREN1A Elementary French eTextbook is available to students enrolled in fall 2012
semester in SacCT,under Course Textbook and Chapter Notes folder link (content in
electronic format). A print version of the free textbook is available in the instructor’s
institution library under Instructional materials as well. Students had the option to print
it to get a paper version or to download it on any device. The e-textbook is available for
students in the Portable Document Format (PDF) format (Acrobat Professional 6.0).
This is an accessible format that is readable by people with disabilities, using assistive
technology. The etextbook format gave the instructor the option to customize the
course content on a need basis and to design the course content to specific teaching

goals. Pedagogical reasons to use a free French etextbook include: improved quality,
flexibility, currency of textbook information and the integrated use of a LMS enhances
educational experiences. In the Spring 2012, the instructor spent a semester long
workshop titled “Examining the Impacts of Learning Management System (LMS) Tools”
Using Action Research” at CSUS. The workshop was organized by the Center of
Teaching and Learning (CTL) in collaboration with the Academic Technology and
Creative Service (ATCS) Staff at CSUS. Specific LMS tools examined included
Content organization, online testing, grading rubrics and online discussions board.
FREN 1A course content and delivery incorporated the principals of Universal Design
(UD) (Burgstahler, 2011) in order to address a variety of instructional techniques and
activities suitable for diverse learners in the classroom (hands-on activities; use of a
mixture of independent, whole-class and small-group activities) and students had
ample opportunities to practice speaking French in class, listening and writing activities
to reinforce what they learned. The FREN 1A etextbook was designed in an LMS to
accommodate different rates of learning and different learning styles . The instructor
designed the hybrid course using the seven principles ( Chickering & Gamson, 1987)
known to improve student learning. These principals include respect among students
and the instructor when interacting in class and online, the instructor encouraged
communication by posting her contact information on course homepage, she motivated
students to learn French beyond course content by incorporating French websites
resources, and by expecting all students to do well in my course.
Multiple forms of assessments (multiples choices, fill in the blanks, listening, speaking,
reading and writing activities) offer opportunity to students to demonstrate what they

know. Students enrolled in FREN 1A are diverse with regard to linguistics background,
physical and intellectual abilities. When students with disability needed
accommodation for extended exam time, the instructor created a copy of an exam in
Blackboard 9.1 and set it up with extra time. In addition, Blackboard 9.1 adaptive
release feature was used to make the exam copy only available to individual student
with disabilities. A variety of assessments ( listening, speaking, reading ,writing) are
given and multiple attempts are allowed for online homework and immediate feedback
is given for all submitted assignments. Students had the option of beginning to read
materials and work on assignments before the course begins. Grading rubrics for
writing (French compositions) are available to students at all times.

Comparisons of course content organization in LMS used in FREN1A Elementary
French in spring 2012 and in fall2012 semesters.

In spring 2012 the LMS used was WebCt elearning (Blackboard Learning System).
Information on the homepage screenshot includes: course name, welcome note,
instructor’s contact information and tutoring hours. Next on the page is a self –test
activity and several files. Integration of course content within the LMS isn’t evident with
regard to content organization and the primary focus is on the traditional textbook used
outside of the LMS . The reason is that the instructor did not have choice and control
over textbook . The LMS was mostly used to administer homework and tests.

In fall 2012, LMS used was SacCt (Blackboard 9.1) an updated version of the previous
LMS. Enhancements noted on the home page included: clearly labeled “syllabus &
course Overview”, a short course description was given below, a syllabus and a course
schedule were posted in both word and Portable Document Format (PDF) documents.
LMS “entry point” depended on the point of focus of a course and the delivery mode and
in the case of FREN 1A, the entry point (home page) choice reflected the fact that this
course was taught as a traditional face-to-face course.
Content folders listed on the left side of the homepage were clearly labeled and in
descriptive category in order to make it easy to find by student and LMS is used as a
primary tool to organize and sort course content.
For the Course Textbook and Chapter Notes folder, a short description for each folder
was provided. Indication of module (chapter) number and the corresponding week was
provided.
Assignment folder comprised of a list of assignments and their due dates were
provided in a chronological order.
Online supplements folder included links about how to type French accents marks and
computer based learning resources. These learning resources were routinely used
during class periods and students were also directed to use them outside of class
period when working on online assignments and/or reviewing for tests.
The discussion board folder comprised of two types of discussion: miscellaneous and
exam reviews. Guidelines for users (students) was provided: in the miscellaneous
board, students asked any course related questions and posted answers; in the exam
review question board, students asked questions and/or post answers. Students were

encouraged to review and respond to the work of others by other relevant explanations
to enhance learning styles.
A link to SacCT Help and computer support resources was given and students were
directed to seek computer support at the educator’s institution and not rely solely on
the instructor.

Assessment method
Evaluation of students’ mastery of course materials was compared via multiple
integrated assessments. A quasi-experimental research methodology was used for this
study. The sample for this experimental research comprised of students enrolled in two
sections of FREN 1A Elementary French during the spring 2012 and fall 2012
semesters and who took FREN 1A with the instructor at CSUS. These courses were
identical in content (including numbers of assignments and tests) only differed in that
they were taught during two distinct semesters. Students receiving “withdrawal “grades
were not included in the sample. The sample was divided into two groups:
Group A comprised of students enrolled in FREN 1A (spring 2012) who were taught
with a traditional textbook. FREN 1A Students in group B were taught with a free
etextbook in a LMS in fall 2012. For accuracy in reporting, the instructor used the official
final grades submitted to the CSUS registrar office. The letter grade earned by each
student was converted to the standard 4-point number system and the mean scores of
each group computed and compared. One Research question for this study is "do
students who were taught with a free etextbook in an LMS at CSUS perform as well in
FREN 1A Elementary French as those students who were taught with a traditional

textbook?” the instructor’s hypothesis is that there is no statistical significant difference
between the mean scores of the two groups. It is the instructor’s assumption that group
A students were comparable in French language abilities and preparation to the group B
students at CSUS. It was also assumed that the selection of the sample for this study
was representative of the population of students taking FREN1A at CSUS.

Data Analysis and Results
Descriptive results
Table 1. FREN1A assignments and mean scores (MS) for the two FREN1A courses
Sem.

N

C1

C1

C2

MS
Total

30

C2

HW HWK 1 EX

EX 1

O

MS

K1

MS

EX MS

30

MS

70

1
120

O EX

90

points
Spring

29

24.68

19.24

47.34

86.32

54.5

30

23.59

21.80

59.53

99.92

71.32

2012
Fall

2012

Table 1 contains mean scores (MS) of samples assignments such as composition
(C), homework (HWK), written exams (EX) and an Oral exam (O Ex ). Oral exam
contained a total of 46 questions and the computer randomized 15 questions per
students. This distribution makes cheating or collaboration virtually impossible. The
number of students (N) is provided. Written assignments comprised of vocabulary,
verb conjugations, jumbled sentences, listening and reading questions .

Table 2. GPA scores averages for the for the two FREN1A courses
Letter grade

A

A-

B+

B

B-

C+

C

C-

D+

D D-

GPA

4.00

3.67

3.33

3. 00

2.67

2.33

2.00

1.67

1.33

1

Spring 2012
class average
Fall 2012 class
average

2.87
3.333

0. 67

Table 2 contains letter grade converted to the standard 4-point number system or Grade
Point Average (GPA) and spring 2012 and fall 2012 classes average GPA.

Findings
The results show a higher average GPA score (B+) for group B students who were
enrolled in FREN1A (fall 2012), compared to Group A students with 2.87 (B-) average .
An Unpaired t test was used to estimate how significant the difference was between the
two GPA average score and the two-tailed probability (P) value was 0.1394. By
conventional criteria, this difference is considered to be not statistically significant. Our
initial hypothesis is validated.
Limitations
The results obtained in the study were specific to the FREN1A courses taught by the
instructor at CSUS during the Spring 2012 and Fall 2012 semesters. Other course
sections were not included in the research. These results were limited to a small scale
et scope( Department of Foreign Languages at CSUS). These limitations can be
addressed when similar study are replicated. Other variables that most likely
influenced students scores were the number of students who completed and submitting
assignments, grade expectations, student’ ability, discipline, motivation, ease of use of
technology and/or familiarity with blackboard.

Conclusion
Open Access textbook adoption is still new in higher education. Further empirical
research comparing the use of traditional textbooks and Open Access textbooks with

regard to students learning outcome and assessments are needed. From the study
reported in this paper the free etextbook designed in a LMS was considered as the
defining variable between the two FREN 1A courses that made a difference in the
interpretation of students’ assessments. The instructor incorporated also some of the
principals of Universal Design (UD) and applied them to teaching, delivery and
learning. Data analysis showed that the group of students taking the FREN1A with the
free e textbook did as well on their GPA average as those taking the course with the
traditional textbook. It is the author’s hope that many more educators will start creating
and customizing their own teaching materials to use in their own courses. Other
important aspects are the educator’s expertise to develop curricular content for OpenAccess textbooks, collaboration with academic technology staff, editing the content in
order to create competitive and high qualities textbooks as an option for educators to
use. Faculty may publish and share their course content on their websites or on other
educational websites that publish freely available open etextbooks. In sum, open
access textbooks are flexible in ways that traditional textbooks are not, which gives
educators more pedagogical freedom to use them in a way that best meets their
instructional needs. Any open textbook can be used indefinitely, so instructors need
only change editions when they think it is necessary. In the case of FREN1A, the
etextbook in a LMS is a viable option that facilitates student access to equivalent
content free of charge. This platform creates equal access to course content and all
students regardless of their race, social class or ability has a chance to succeed .
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Transgender Warriors in Greek and Indian Myth: Caeneus and Sikhandin.

The passage from one gender to the other is a mythical locus suggestive of the acquisition of
hidden knowledge. As such, it characterizes liminal prophetic figures like Tiresias, whose
knowledge of things divine and human gives him special status even among the dead.
Transgender warriors are, however, extremely rare. Women warriors (be they Amazons, the
Aeneid’s Camilla, the Nibelungenlied’s Brunhild), and transvestite warriors (young Achilles ,
Thor against the Giants) may act outside their socially sanctioned gender roles, but their
physical characteristics are never radically altered. The Greek hero Caeneus (Iliad,
Metamophoses 12) and the Indian warrior Sikhandin (Mahabharata) however, were originally
females who chose to become men: their changed status results from their conscious decision
to avenge or avoid further sexual transgressions. Unlike Tiresias, transformed by divine
sanction as punishment, Caeneus and Sikhandin were granted their male bodies as a sign of
divine favor. Underlying both the Indian epic and Ovid’s vision is the theme of transformation
and rebirth: Sikhandin is the incarnation of a wronged princess and the means through which
destiny will be fulfilled, while Caeneus emerges from his burial mound in the shape of a bird.
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On the State of Violence and Politics in the Postmodern West: Heidegger, Vattimo, and 3D
Printing.
Abstract: In our contemporary globalized market, issues of cultural pluralism and the violence
that is a product of confrontations between cultures have taken the place of the ideological battle
of the dominant superpowers that characterized the last half of the twentieth century. This essay
attempts to address some of these issues through a consideration of the new and controversial
advent of 3D printing of firearms (and the proliferation of component specs via the internet) as
seen through the lens of a dialogue between the late Martin Heidegger and Gianni Vattimo.
Specifically, the late Heidegger advanced a seminal and controversial critique of technology that
implicates world politics of the last part of the twentieth century while Vattimo considers the
state of liberty and peace in the postmodern, culturally diverse world market. In putting these
two thinkers into a dialogue I show that Heidegger’s understanding of technology and its
political implications and Vattimo’s reading of the state of postmodernity is not only relevant,
but perhaps crucial when considering the case of 3D firearms printing and current questions
regarding government policies and procedures in the U.S.

Introduction.

1

In 1966 Heidegger alludes to the relation between what he sees as the nihilistic
technological proliferation of the West and contemporary politics, stating “It is a decisive
question for me today how any political system can be assigned to the current technological age
– and if so, which system? I do not have an answer to this question. I am not convinced that it is
democracy. . . there still stands the presupposition that humans have control over the essence of
technology.” i Here Heidegger is questioning the dominant politics in the West because he sees
the brand of democracy that has come to prevail as a perpetuation of a politics driven by
technology.
To be more precise, it is the capitalist market he sees as a proliferation of Gestell. That
is, for Heidegger, the “essence” of technology can be found in the extraction and stockpiling of
resources, which allows for the perpetuation of industrial infrastructures that have no further
purpose than their very perpetuation. The overall and continual system of extraction of
resources, stockpiling, and proliferation of machinery and gadgets poses the danger to
contemporary mankind of exclusively interpreting the world in terms of optimization and
efficiency. The overall system and interpretation of everything in terms of efficiency and
optimization is meant to be understood by the term Gestell or “enframing.” It is, then, within the
realm of Gestell that people serve as a means for the self perpetuation of a technological
economy that has no other aim than to continually reaffirm itself – something the late Heidegger
dubbed “Americanism.” This technological mindset he sees permeating even interpersonal
relationships and removing people from an organic self-understanding rooted in historical
tradition. He states, “technology increasingly tears humans away from the earth and uproots
them. . . the uprooting of humans has already taken place. We only have purely technological
relationships anymore.” ii
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This is Heidegger’s take on the culmination of modernity. The question, in terms of
Heidegger’s understanding of technological politics, is: how does Heidegger’s take on
technology (a perspective that is more a product of the industrial technology of the twentieth
century than the technology of information and communications of the twenty-first century)
inform pressing global issues today? In what follows I will put the late Heidegger’s views on
technology and what must be done to “save” us from a totalizing and flattened out politics of
technology and circulation into a dialogue with Gianni Vattimo’s ruminations on the
“postmodern condition” in his penetrating essay “Liberty and Peace in the Postmodern
Condition.” Vattimo’s basic theme addresses the so-called “postmodern condition” of pluralism
and whether it will ultimately exacerbate the problems facing liberty and peace. In my opinion,
this cannot be fully explored without considering technology as an integral and inseparable part
of the contemporary pluralized world. Of course, as mentioned above, today’s technology has
transformed from the purely industrial sort that is the basis for Heidegger’s seminal critique, to
today’s technology of communication and information. The aim is to point out the relevance in
Heidegger’s critique to a contemporary situation that integrally involves the technology of
information and its political and social impacts. The result is that the dialogue between Vattimo
and Heidegger produces not only a radical reading of Heidegger’s famous statement “only a god
can still save us now,” as Vattimo points out, but that the social and political need for a new
approach to our technology and ourselves is more pressing than ever.
Part I
In early March, 2013 an alarming documentary appeared on the internet which focused on an
individual from Austin, Texas named Cody Wilson. iii Wilson, a University of Texas law student,
has found a way to demonstrate precisely how contemporary technology can produce materially
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dangerous situations from the very fact that the internet provides unprecedented ease of access
and anonymity – something that is not an unprecedented concern, but is appropriate to this
discussion given its specific character. This danger also forces a consideration of humankind’s
responsibility when it comes to the role we play in our relationship with technology. In the past
five years a company called Makerbot has developed what they call a “3D printer.” iv
Essentially, it is a computer printer that produces three-dimensional objects out of a growing
variety of plastics from a computer generated blueprint. This works just like the typical home
printer: connect a laptop to it, choose whatever schematic you are working with and press
“print.” In a matter of hours, depending on size and complexity, a material object that was not
previously in existence is now ready for “use.”
Wilson has taken it upon himself to address the ongoing controversy over gun control in
the US in the wake of dozens of mass shootings during the past decade by working out
schematics of the components of controlled and illegal firearms and producing them in a 3D
printer. v As a self described “crypto-anarchist” and founder of the company “Defense
Distributed,” Wilson has announced that it is his goal to release the schematics freely over the
internet for anyone to access. This provides the perfect real life example of the “mass
circulation” of information as immediately forcing questions as to whether or not to
paternalistically ban firearms or as to who (and the question “who?” obviously leads to
suspicions of Muslims or fundamentalist pockets that have “terrorist” tendencies) will have
access and whether or not this will lead to an overall increase in violence not only in the US or
towards the US, but globally.
Cody Wilson’s take on this, as I understand it, is merely to demonstrate that the problem
surrounding firearms and violence is not going to go away and, in fact, is going to make itself
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more and more obtrusive as time goes on and technology advances. In fact, Cody Wilson sees
himself as explicitly defending the very spirit of freedom from government oppression in his
actions. He states “The presumption that it’s just a bad idea to own a gun, that we have to
subject ourselves to all of these things and jump through all of these hoops to own a firearm--it
doesn’t work that way with speech, it doesn’t work that way for the Fifth Amendment, the
Fourth Amendment.” vi In this sense, perhaps Wilson has done the US government and global
citizens a favor by forcing a confrontation with the deeper issues of violence in a globalized and
pluralistic world – a world within which each culture putting forth their values and consequent
actions as justified.
The question is “forced” in that it is met more often than not with quick solution
legislation and public fear mongering that is provoked by mass media. Take for example the
aftermath of the Columbine High School shootings in the late 1990s: hard rock music and video
games as well as Hollywood movies with violent themes came under fire as contributing causes.
Almost nowhere was there any dialogue opened about social conflict in U.S. schools and what
the violent possibilities of unaddressed and unacknowledged social conflict on any level might
be – a theme that is central to this paper. This unfortunate response to the Columbine shootings
not only fails to address the core issues surrounding the school massacre, but covers over any
possibility of doing so. Facing any core issue when it comes to contemporary acts of violence of
this sort (and even up to and including terrorism, cultural warfare, and even war on a mass scale)
seems to follow two trends: one of avoidance while simultaneously doing anything to maintain
“control” and “order” – a sort of pragmatism run amok. vii Cody Wilson appears to be
challenging these tendencies in favor of confronting technology, American legislation, and
firearms in such a way that forces questions about social and cultural warfare. The core issues,
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particularly in the cases of mass shootings in the US in the past 15-20 years, are avoided and
covered over precisely because they bring up an uneasiness that is already prevalent, a feeling of
the sort described by both Heidegger and Vattimo as “ungroundedness” or “uprootedness” and
that Nietzsche recognized as forthcoming as “nihilism” in the last part of the 19th century. It is
so much easier to blame our gadgets (for Cody Wilson it is our firearms, internet, and
governmental policy) than it is to confront a feeling not unlike Heidegger’s unheimlichkeit when
it comes to existential issues like social and cultural pluralism and technical relationships among
people.
Part II
With this discussion in mind, I would like to open the dialogue I have proposed with the
following questions: If the nihilistic politics of technology is the culmination of modernity in
which the issues of violence take on a new urgency, then how do we move past this “nihilism”
and into a new and richer time? According to the late Heidegger “only a god can still save us
now.” viii What does this mean in light of technological totalization? What kind of god is it and
what exactly does “save” (retten) mean here? And what does this say about the “postmodern”
world we apparently live in?
Perhaps what needs to be examined is what “posmodernity” itself is supposed to mean.
“Postmodern” is situated, just in looking at the word itself, in reference to modernity, so that any
understanding of what it is supposed to be depends on an understanding of what modernity is.
“Modernity,” then, is thought to have begun around the time of Descartes and the scientific
revolution. This is usually referred to as the “Enlightenment” which champions rational
processes and a single “objective” truth, which is accessible to any society that is willing to
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adopt the means and methods of the newly scientific West. For Heidegger, Modernity manifests
itself metaphysically in the subjectivism first articulated in terms of the certainty of the Cartesian
Cogito and shows itself today in terms of the Nietzschean will and the will to dominate. ix On the
other hand, Vattimo sums up the “logic of modernity” socially as “the logic of linear time, a
continuous and unitary process that moves toward betterment.” x This linearity that Vattimo
identifies manifests itself as modernity insofar as it means that whoever is at the “forefront” of
the temporal movement is “closer to betterment, to the light of reason.” xi
This would mean that postmodern “logic” must be something other than linear, unitary,
and characterized by the subjective will to dominate. It must be, then, nonlinear, non-unitary,
and, to whatever extent, not characterized by a subjective will towards domination – i.e.
fragmented. Demonstrating an uncanny ability to pinpoint a location for the event of the
unfolding of historical processes, Vattimo observes that the “real passage into postmodernity is
the event that Nietzsche called the ‘death of God.’” xii What this indicates, on Vattimo’s reading,
is the beginning of the disappearance of a unitary sense of history that grounded the West. This
means that the unifying force that defined and grounded the West, in the form of Christianity,
was already crumbling. Nietzsche saw that through the processes of modernity - that is, the
transformation of the categories of truth in the form of a Christian (thus, a Eurocentric)
understanding of the universe to one that is based on experimental science and rationality – that
any unifying understanding of the place of mankind in the West becomes untenable. Nietzsche’s
Madman recognized that this was not apparent to anyone at the time, but knew that it would
manifest itself in the future. Today’s postmodern societies are faced with a shattered sense of
unity that is recognized as “pluralism.” This pluralism can be found, for example, in the
recognition of a multiplicity of societies and cultures – all with differing traditions and values. It
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is also recognized, in a cultural anthropological sense, that this multiplicity cannot be reduced to
what Vattimo calls a “common core.” xiii
Additionally, an understanding has developed that there is no one single objective “truth”
either to human nature or culture, that there is a sense in which we must comport ourselves as
part of a pluralism in the face of a diversity of cultures and values. This is nowhere more
apparent than in the burgeoning field of ethical studies in which no one normative “system”
seems to be satisfying for all possible situations for all humankind. And there is no longer
merely “ethics.” Now there is a multiplicity of bioethics, biomedical ethics, animal ethics,
business ethics, punitive ethics, political ethics, etc. It is in more contemporary ethics, with a
flavor of “political correctness” and a sensitivity for cultural anthropological approaches, that
relativism has shown itself to work in a way as to, on the one hand account for a plurality of
cultures, but on the other hand to lose the sense of culpability that is the entire point of ethical
studies to begin with. At an earlier point in Western history, ethics came in the form of
commandments from God, and those who were outside this ethics were “uncivilized” and were
to be “converted.” The point is, as Vattimo recognizes, that the belief in God was crucial in the
formation of a unitary society and “a rationalization of existence.” xiv
While it is apparent that the unification that has been lost is due to the processes of
modernity, it is not apparent how Heidegger’s diagnosis of technology informs this discussion.
Are Vattimo and Heidegger saying opposing things? On the one hand Vattimo sees a world of
undetermined or ungrounded plurality while Heidegger’s technological politics reduces objects
and humans to “standing reserve,” which, at first glance, seems to be the opposite of plurality.
This, of course, raises questions about the compatibility of Vattimo’s placement of the passage
into postmodernity with Nietzsche’s claim “God is dead and we have killed Him” and
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Heidegger’s reading of Nietzsche as the last of the Platonic metaphysicians who still remains
within the philosophy of “will,” which is a sign of modernity. To me what this indicates is that
Heidegger’s placement of Nietzsche as the last metaphysician and the man who recognized the
inherent nihilism of that metaphysics actually coincides with Vattimo’s respective placing of
Nietzsche, but in terms of cultural and societal unification of the West rather than
metaphysically.
What this means is that while Heidegger’s critique of technology as the manifestation of
Nietzsche’s final metaphysical articulation of eternally recurring will to power or “will to will”
in terms of subjective value positing certainly fits with twentieth century politics and events, it
can also “fit” with Vattimo’s take. xv For Vattimo, the “postmodern” is characterized by the
shattered plurality of the West while for Heidegger the “end” of modernity is also the “end” of
Western metaphysics and manifests itself nihilistically as Gestell. What is crucial to remember
here is Nietzsche’s Madman who not only said “God is dead and we have killed him,” but also
said “deeds, though done, still require time to be seen and heard. This deed is still more distant
from them than the most distant stars – and yet they have done it themselves.” xvi What this
means is that while the passage into postmodernity is rightfully located at Nietzsche’s famous
statement, that the last throes of modernity must still play themselves out in the twentieth century
and they do as the politics of technology.
In this sense Heidegger’s “saving power,” the freeing of the relationship of mankind with
technology, is something that seems to need to move in the direction of a pluralism, which
Vattimo sees as already there and precisely the problem. xvii Perhaps these are both the case: the
“ungrounded” plurality that informs relativistic attitudes of contemporary people towards each
other is enabled or accommodated by the uniform effects of Gestell. In other words the
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multiplicity of cultures and values becomes more and more of a superficial sort of style that is
tacked on to decorate the “other” who, at bottom, is reduced to a common core, one of “standing
reserve” in the Gestell of contemporary informational circulation (e.g. the internet). This is
perfectly embodied by the problem that Cody Wilson has forced upon the US government and
global citizens – a problem that places issues of oppression and U.S. governmental procedure
center stage.
Part III
From this we get a sense of exactly what kind of “god” Heidegger meant in the statement quoted
above and it is plain that Vattimo also has a version of Heidegger’s god in mind. For Heidegger,
the relationship with our increasingly advanced gadgets is not something he sees (and Cody
Wilson has demonstrated) as reversible, nor should we want to reverse the course of history. So,
this god is not going to be one that resembles any past god. That is to say that the place in the
contemporary West (that is not even really the “West” anymore as the global market is, truly,
“global”) for a unifying god that maintains one truth objectively as a father figure watching over
his children is not what he has in mind. This also applies to Vattimo, who recognizes that, like
the situation with technological proliferation, the shattered unity of the postmodern world is not
something that can be reunified by some all encompassing force, that Eurocentrism has come to
an end and that “’other’ cultures are finding their voice and asserting themselves as autonomous
visions of reality, with which “Europeans have to start a dialogue.” xviii In fact, this new “god”
may not even be a god in the sense that we are accustomed to and in this sense “god” is a
metaphor for a “grounding” or “rooting” or “truth” without which the unheimlich will reign.

10

For Heidegger this god will not merely appear and “save” us. Rather, “at most we can
prepare the readiness of awaiting.” xix But, how does one prepare for this god? For Heidegger
this is done in two ways. One way is in the thoughtful contemplation of our relationship with
technology through questioning, which is something that the actions of people like Cody Wilson
is making more and more pressing. The other way is “releasement” (Gelassenheit) or “letting
be,” which calls on us to release ourselves from the struggle to dominate and determine what
technology is and what it will do. We also cannot reverse the course of history or just get rid of
the technological. So, we must let it go on in its course and find ourselves somewhere in this
movement.
Vattimo also has a way of addressing the contemporary situation and that is precisely to
question the nature and status of peace and liberty in the twenty-first century. Again, he points
to Nietzsche’s announcement of the death of God and the warning that the death of God had to
be seen through until every notion of truth has also died. Otherwise, the mechanisms that make
the all encompassing supreme “truth” of God oppressive and dominating would live on. The
only thing that might be different is the name. xx Similarly, Heidegger recognizes the
mechanisms of oppressive supreme “truth” in the exaltation of science and technology. Vattimo
sees the supreme and oppressive in the postmodern pluralism today “where each one of the many
cultures that have now found a voice (through liberation from colonialism or through the
‘discovery’ of the inescapable multiplicity of the ‘play of language’) continues to live as if it
were the sole and supreme human culture possible.” xxi Here it would be good to note that the
“relativism” I addressed above as negative is only negative because it is a way of avoiding any
thoughtful or responsible engagement with other cultures. Instead one might just as easily look
at humanitarian issues such as female genital mutilation as an issue for particular cultures and
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adopt a stance of “to each their own.” This disconnected and unthoughtful sort of stance is itself
a product of shattered modernism. In contrast I see Vattimo talking about a deeper recognition
that perhaps a looming possibility for future violence between people is a kind of cultural
egotism in which any concrete recognition of the other is not occurring.
Rather, Vattimo recognizes that “If we do not want – and indeed we cannot, except at the
risk of terrible new wars of extinction – to give way to the temptation of resurgent
fundamentalisms grounded in race, religion, or even the defense of individual national cultures
against invasion by ‘foreigners’ we will have to imagine a humanity with at least some of the
characteristics of Nietzsche’s Ubermensch.” xxii The characteristics he is pointing to, as he
explains, are not the strongman brawniness typically brought to mind by “overman,” but an
ability to look upon a multiplicity of cultures with a more “esthetic” eye than one searching for
an objective truth . xxiii The “esthetic” here refers to an attitude toward “others” that are
“different” in one aspect or other as if in a gallery with a variety of artistic styles on display. xxiv
This proves interesting because on the one hand he is right about Nietzsche and his estheticism –
the work of art as a source of overcoming. But this is also something that Heidegger deeply
criticized and rejected on the grounds that it, along with science, technology, culture, and the loss
of the gods, leads to a greater emphasis on the modern subject and the subjective view of
dominance over the world. xxv In other words, on Heidegger’s reading, subjectivism characterizes
modernity and is the human drive to control every aspect of objective reality, the drive of
mankind to position itself in such a way that “he can be that particular being who gives the
measure and draws up the guidelines for everything that is.” xxvi
Both Heidegger and Vattimo have similar opinions about absolutist subjectivism – for
Vattimo the “real enemy of liberty is the person who thinks she can and should preach the final
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and definitive truth.” xxvii So, it is surprising, then, that Vattimo goes on to include Heidegger’s
famous expression “Only a god can still save us” in the esthetic “salvation.” xxviii While Vattimo
acknowledges that this claim seems to be a “blasphemous parody,” he maintains that the only
possible means of bringing about a reconciliation of peace and liberty in the postmodern world
must be an esthetic process. To specifically address Heidegger, he makes two points, 1) that if
we are to take Heidegger’s statement seriously at all, we must acknowledge that Heidegger could
not have meant a dogmatic god and 2) that in recognizing the West as the place of the “going
down of Being,” Heidegger is acknowledging a history of individual secularizations that have
consistently and consecutively undermined the absolute principles on which the West was
established (NE 57). Given this would this estheticism also hold true for Heidegger’s “history of
Being" – that the epochs he articulates in his later thought can and should only be viewed or
understood as a “style?” Would this also hold true for his entire understanding of Western
metaphysics – that the whole of the history of Western thought is one grand style that is, well,
fallen out of style? If we are to take Nietzsche (and, consequently Heidegger) at his word, then
the famous statement “God is dead and we have killed him,” that the predominant “truth” of the
West has become untenable, is to say that it has merely fallen out of style.
In articulating this reframing of Heidegger’s god statement, Vattimo has implicitly
identified the inner paradox of the “postmodern condition” – that the subject is at once the
danger and the salvation, a paradox Heidegger pointed to in quoting Hölderlin’s famous line
from “Patmos,” “where the danger is, grows / The saving power also.” How is it possible to be
both the dangerous subject and the saving one? Through some sense of irony in personal
reflection – that is, an understanding that even one’s own most “truths” are also a “style.” This is
recognized by Vattimo in a note Nietzsche writes about the possible violence between peoples
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once the belief in objective order (God) has vanished. Here Nietzsche is credited with quipping
that when this happens it will not be the violent who prevail but the moderate who have a certain
sense of irony towards themselves. xxix In putting Heidegger and Vattimo in dialogue, this irony
becomes at the same time the saving power.
What this means is that the “moderate” ones embody most what the Übermensch is: the
individual who can live as an individual with integrity and conviction, but who can also have a
sense of humor enough (not take oneself so seriously) to understand that personal truth cannot
and should not preach “final truth.” In some sense this is embracing that there is not a grounding
objective or overriding meaning that is waiting to be discovered or acknowledged, that the
nihilism recognized by Nietzsche is something that anyone with the overcoming sense of selfirony will hold very close. At the same time this is not an invitation to indiscriminate and
unthinking relativism, as noted above, but just enough self reflection to avoid being caught in
any Gestell or totalitarian attitude – two things we see in National Socialism, for example. Given
this, it is acceptable, even if it does violence to Heidegger, to consider an esthetic irony as a
possible ally to peace and liberty.
Conclusion
Is it possible that Cody Wilson has the sense of irony in discussion here? At first glance he
seems mad and even sensationalistic, which he very well could be. Whether or not he does have
this sense, the real life demonstration of the Heideggerian point that we cannot stop the
proliferation of technology or the circulation of information is perhaps what counts more.
Wilson has forced upon many people the very situation Heidegger has identified and is
demonstrating that government imposition (much like the need for a dogmatic truth or god) is
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not only not the answer, but that this position is also irresponsible. Perhaps some catastrophic
event will result from Wilson’s synthetic firearms and some might say that this event is exactly
what is needed to motivate the sort of reconciliation of peace and liberty with the “postmodern
condition.”
At this point it is safe to say that Heidegger definitely does have something to contribute
concerning contemporary world issues. While the usual criticisms of him, particularly the
Levinasian critique, remain as reminders and warnings of the pitfalls of certain essentialist
tendencies, Heidegger’s late work on technology and the future of thought is informative and
relevant. Even if he must be interpreted esthetically in terms of styles, it seems that if Heidegger
is not read this way, then whatever he means by “god” will remain obscure and unreachable –
which he arguably actually thought himself. In this sense, Heidegger admits that he cannot
himself say exactly how to bring about the new god, but merely has an idea of how to prepare for
it.
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The Inquiry Essay
This presentation briefly defines the nature, purpose, and characteristics of the
Inquiry Essay as a valuable genre to be used in writing classes. It suggests the
pedagogical value of this approach in teaching students how to craft a strong, effective
thesis statement for an expository or persuasive essay. Two main characteristics
distinguish the Inquiry Essay: 1.) the lack of a defined, arguable thesis, 2.) the fair
presentation of the various major positions on a topic.
An Inquiry Essay investigates a topic, claim, issue, or question dialogically rather
than persuasively. It is a dialogical conversation with oneself or with an imagined
companion with the intent of discovering and learning through exploration and research.
Rather than intending to persuade the reader of the correctness or validity of a single
position based on the evidence, it addresses the major opposing or varying points of view
in an effort to broaden and inform the search for truth. Students often begin a writing
assignment prematurely, convinced that because their point of view is right, they must
also know all there is on a topic. This misguided approach reveals the fear and difficulty
they have in framing an effective thesis.
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The goal of the Inquiry exercise is to illuminate diverse perspectives in order to
discover something new, recognizing that the relevant details, facts, and answers are not
always available or evident from the inception of the writing act without investigation,
analysis, and assessment. The Inquiry Essay permits a systematic way of identifying the
major perspectives on an issue and the evidence that supports them. As this discovery
process evolves, the topic, claim, issue, or question is clarified and refined, suggesting to
the writer the most plausible and worthy position he subsequently may want to develop in
an expository or persuasive essay.
The Inquiry Essay discourages the formulation of a premature thesis based on
insufficient knowledge, surface thinking, and the suppression of opposing or divergent
evidence. Instead, it encourages explorative illumination, dialogical clarification, and
imaginative thinking and analysis of a tentative, non-obvious claim that has been asserted
without adequate supportive evidence to justify its validity in the face of other relevant
claims. In so doing, it prepares the writer for a future allegiance to an authentic thesis
statement and its development which could not legitimately be made without this
preparatory work. Primarily, the Inquiry Essay seeks to stimulate and promote creative
thinking and convincing imaginative writing through the use of rhetorical devices, such
as storytelling, analogy, metaphor, and dialogical investigation and by encouraging the
recall of one’s own experiences and investigations as metaphorical demonstrations or
symbolic versions. Thus, the writer is encouraged to do exploratory thinking, test
previous assumptions and conclusions, and willingly investigate other sides of a question.
The results of this investigative process could impact the nature and stability of the initial
thinking. The broadening imaginative dimensions of this investigation compel the writer
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to respond to plausible objections or competing points of view with the intention of
promoting continued knowledge and growth and strengthening one’s position.

The Origins of the Inquiry Essay: Socrates and Montaigne
The purpose, method, and goal of the Inquiry Essay originate in Plato’s great
Dialogues, particularly the Meno, Apology, and the Crito. The Meno begins with one
question, “Can virtue be taught?” and ends with another, “What is the difference between
correct opinion and real knowledge, between having the right answer and knowing that
your answer is right?” Since Socratic Inquiry need not seek nor end in resolution, neither
question is fully answered at the end of the dialogue, according to Socrates, because he
says, “We haven’t yet discovered what ‘virtue’ really is.” So this dialogue is often
classified as “aporetic,” that is, ending in perplexity rather than with a clear doctrine
either about virtue, its teachability, or about knowledge. The importance of the
continuing quest for knowledge preempts the necessity of settling on a final resolution.
For the most part, Socrates’ exploration of virtue through conversation, question, and
answer in this dialogue models the method of inquiry writing and supports his memorable
claim in the Apology that the unexamined life is not worth living.
Socrates makes it clear that Inquiry is a mental frame, an intellectual approach, an
attitude of mind, a recognition and acceptance of ignorance, and an affirmation of
humility, deriving from the conviction that ignorance is a necessary condition for
knowledge to grow. Our inability to assert derives from our lack of knowledge; we can
only hypothesize and seek to discover and to learn. Inquiry, through the defining and
redefining of terms and through the dialectical and dialogical probing of one’s ignorance,
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may seem perplexing and inconclusive. Yet it mirrors the Socratic ideal of the quest for
unattained knowledge that dramatically unfolds in Plato’s Dialogues. For Socrates the
essence of knowledge is that it is like a forever evolving series of reasoned dialogues,
internal debates, and crafted multiple accounts. There is no set definition to be
memorized, only dialogic terms and remembered experiences to be discussed, analyzed,
clarified, and interpreted by each participant, or actor, who then personalizes the
knowledge he/she gains from conversation and comparison in his/her own unique way, as
expressed by the imperative, “Know thyself.” Therefore, in Socrates’ mind the proper
way to conduct one’s life, to educate others, and to articulate life’s lessons remains a
question of continuous debate and discussion. In fact, the nobility of our humanity resides
in the drama of this dialogic discovery that incorporates both passive memory as well as
active investigation. The writer is joined by a silent partner, who perhaps is another side
of the writer, in an interactive journey that results in the synthesizing of information and
the assimilation of knowledge so that it becomes part of one’s being. It is at this point that
the writer may attempt to frame a thesis idea based on that knowledge and communicate
it to others, who then can venture an interpretive assessment of the writer’s ideas.
In his Essai, the great French philosopher, Michel de Montaigne, diverged from
Socrates by emphasizing that the search for self-knowledge can be unstable and everfleeting. Based on the French meaning of the verb “essayer,” “to try” or “to attempt,”
Montaigne’s work is defined by his initial admonition, “Reader, I myself am the subject
of my book.” This stated purpose is reflected in the structure, style, language, and tone of
his writing which is quite different from that found in the rationalist or analytical tradition
of philosophical writing. He probes the meaning of the outside world by exploring the
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recesses of his inner world, his experiences, personality, observations, insights, feelings,
likes and dislikes. He rejects the use of a structured formal argument to support or oppose
a defined issue and to reach a stated conclusion. Instead, his attempted “inquiries” are
unstructured, informal, inconclusive, contradictory, self-reflective descriptions that seem
to go nowhere, but yet go everywhere. They never seem to reach or even approach a firm
conclusion or closure. He ignores any clearly defined or arguable position on any
intellectual or religious certainty. In the manner of the Inquiry genre, he refutes
conclusion in favor of evolving knowledge. His self-reflection, initially offered as his
story (“history”), is transformed into a digressive account of other human beings, of
human nature generally, and of our own individual selves in relation to a broader context.
Montaigne concludes that resolution and tranquility are unattainable because the “Truth”
of any matter can be interpreted in a multitude of ways.

The Inquiry Praxis
Montaigne’s Essai disclose to the aspiring writer the kind of valuable thought
preparation and writing praxis that must precede the assertion of an arguable thesis based
in firm assumptions and leading to acceptable conclusions. Once students understand the
principles and purposes of the approaches to writing that Socrates and Montaigne
espouse, then they can be lead to understand how to use those principles in their own
writing process to achieve better results. The inquiry method may function as a pre-thesis
writing exercise or practice in order to screen weak, obvious, shallow, illogical, and
unsustainable thesis statements. Such pre-thesis writing preparation fosters the
development of more subtle and scrutinizing thinking and writing, and it prepares the
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writer for the eventual commitment to an authentic thesis statement that will form the
foundation of a strong paper.
For example, the writer may be encouraged to engage a text as the springboard for
inquiry, to view the text’s author as a silent companion in a conversation about its
possible meanings based on the analysis of its language, allusions, rhetorical devices,
general and specific relevance, etc. This kind of staged hypothetical dialogue facilitates
the writer’s creative reflection, critical awareness, and assertive willingness to explore
and articulate the text’s meaning and relevance. It allows the writer to understand how
practice in pre-thesis writing will help to expose the weakness of a thesis as well as
illuminate the strengths of another. However, the writer should be discouraged from only
summarizing or paraphrasing the text, or from only stating an opinion about the text.
Instead, the aim of pre-thesis inquiry is to interpret the text, going beyond saying the
obvious, and basing the interpretation on an analysis of text’s language and style.
Once the student has, after several attempts, identified a possible thesis statement
idea, it must be tested, and the best way to do that is again to stage a conversation with a
silent opposing interlocutor. The student must be encouraged to imagine as many reasons
as possible that the silent interlocutor would have to disagree with the tentative thesis,
and then to refute each reason. Thoughtful conversation or vigorous debate can have the
result of inoculating or of exposing the thesis statement.
Inquiry writing can develop students’ ability to think “outside the box,” to
espouse and appreciate the value of divergent and expansive thinking. It can encourage
students not to fear the formulation of a thesis statement that is unconventional as long as
they have carefully followed the provisions of the pre-thesis phase. This approach will
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allow students to achieve a clearer understanding of the difference between opinion and
real knowledge, between personal views and proven fact, as well as acquire more
meaningful self-knowledge, making both Socrates and Montaigne happy.
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Abstract
Within translation studies there is a growing interest in audiodescription (AD) (Jiménez
Hurtado 2007a, 2007b, 2008, Basic Peralta et. al 2009, Remael, Orero & Carroll 2012).
However, the pedagogical benefits of this mode of audiovisual (AV) translation are yet to be
explored. Clouet (2005) proposes the use of AD as a didactic tool to develop writing skills in
the class of English as Foreign Language. In the same vein, we aim at shedding some light on
the possibilities of integrating AD within the classroom of Spanish as a Foreign Language.
Accurate language and idiomatic formulations are essential for the recipient of an AD, which
makes it a very useful tool to work with.
In this paper we present some of the positive results obtained from the ongoing ARDELE
project (Literally Audiodescripción como Recurso Didáctico en la Enseñanza de Lenguas
Extranjeras –Audiodescription as a Didactic Resource in the Teaching of Foreign Languages).
This project started in 2010, in the Faculty of Applied Language Studies of the University
College at Ghent (Belgium), with third year Dutch speaking students of Spanish (level B2).
Nowadays it is also active within the Department of Translation, Interpreting and
Communication of the University of Gent and within the Department of Modern Languages of
the Spanish National University of Distance Education.
Following the task-based approach, we designed several didactic units based on the AudioDescription (AD) of clips of the Spanish movie Sin Ti (Masllorens 2006) and of the Dutch movie
Blind (Van den Dop 2007). By carrying out controlled observations, and by implementing tests
and questionnaires, the results obtained in the past three years show that these didactic units
provided motivating and useful activities to work with the four language skills. Our work shows
a series of didactic techniques that were used in the classroom, as well as the results obtained
from their implementation.
The ARDELE project shows how AD, a form of accessible audiovisual translation that is aimed
at the visually impaired audience, turns out to be an adequate and motivating didactic tool in
the Foreign Language classroom in order help students to develop their language
competences. It is especially helpful to foster sociocultural and intercultural competences, due
to the fact that they take the role of audio descriptors, helping others to communicate with
the world. This, in turn, enhances idiomaticity (Sinclair 1995), which is one of the most
problematic areas for advanced foreign language learners (Cooper 1999, Buchwald 2000).
Our conclusion is that AD turns to be an adequate and motivating didactic tool in the Foreign
Language classroom in order help students to develop their competences in the foreign
language, especially for learners with medium-high levels. The analysis of the benefits of using
AD with beginners is left open for future research.
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mention some of my experiences with these literary forms during my
seminars. In this paper I would like to use the examples of German
literature that I have been teaching in many of my seminars: German short
stories by Wolfgang Borchert, such as “Das Brot” and German fairy stories
by the Brothers Grimm such as “Aschenputtel” (Cinderella). So, the
purpose of my paper is to provide some new ideas of German prose by
determining both similarities and differences between the examples of
German short story and German fairytale. The method that I use is
“Textanalyse” (analysis of literary texts), but, I as well combine that one
with some other methods of teaching foreign languages. I also would like
to exchange some ideas with other conference participants.

Similarities and Differences between German Short Pieces: Using the
Examples of Short Story and Fairytale

I. Introduction

German literature is rich in terms of short literary forms. The most
important of these are as follows: German short story, fairytale, fable,
anecdote, calendar story, and droll story. All of these are German prose.
Common features of all these forms are conspicuous. However, detailed
exercises with these prose pieces prove that there are not only similarities,
but also differences between them. At this conference, there won’t be
enough time to concentrate on all of these short forms. Thus, this paper
deals only with German short story and fairytale. At first sight, both short
story and fairytale are short and restricted. Both are written in a clear and
simple language. So, what are the different features that separate short story
from fairytale? This is a central question which should be answered in this
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paper. In order to determine both similarities and differences between short
story and fairytale the following examples will be used: “Das Brot” (The
Bread) by Wolfgang Borchert and “Aschenputtel” (Cinderella) by the
Brothers Grimm. Both are examples of the most famous works of German
literature. I chose these texts because they are the best examples. Another
reason is the fact that I use these texts in many of my seminars. So, the
purpose of my presentation is not only to highlight both similarities and
differences between short story and fairytale, but also to provide some new
ideas of German prose in general. The method that I use is “Textanalyse”
(analysis of literary texts). Although short pieces are really short, they are
still literary texts which need to be analyzed and interpreted carefully, so
that our students of German at the Faculty of Education can at least
understand, what is going on in these stories. In order to achieve this goal, I
usually combine that one with other methods of teaching foreign languages.
Since our students are Turkish, they are not fluent in German. Therefore,
short texts are the most appropriate texts.

II. Wolfgang Borchert and his Short Story “Das Brot”

Wolfgang Borchert (1921-1947) was a German writer from Hamburg. As a
soldier during the Second World War, he was not only injured, but also
arrested a couple of times. He died at the age of twenty-six. Still, he could
write many short stories, poems, and finish his play “Draussen vor der Tür”
before his death in 1947. Most of his short stories are about the war. They
are products of German “Trümmerliteratur” (debris literature). One of his
short stories is “Das Brot” from 1946. Like most of Borchert’s other short
stories, this one also takes place in the time of after the war. During that
time people could not find enough food. This fact is shown in Borchert’s
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story. Besides, “Das Brot” is a story about a conflict between a woman and
her husband who are married for thirty-nine years. The story begins with
the following sentences:

“Plötzlich wachte sie auf. Es war halb drei. Sie überlegte, warum sie
aufgewacht war” (Borchert 2009: 320).

This is an older woman who wakes up suddenly, and realizes that it is halfpast two at night. These kind of short sentences repeat themselves. For
instance, the time is mentioned again and again. These are some features of
a short story. In the following paragraphs, one can see that the conflict
between the woman and her husband is related to their poverty. They need
to share their bread, since there are limited slices available. The woman
sees in the kitchen not only her husband, but also a plate and breadcrumbs
on the table. They both lie that they woke up because of some sounds.
Later on, in their bed, the woman hears her husband chewing bread. The
next evening, she tells her husband another lie, so that her husband can eat
more:

“Als er am nächsten Abend nach Hause kam, schob sie ihm vier
Scheiben Brot hin. Sonst hatte er immer nur drei essen können”
(Borchert 2009: 322).

And the end of this story remains open. This means, the reader must
consider what could happen next. Borchert’s text shows all the features of a
short story; such as an abrupt beginning, an open ending, simple phrases,
repeats, a few protagonists, a few figures, a few events, and an everyday
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situation. Borchert’s short story “Das Brot” is a fiction that draws a picture
of Germany after the war.

III. The Brothers Grimm and their fairytale “Aschenputtel” (Cinderella)

The name of the brothers Grimm is known all around the world through
their collection of fairytales, as Ludwig Denecke states:

“Der Name der Brüder Jacob und Wilhelm Grimm ist in allen
Ländern der Erde bekannt durch ihre Sammlung der Kinder- und
Hausmärchen“ (Denecke 1996: 71).

As a matter of fact, both brothers, Jacob Grimm (1785-1863) and Wilhelm
Grimm (1786-1859), were life long collaborators. Both of them worked
pretty hard in many different fields. While Jacob Grimm is regarded as the
founder of the modern German philology (Wilpert 1976: 249), his brother
Wilhelm Grimm is regarded as the major collector and editor of the tales
(Wilpert 1976: 250). Most importantly, they processed all the tales, so that
they are available today in almost every language. “Aschenputtel”
(Cinderella) is one of the most popular fairytales by the Brothers Grimm.
This is the story of a girl whose name is Cinderella:

“And because she always looked dusty and dirty they called her
Cinderella” (Grimm 1996: 79).

After the death of her mother, her father marries a woman who has two
daughters. They treat Cinderella badly, let her do all the hard work, and
sleep among the ashes. For this reason, Cinderella has to cry at the grave of
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her mother all the time. The branch of rice that her father brings her grows
into a nice tree:

“She wept and prayed there, and a little white bird sat on the tree,
and every time she wished for something made a note of it” (Grimm
1996: 80).

One day, all the most beautiful girls in the country are invited to the king’s
castle because of a party which should last three days. And the king’s son
should choose a bride. The step-sisters start to get ready for this party,
while Cinderella must cry and work for them. The step-mother makes her
sort the lentils that she has shaken into the ashes, so that she can go to the
party too. The birds help her sort all the good lentils. However, the stepmother makes her do the same job again and again. Finally, Cinderella goes
to her mother’s grave, and asks the little tree for help:

“Then the white bird threw down to her a gold and silver dress and
slippers embroidered with silk and silver” (Grimm 1996: 81).

And she dances with the prince till midnight. The same situation happens
three times. On the third day, the prince wants to know who his partner is.
He lets his workers cover the whole staircase with glue:

“[…] and as the girl flew down it she left one of her shoes sticking
there” (Grimm 1996: 83).

It is a tiny shoe of pure gold. In order to find the right bride, the prince uses
this shoe. Both step-sisters try to force it on. But as they pass the grave two
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little birds tell him that he has the wrong bride. As Cinderella puts it on, the
prince recognizes his beautiful partner at the dance. So, “Aschenputtel” has
happy ending. Both step-sisters are punished for their wickedness by being
blind. Like in all fairytales, good guys win, bad guys lose.

IV. Similarities and Differences between Short Story and Fairytale

The analysis of both texts show that “Das Brot” and “Aschenputtel” are
short texts in prose. Their language is clear. Both texts consist of short and
simple phrases. Both stories are told in imperfect. In both stories there are
descriptions of everyday situations. The protagonists in both texts have to
struggle in order to win. All these are the similarities between the texts.
Nevertheless, “Das Brot” is a short story, and “Aschenputtel” is a fairy
story. In order to make such a distinction, one should be aware of the
differences between both stories. The figures in “Das Brot” can be seen as
everyday people. They are less imaginative. The figures in “Aschenputtel”
are more imaginative. They are king, prince and princess. Moreover, there
are other figures, such as animals and plants that can speak and act like
people. In fairytales, unlike other stories, a distinction is made between
reality and miracles. Here, good guys are the winners at the end. In short
stories, it is difficult to know who the winner is.

V. Conclusions

As a result, German short pieces have a lot in common. Their simple
language and shortness enable readers to understand their topics. Many
readers (even teens) can have fun with these texts. The examples show that
there are both similarities and differences between German short pieces.
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Both Borchert’s short story “Das Brot” and Grimm’s fairytale
“Aschenputtel” are examples of German fiction. Finally, both texts in prose
can be read with pleasure.
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Abstract Proposal: Paradoxical Irony in César Vallejo’s
“Y si después de tantas palabras” [And if after so many words]

César Vallejo’s third major work, Poemas humanos [Human Poems] (ca. 1931-37), is a collection
of poems that embody the existential contradictions of the human condition from both
individual and collective viewpoints. The shaping principle in the portrayal of these
contradictions is thematic and stylistic irony; however, few systematic studies of Vallejo’s irony
exist. The present investigation is a step toward filling in this lacuna. Five basic types of
thematic irony characterize Poemas humanos: comic, satiric, paradoxical, tragic, and nihilistic.
The investigation at hand will focus on the type of irony that serves as the axis for the thematic
spectrum: paradoxical irony. While offering a close reading of one of Vallejo’s most revelatory
texts concerning language, “Y si después de tantas palabras…”, this analysis concomitantly will
highlight a working definition of paradoxical irony, deriving from Schlegelian-Kierkegaardian
lines of thought and accommodated to Vallejo’s vision of the absurd. Though not the most
characteristic irony of Poemas humanos, this being a combination of tragic and satiric irony,
paradoxical irony, nonetheless, is the pervading irony in at least 10 of the poems. “Y si después
de tantas palabras…” is one of the most artistically and thematically complex of these poems in
its incorporation of an interplay of ironic contradiction from the other four categories of
thematic irony. It is a hope that the findings here will help to demonstrate that thematic and
stylistic irony, as defined herein, should be included as salient identifying qualities of LatinAmerican avant-garde literature.

Paradoxical irony in a Text That Defies Resolution: César Vallejo’s
“Y si después de tantas palabras”
“Ser poeta hasta el punto de dejar de serlo”.
César Vallejo, El arte y la revolución
Paradoxical irony has enjoyed a place of prominence in the history of the concept of
irony. It was axial to the eighteenth-century concept of romantic irony. Though he perhaps
vaguely defined it, Friedrich Schlegel characterized paradoxical irony, in part, as an “Analyse der
these und Antithese.” (Muecke 195; 200). To the nineteenth-century philosopher and
ironologist, Sӧren Kierkegaard, who elaborated Schlegelian ideas, paradoxical irony was “pure
irony” or “irony in the imminent sense”; and he posited that its provenience lay in the manner
of the life of Socrates who was able to achieve a balanced tension between the comic and the
serious. (Kierkegaard 75). The twentieth-century ironologists, for the most part, have tended
to dismiss specific discussion of paradoxical irony. Moreover, in the studies of most of these
theorists, the distinctions between the paradoxical, the tragic, and the nihilistic ironies have
been ignored (Muecke 47; Worcester 75; Booth 35 and 190). From the contemporary
ironologists, three are useful for the present investigation, Norman Knox, who has identified
five thematic types of irony: comic, satiric, paradoxical, tragic and nihilistic (59-60), Maria de
Novais Paiva, who has written a manual of stylistics involved in irony, Contribuҫᾶo para uma
estilistica da ironia 1961), and Michael Riffaterre, who has defined irony as “[the result of] two
simultaneous, contradictory meanings” (169). By focusing on the findings of these three
investigators, and most especially on Rifaterre’s essential definition of irony, in an attempt to
accommodate it to Vallejo’s texts and his concept of existential suffering, I have discovered

that irony for Vallejo becomes a play between value and counter value notions, terms whose
meanings incorporate, respectively, ideas that are benefic to the common interests of human
beings as opposed to ideas that are hostile to the shared interests of humankind. In the
prevalence of value meaning, there is a triumph of an ironic victim; in the opposing vein,
counter value predominance means the defeat of an ironic victim. Victims of irony can be
individuals, institutions, or ideas (Muecke 34. ) We may extend this list of irony’s victims to
include the lyric speaker, or implicit author, as well as the reader.
The definitional layout used herein is that paradoxical irony balances value and counter
value meanings from opposing sides of the thematic spectrum: comic and/or satiric aspects
versus tragic and/or nihilistic aspects. In paradoxical irony, values and counter values become
relative phenomena; the reader perceives the victim’s oscillation between the possibilities of
triumph of value meaning (comic or satiric irony) and defeat by counter value (tragic or nihilistic
irony) and/or her or she engages in a tug-of-war between sympathy and antipathy for the
victim. In all instances of paradoxical irony in Poemas humanos, the reader ultimately cannot
decide which side of irony’s thematic axis prevails. At best, one may say there is a relativism
that prevents thematic closure.
The paradoxical-ironic texts, according to the readings that might be given here, include
“Yuntas,” “Altura y pelos,” “Y si después de tantas palabras,” “Hoy me gusta la vida mucho
menos,” “Confianza en el anteojo, no en el ojo,” “El libro de la naturaleza,” “En suma, no poseo
para expresar mi vida sino mi muerte,” Viniere el malo con un trono al hombre,” “La paz, la
abispa, el taco, las vertientes,” and “Me viene, hay días, una gana ubérrima, política.” A close

reading of the text of one of these, perhaps the most complex and yet most studied texts, is
offered here.
“Y si después de tantas palabras” is one of the untitled and undated poems of the
Poemas humanos collection (Moncloa 371). Two salient themes of life as both trivial and
transcendent and as a tension between unity and disunity are present in this poem, conjoined
with the ideas of human suffering and the issue of life’s value in the possible absence of Logos.
Similar to another paradoxical ironic poem of the collection, “Altura y pelos” [Height and Hairs],
the ironic victims highlighted are the speaker, human existence in general, and the reader. All
four thematic ironies are, to varying degrees, embodied in this poem; and it is the clash
between their value and counter value meanings and between the sympathetic as well as
antipathetic feelings generated toward the victims that conduces to a paradoxical irony as the
all-pervading ironic outlook. True to form with this type of irony, thematic closure is not
possible: the poem is paradoxically “resolved” by declining to resolve. The satiric- and tragicironic perspectives counter each other throughout; the nihilistic-ironic is prominent in the
refrain; and the comic-ironic is implied primarily in the “other view” evoked in the final verses.
The oppositional ironic perspectives that accumulate in paradoxical interplay may be
characterized briefly as follows:
Satiric: Prevalence of value meaning: Implied is the speaker’s neglect of spiritual strivings
and his penchant for living a superficial existence cease; there is an attitude of
antipathy for the victim
Tragic:

Prevalence of counter value meaning: Suggested is the speaker’s acknowledgement
that life constitutes struggle, suffering, and defeat in death no matter what

humankind may do toward transcending the human condition; the victim is regarded
with sympathy
Nihilistic: Prevalence of counter value meaning: In the event of the absence of Logos, the
speaker proposes the speaker the immediate annihilation of human existence as a
worthless phenomenon; there is an attitude of antipathy for the victim
Comic:

Prevalence of value meaning: Intimated is the possibility for transcendence and also
the accommodation of the view that life is intrinsically valuable regardless of
whether it answers to a Logos or not; the victim is viewed with sympathy

Though these meanings are merely an outline of what may be gleaned from examination of the
text, they perhaps schematize the fundamental ironic structure of the poem.
There are satiric-, tragic-, and nihilistic-ironic implications to be drawn from the first
strophe; and the contradictions these embody alert the reader to the fact that one is dealing
with an unreliable speaker who will go betraying throughout the text his own divisions on the
subject, which he has raised:

1: İ Y si después de tantas palabras,
2: no sobrevive la palabra!
3: İSi después de las alas de los pájaros,
4: no sobrevive el pájaro parado!
5: ¡Más valdria, en verdad,
6: que se lo coman todo y acabemos!

1: [And if after so many words,
2: the word does not survive!
3: If after the wings of birds,
4: the standing bird does not survive!
5: It would be more worthwhile, in truth,
6: that everything be eaten up and we perish!]
The satiric-ironic view may be said to be governed by the metaphorical contrast initially
set up between the plural and the singular forms of the controlling images of the text:
“palabras” [words] versus “palabra” [word]; “alas de los pájaros” [wings of birds] versus
“pájaro parado” [standing bird]. In the satiric-ironic context, the singular forms of the nouns
seem to be highlighted. “Palabras” may be taken in the usual meaning of “human discourse,”
as Alberto Escobar has suggested (247), while the unique, privileged “palabra” may be read as
the “Logos” (Jean Franco 207), both in its philosophical meaning (the rational principle in the
universe) and in its theological import (the creative and revelatory thought and will of God).
The theological import in “palabra” is continued in v. 4, where “pájaro parado” conveys visually
the image of the Holy Ghost, generally depicted as a dove standing between the Father and the
Son in the Christian rendering of the Trinity. Escobar presents as a possible interpretation of
“pájaro parado” the colloquial meaning of “falo erecto” [erect phallus] but he does not
elaborate a connection with poetic truth (247). Franco explains the “pájaro parado” as a
change in man’s history “when the wings of the bird atrophied and man became ‘parado’”
(208), but she also leaves the meaning unrelated to the main idea of the poem.

In any event, the contrasts established are between a human and a divine discourse,
and between human strivings and divine spiritual perfection. The satiric-ironic implication
underlying these contrasts is the speaker’s criticism that divine discourse is in danger of being
forgotten or lost on account of an over-abundant, and hence superficial and careless, human
discourse; and similarly, that spiritual perfection is in the same danger on account of
directionless human strivings.
The tragic-ironic view may also be said to be governed by the metaphorical contrast
between these controlling images. In accordance with Nietzsche’s idea of the absence of God,
in vs. 1-4 there may be expressed not only a concern for the “survival” of “Logos” and the
“spirit,” but also a concern that these may well disappear altogether. Such a reading, in lieu of
privileging Logos and spiritual strivings, would privilege their opposites in the sense that after
so much human discourse and spiritual striving, both divine discourse and the theological
conception of the spirit may prove to be found wanting or obsolete and may no longer serve
the forces of guidance and hope. This tragic-ironic reading is perhaps further substantiated in
the orthography (the lack of a capital “P” in the traditional “Logos” term, “palabra”) and the
choice of the adjective “parado” (suggestive of stasis, lack of further development) to describe
the spiritual.
The refrain answers the satiric-ironic criticism and the tragic-ironic lament with a
nihilistic-ironic “solution”: that an indefinite “they,” an inimical force may end human existence
now by “eating” it all up. This verbal metaphor is, of course, a variation of another—of the
earth, the tomb, or death as a devourer, ambiguously given a third-person plural designation.
This antipathetic view contradicts both the conception embodied in the satiric-ironic outlook

that poses as a value the efforts of humankind to pay attention to spiritual strivings as well as
the idea intimated in the tragic-ironic perspective that sympathizes with humankind in the loss
of these strivings as a seemingly inevitable part of the existential struggle. Additionally, the
argument espoused in the refrain possesses the seeds of self-destruction in the selection of the
demotic expressions “más valdría” [it would be worth more]and “en verdad” [in truth].
Superficially (as manifestations of “tantas palabras” [so many words]) these seem to lend
emphasis to the nihilistic view; however, the ideas of “worth” and “truth” incorporated in the
expressions also suggest a nexus with “Logos” meaning. In this manner, they conduce
linguistically to a paradoxical irony in the speaker’s proposal of the annihilation of all human
meaning and value through his use of terminology that affirms these.
The following strophe offers a variation and amplification on the same hypothetical
thematic structure of the opening verses, although the suppositional “si”[if] is now dropped,
thus making the verses read more like declamations. The satiric- and tragic-ironic views seem
to clash with each other more resoundingly here because of the exclamatory nature of the
entire strophe: on the one hand, the speaker seems to debouch a fervent lament and on the
other, he seems to be indulging in a hyperbolic sarcasm to which he again appends his nihilisticironic “solution”:

7: ¡Haber nacido para vivir de nuestra muerte!
8: ¡Levantarse del cielo hasta la tierra
9: por sus propios desastres
10: y espiar el momento de apagar con su sombra su tiniebla!

11: ¡Más valdría, francamente,
12: que se lo coman todo y que más da! . . .

[7: To have been born to live off our death!
8: To get up from the heaven towards the earth
9: by means of our own disasters
10: and to spy the moment of turning off its gloom with its shadow!
11: It would be more worthwhile, frankly,
12: that everything be eaten up and who gives a damn!. . . ]

In the tragic-ironic sense, these verses contain Job-like lamentations about human fate
expressed in local paradoxes; but at the same time, they also bear satiric-ironic meaning in their
evocation of humankind’s fall from divine grace. In this context, v. 7 couples life to death in
characteristic Vallejesque manner to lament the tragedy of death as human destiny. In vs. 8-9
the paradox (“ ¡Levantarse del cielo hasta la tierra!” [to get up from the heaven towards the
earth]) alludes to the fate of the children of God who, wanting to rise above themselves and
know as much as God and even be as God, reaped disaster for themselves and merited the
Earth and the having to “spy out” (the third paradox, v. 10) the moment of revelation when the
darkness of their own individual death (“sombra” [shadow]) puts out the darkness of their utter
despair and ignorance (“tiniebla” [gloom]).
The nihilistic-ironic meaning whose vehicle throughout the poem is the refrain, also
seems heightened in this second strophe, especially when one considers the hyperbolic nature

of the lamentations. The speaker’s utterances seem to betray a sympathetic emotionalism, yet
in light of the to-the-devil-with-it-all attitude of emotional detachment expressed in the second
hemistich of the nihilistic “solution” (“y que más da! . . .” [and who gives a damn! . . .]) and the
general aura of incredibility his utterances have heretofore brought upon himself, one cannot
rule out the contradictory possibility that the purported woe is only half “for real” and half a
hollow sorrow he assumes, that is, a mock jeremiad against a death so inevitable that to carry
on about it in such an exaggerated manner verges on the ludicrous. In any event, it becomes
highly patent at this point that what the speaker proposes is death as a “solution” to the
certainty of death and spiritual failure. In the absence of God, the speaker plays God himself
and proposes a “mercy” killing for humankind that leaves up-in-the-air his sympatheticantipathetic feelings for the victim.
The third strophe continues the structure and content development of the first two:
reasons for the speaker’s proposal containing an interplay of satiric- and tragic-ironic views,
followed by the restatement of his nihilistic-ironic solution:

13: ¡ Y si después de tanta historia, sucumbimos,
14: no ya de eternidad,
15: sino de esas cosas sencillas, como estar
16: en la casa o ponerse a cavilar!
17: ¡Y si luego encontramos,
18: de buenas a primeras, que vivimos,
19: a juzgar por la altura de los astros,

20: por el peine y las manchas del pañuelo!
21: Mas valdría, en verdad,
22: que se lo coman todo, desde luego!

[13: And if after so much history, we succumb,
14: no longer from eternity,
15: but rather from simple things, like being
16: at home, or setting about pondering something!
17: And if afterwards, we find out of the blue that we live,
18: judging from the height of the stars,
19: for the sake of the comb and stains on a handkerchief!
18: It would be more worthwhile, truthfully,
19: that everything be eaten up, from thenceforth!]

The imagistic structures are the provenience of the opposing views. The satiric-ironic
perspective criticizes the triviality of life via the “cosas sencillas” [simple things] while the
tragic-ironic perspective focusses on these same “simple things” as sources of suffering and
defeat. In vs. 15-16 “estar / en la casa” [to be at home] and “ponerse a cavilar” [to set about to
ponder] are posed contradictorily not only as reasons too trivial to justify human existence in
the absence of Logos but also as the most important signs of (civilized) human existence; in
fact, the second of these (“ponerse a cavilar”), causes humankind great mental and spiritual

anguish and produces as a consequence the “tantas palabras” of human discourse with which
the speaker has concerned himself from the inception of the poem.
The images featured in v. 20 evince a similar contradictory nature: the “peine”
[comb]and the “manchas del pañuelo” [stains on the handkerchief] are judged to be far
removed from the transcendental existence symbolized by “los astros” [the stars](v. 19), and in
this sense, they represent human vanity and the idea of bondage to physical necessities;
however, there is equally commingled here a counterbalance of sympathy for humankind
because “peine” and “manchas” also signal human suffering and impending mortality: “peine”
by its daily association with human hair which turns gray and disappears in time; and “manchas
as a metonym of illness—perhaps a nineteenth-century literary omen of tuberculosis.
The oppositional views embodied in the images diminish a predominance of either
thematic-ironic view. A relativism with regard to the value of life becomes even stronger as the
contradictions stack up. This relativism parallels that which was suggested in the first strophe
regarding the value of human discourse and human endeavors versus divine discourse and
spiritual aspirations: in the present strophe, “tanta historia” [so much history] (“historia” in the
sense of both “factual human events” and “human fictions”) and “eternidad” [eternity] are
merely substitutes for the contrastive images of “tantas palabras” [so many words] and “la
palabra” [the word].
The give-and-take between sympathy and antipathy on the part of the speaker
throughout the text thus far makes it impossible for the reader to determine the seriousness of
his claim that an absence of “eternidad” warrants the immediate extermination of human

existence. Hence, as he reiterates his nihilistic-ironic position in the strophe’s refrain, the
reader already anticipates (with a protest-sated ear) the “theatrics” in the insistent proposal.
Ultimately, in the final strophe, the speaker runs his argument into irrevocable
irresolution in his open concession that other views exist which countermand the one he has
been offering all along:

21: Se dirá que tenemos
22: en uno de los ojos mucha pena
23: y también en el otro, mucha pena
24: y en los dos, cuando miran, mucha pena . . .
25: İEntonces . . . İClaro! . . . Entonces . . . İni palabra!

[21: It will be said that we have
22: in one of our eyes much affliction
23: and also in the other, much affliction
24: and in the two of them, when we watch, much affliction . . .
25: Then. . . Of course! . . . then . . . not a word!]

As has been observed heretofore, the tragic- and satiric-ironic views have been undermining
the speaker’s nihilistic-ironic solution throughout; and here by means of “se dirá que tenemos”
[it will be said]—which evokes the idea of opposing factions,” an idea which James Higgins has
already pointed out (276)—the speaker openly concedes the existence of alternate

“solutions.” In fact, his concession to other views necessarily includes the entire thematic
spectrum of irony; and to those perspectives already present must be added comic irony with
its suggestion, in this particular poem, that transcendence is a possibility and that human life is
intrinsically valuable regardless of its relation to a Logos.
The speaker’s deconstruction of his nihilistic-ironic solution is primarily effected by the
play on “mucha pena” [much affliction] which underscores an exorbitant amount of suffering.
Just as the speaker proposes death itself as a resolution to death and suffering, his proposal to
alleviate suffering (“que se lo coman todo” [may everything be eaten up]) is undermined here in
the name of suffering. Moreover, there is a contrast highlighted between clear and faulty
vision in the idea of “pena” being perceived in only one eye at a time.
This is not to suggest that the speaker’s nihilistic-ironic view is subordinated to the
others. On the contrary, an equipoise among conflicting views is established, and there is the
intimation that this give-and-take will be the status quo on the issue for the remainder of
human history. As a parting shot at the opposition, the speaker rallies himself to renege on his
concession: in v. 24, he once more pretends to have the only solution (evoked in his
exclamatory “ İClaro!” [Of course!]) This attempt is tantamount to a brush-off technique
employed for the purpose of closing his argument. Playing on the sacred meaning tenuously
imparted by the singular “palabra”, not capitalized, at the inception of the poem, the “İni
palabra!”—where the term is not anchored in a contrastive context—subverts that meaning in
the poem’s finale into a secular discourse which works toward dismissing the earlier concern
for the Logos. But, the dialogue (the “tantas palabras”) will go on. The other views are always
available for a possible continuance of the discourse, a discourse which the speaker likewise

has picked up on en media res (signaled by the “Y” [And] which launches the text). As a note of
interest, these other views are espoused by other critics, who have commented on the last
verse, but they all point to a type of closure that is not, in the opinion of this investigator, part
of the text. Higgins sees an irony in the idea that “İni palabra!” [not a word!] supposedly
affirms that there is nothing more to be said on the subject (276). Franco maintains a
sociolinguistic position in her view that this expression, like the other colloquial words in the
text, indicates an absence of Logos which could make civilization something more than “ ‘tantas
palabras’ and ‘tanta historia.’” (Franco 208), and Escobar views “İni palabra!” as a sign of
“negation,” that is, a suggestion of the exhaustion of poetic discourse leading into the realms of
“ambiguity” and “vagueness” (246-47).
As a final interpretive comment, one may say that the speaker certainly has engaged in
either an advertent or inadvertent form of self-depreciative satiric irony throughout the text,
but whether he has been controlling the “game” himself or whether he has been an
inadvertent victim of the author as ironist is impossible to determine. Whatever his status as
victim, he has led himself and the reader to a resolution that is no resolution but rather a
paradoxical irony in which the question of the value of human life in a universe without Logos
and with death and suffering constitutes the unresolved thematic fabric of the poem.
In conclusion, we may say that the majority of the ironic compositions of Poemas
humanos (excluding the comic- and the nihilistic-ironic texts) seem to be at core a product of
two forces—Nietzschean and Schopenhauerian in origin—which Vallejo, in his writings on art
yoked as synonyms of each other: “pesimismo activo” [active pessimism] and “desesperación
creadora” [creative desperation] For Vallejo, mere “pessimism” and “desperation” were only

“etapas” [stages] rather than “metas” [goals], apparently to be transcended in action or in
artistic creation in the forging of a new literary spirit (El arte y la revolución I, 14, n. 23). The
majority of the texts of Poemas humanos may be viewed in this light, for the ironic vision which
they manifest seems to have been developed under the working of “active pessimism” and
“desperation that creates” as “stages.” This accounts for the fact that the poems of the
collection are not “solutions” to but rather “illustrations” of the problems of existence. They
engage the reader in the confrontation of these problems without making premature
foreclosures. This airing of all sides of an issue—this portrayal of existential tensions without
over-simplification—is irony’s supreme value both as an aesthetic and as an ethical
phenomenon. And this is also the underlying value of Poemas humanos as a poetic experience.
There is a lack of consensus among Vallejo’s critics as to which literary movement
(school, tendency, current) Vallejo should be assigned. Poemas humanos has been regarded by
various critics as the work of an existential mystic, a postmodernist, a romantic and humanist, a
cubist and poet of psychological tendencies, a surrealist, a Marxist, and a member of the
vanguard. It has also been suggested that Vallejo belongs to no schools or movements. The
poet himself in some notes for further study in his essays on art links himself with a tendency
he calls “verdadismos,” [truisms]but what this signifies is not elaborated (El arte . . . 161).
The present investigation holds that both in its thematic content and in its style Poemas
humanos links Vallejo to the avant garde. Of the five general characteristics of vanguardist
writing as espoused by César Fernández Moreno, and quoted by Octavio Corvalán, one notes
three that are also representative of Vallejo’s themes and style in all of his works, but especially
from Trilce onward: beauty no longer is poetry’s objective; musicality is no longer a salient

feature, and yet still there is an effort to distinguish the language of poetry from ordinary
language (Corvalán 89).
Enrique Anderson-Imbert also tried to corral some of the characteristics of the Latin
American avant garde that he culled from readings of vanguard writers whose works span the
years of World War I up through 1940. Among the characteristics he lists which are also
especially evident, to varying degrees, in Poemas humanos are an “irreverent Europeanism”
that made it possible for poets to sing of “humble, local things” in Latin America; a “desire for
insurgence” and “iconoclasm”; the “abolition of ornamentation”; “carefully sought obscurity”;
schematic forms”; the testing of “ingenuity” and “imagination” through “aphorism” and the
“cult of novelty and surprise”; a heeding of the instincts and a giving vent to feelings through
“scorn, sarcasm, confusion, and humor”; the “cult of the ugly”; the “abandonment of strophic
molds” and of “rhyme”; the presence of thematic elements not highlighted before: the
“machine” and “social movements” and elements such as “noise, weight, smell”; and the cult of
the “metaphor.” (373-74).
Irony is hinted at here in the idea of giving vent to feelings through “scorn,” “sarcasm”,
and “humor” and such venting is present in the majority of the texts of Poemas humanos. It is
therefore submitted that irony as it has been defined and analyzed herein should be included
as one of the salient identifying qualities of Latin-American avant-garde literature and that
Vallejo’s Poemas humanos should help to firmly situate him among writers of the Latin
American vanguard movement.
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Abstract
Mastering a language in a classroom setting can be difficult to accomplish. For a few it is
particularly challenging due to what is known as the Affective Filter, or feelings of
intense anxiety experienced while acquiring a second language (also known as an L2), as
hypothesized by Stephen Krashen (1981). When this kind of anxiety occurs, the mental
blockage experienced by an individual can prevent someone from registering information
so that what begins as a physical reaction also inhibits cognitive processes. In second
language acquisition there are additional factors that play into how well a person will
learn another language (also known as an L2), for example the degree to which someone
is motivated to learn. Motivation can come intrinsically, where rewards are internal, such
as feeling satisfaction at doing well or wanting to please the instructor, or extrinsically
where rewards are external, for example receiving a good grade on a test or being
awarded a prize (Dornyei 1994). The study in this paper was conducted in order to assess
whether anxious students in a foreign language class would academically benefit from
extrinsic motivation provided by the instructor. I hypothesized that extrinsic motivation
in the form of external regulation would decrease the affective filter, allowing L2 learners
to absorb more information and thus produce consistently higher grades than a class that
has less extrinsic motivation. In the study, two groups of Mandarin Chinese speakers
were taught a lesson on prepositions in German, after which one group was presented
with a reward. The students were assessed through quizzes over the span of two weeks.
The results indicate that extrinsic motivation in the form of a tangible reward may help to
lower anxiety levels, but does not affect retention of the L2 in turn.
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Abstract:	
  
	
  
The	
  piano	
  works	
  of	
  Frédéric	
  Chopin	
  present	
  special	
  challenges	
  for	
  small-‐handed	
  
pianists.	
  	
  Passages	
  incorporating	
  uncomfortable	
  extensions,	
  wide-‐ranging	
  arpeggios	
  
with	
  added	
  notes,	
  thick	
  fortissimo	
  chords,	
  and	
  lengthy	
  sequences	
  of	
  double	
  notes	
  
are	
  essential	
  features	
  of	
  Chopin’s	
  musical	
  language.	
  	
  These	
  elements	
  are	
  infinitely	
  
more	
  accessible	
  if	
  played	
  by	
  pianists	
  with	
  larger	
  hands.	
  	
  Many	
  small-‐handed	
  pianists	
  
simply	
  avoid	
  playing	
  his	
  music	
  entirely.	
  	
  However,	
  playing	
  Chopin	
  can	
  teach	
  a	
  
pianist	
  much	
  about	
  the	
  instrument	
  that	
  is	
  difficult	
  to	
  learn	
  in	
  any	
  other	
  way.	
  	
  In	
  
addition,	
  Chopin’s	
  pianism	
  informs	
  the	
  keyboard	
  music	
  of	
  many	
  19th-‐century	
  
Romantic	
  composers	
  as	
  well	
  as	
  the	
  music	
  of	
  neo-‐Romantic	
  composers	
  of	
  more	
  
recent	
  times.	
  	
  
	
  
This	
  presentation	
  will	
  outline	
  basic	
  strategies	
  for	
  solving	
  problems	
  specifically	
  
encountered	
  by	
  small-‐handed	
  pianists	
  in	
  frequently	
  performed	
  works	
  by	
  Chopin.	
  	
  A	
  
number	
  of	
  strategies	
  were	
  inspired	
  by	
  suggestions	
  Chopin	
  made	
  to	
  his	
  own	
  students	
  
or	
  by	
  recommendations	
  of	
  renowned	
  Chopin	
  interpreters	
  or	
  editors	
  of	
  his	
  music.	
  	
  
Some	
  strategies	
  are	
  tactical,	
  involving	
  redistribution	
  of	
  the	
  notes,	
  redistributing	
  
crossed	
  parts,	
  refingering,	
  and	
  pedaling.	
  	
  Other	
  strategies	
  are	
  more	
  technical,	
  
involving	
  methods	
  of	
  sound	
  production,	
  different	
  concepts	
  and	
  levels	
  of	
  movement,	
  
different	
  types	
  and	
  directions	
  of	
  stretch,	
  and	
  contraction.	
  	
  Because	
  textures	
  or	
  
figurations	
  found	
  in	
  one	
  piece	
  will	
  be	
  found	
  in	
  many	
  others,	
  certain	
  concepts	
  will	
  
apply	
  over	
  a	
  wide	
  range	
  of	
  repertoire.	
  
	
  
My	
  hope	
  is	
  that	
  these	
  discussions	
  will	
  inspire	
  students	
  and	
  teachers	
  to	
  think	
  about	
  
ways	
  to	
  make	
  more	
  of	
  Chopin’s	
  music	
  physically	
  and	
  musically	
  accessible	
  to	
  small-‐
handed	
  pianists,	
  allowing	
  them	
  to	
  capture	
  the	
  kinesthetic	
  and	
  aesthetic	
  joy	
  of	
  
playing	
  this	
  remarkable	
  body	
  of	
  literature.	
  	
  These	
  discoveries	
  may	
  lead	
  to	
  important	
  
personal	
  epiphanies	
  about	
  piano	
  playing,	
  especially	
  when	
  similar	
  strategies	
  are	
  
extended	
  to	
  works	
  by	
  other	
  composers	
  that	
  employ	
  the	
  same	
  idioms	
  and	
  stylistic	
  
components.	
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Abstract:
(Un)Sound Bytes: Virtual Woman Negotiates the Seemingly Virtual World of
Interdisciplinary Studies
Conceived as an exploration of the virtual utilizing the works of Karen Barad, Jacques Derrida,
Louis Althusser, and Erin Manning, this piece seeks to exemplify the importance of the concept
within the field of feminist science studies. In a search for how interdisciplinary studies such as
feminist science studies actually fare within academia, this piece examines the virtual spaces
between the hard sciences, social sciences, and art, and raises the question of where- if
anywhere- these disciplines actually meet and work together within the academy as we know it.
Is the virtual the space wherein these disciplines meet, or is it merely a space between, a tiny
window of existence allowed to interdisciplinary works that refuse to fall squarely into a single
academic discipline? What are the generative possibilities of this space and the potential mixing
that occurs within it, especially as relates to the mixing of the sciences, humanities, and arts?
How does the masculine/feminine characterization of disciplines affect this mixing? In order to
better explore and illustrate these questions and possibilities, this piece is designed such that its
form furthers its function. The piece is written as a series of blog/journal entries that follow the
author’s navigation of these questions over a ten week period, during which ties between
quantum physics, aleatory materialism, popular music, poetry, tales of hauntings and
conjurations, and the demands of academia are analyzed for their connections to and within the
virtual. Within this hybrid exploration, the possibilities for answers- and for further questionsbecome virtually limitless, raising the prospect of tangible, valuable benefits when disciplines
merge, especially when considering the generative potential of such questions to science and art,
both of which begin their respective projects and investigations in search of answers.
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ABSTRACT
The colonial criminal justice system in Sierra Leone was primarily set up as a social
control mechanism and a reflection of the coercive power of the colonial governments to prevent
crime and punish those who deviated from what the colonial officials deemed to be appropriate
and acceptable. Thus, the colonial criminal justice system in Sierra Leone was essentially an
instrument of political and social control designed to maintain law and order and punish law
violators. Criminal acts were viewed as wrongs against the colonial state. Therefore, the
introduction of colonial legal systems in Sierra Leone was accompanied not only by a
redefinition and reclassification of crimes but also by changes in the social perception of crime
and punishment. Moreover, the procedure of arresting, processing, adjudicating, and
punishment of the offender was also changed.
This paper examines the nature of crime and punishment in colonial Sierra Leone
highlighting the various ordinances enacted to prevent crime, statistics of those incarcerated,
types of crimes committed, juvenile crimes, and the rate of repeat offenders. Moreover, this
paper will attempt to discuss and shed invaluable insights on:
•

prohibitive colonial ordinances which were enacted to prevent crimes.

•

the formal enactment of such ordinances into the criminal law of colonial Sierra Leone.

•

the dimensions and legal definitions of crime and punishment.

•

the perceptions of crime to both victims and society as a whole.

•

the significance of convictions.
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6. Abstract:
Due to rising numbers of Chinese-speaking ESL students, instructors are facing new and
unique challenges in addressing student needs. Difficulties with plagiarism, class participation
and even name pronunciation have become more common. As language instructors we are
placed in a difficult situation. On the one hand, we should teach them our language and attempt
to integrate them into our culture, but on the other hand we need to understand and respect their
cultural background. In this presentation we will share our knowledge and experience regarding
Chinese-speaking students’ culture, and to a lesser extent East Asian culture in general. This
session will have two parts. In the first section we will focus on the unique linguistic elements of
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the Chinese language that are particularly problematic for instructors and suggest applicable
methods to pronounce them. Then we will provide background on some of the most common
pronunciation and grammar errors made by Chinese-speaking students. In the second section we
will discuss Chinese culture examining in-depth Confucianism and Chinese Ideology and the
influence this has on the classroom environment. We will also explore some of the regional
variations in language difficulties experienced by Chinese-speaking students and address some
of the more profound differences between Ethnic Chinese from various regions and nation-states.
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Redefining the Javanese Identity in the Midst of Societal Transformation

This study examines the societal transformation within the sociopolitically most
dominant ethnic group in Indonesia, the Javanese, on the basis of linguistic and cultural
perspective. The rational to conduct this study is that because the Javanese is experiencing
large scale language and culture shift (Zentz, 2012). Indeed, only 40.5% of the total
population of the Javanese speak their native language although the number of Javanese
people in Indonesia is roughly around 50% of the national population (Drake, 1989).
According to Smith-Hefner (2009), the Javanese values Indonesian language (the official and
the national language of the country) as the most important language; the next are English
(globalized language) and Arabic (religious identity). Without no tangible function, it is
unsurprising that Javanese language comes last.
The pilot project for this study in 2011 shows that at the same time Javanese language
is deprioritized, so is the Javanese ways of life. Since language and culture are perceived as
important elements for the identity, this study aims to answers the following questions: how
will the Javanese define themselves when they are losing these elements? More importantly,
how will the societal transformation change the face of the Javanese society? By employing
ethnographic research methods, data are collected in Yogyakarta, Indonesia from the
participants that can be categorized as the “grass roots”, namely two families living in two
villages and the “guardian”of Javanese language and culture: two Javanese language teachers
and one member of Javanese royalty.

Redefining the Javanese Identity in the Midst of Societal Transformation

Background of the Study
This dissertation research is an ethnographic study aims to unravel the multifaceted
story of Javanese people in Yogyakarta, Java Island, Indonesia. It is a story of people in the
midst of globalization, of changing language loyalties and shifting identities. The primary
reason to conduct this study is to present the fact that Javanese language has been
significantly losing its speakers for the last three decades. Although the number of the
Javanese is roughly around 50% of the national population, only 40.5% of the total
population of Javanese speaks their native language (Drake 1989). The Javanese have
increasingly shifted to the Indonesian language, the national and the official language of the
country; thus it is regarded as a high-status language.
Another reason for the shift is associated with gender-related issues (Smith-Hefner
2000, 2009). Women shift to Indonesian language mainly because of the imbalanced
relationship between women and men in Javanese society that positions women in the
domestic domain and subservient to men. With respect to this inequality, women are
expected to use a more respectful Javanese speech style (formal Javanese) when talking to
their husbands whereas the husbands are not supposed to do so.
Also contributing to the shifting language is the tendency among the Muslim Javanese
to perceive the learning of Arabic by children as more important than learning Javanese
language. Arabic is needed as an inseparable part of their religious identity to perform the
daily prayer and to recite the Koran. In fact, strong association to religious identity is seen
more important for the Javanese (Smith-Hefner 2005, 2007, 2009). Another foreign language
regarded important is English as it symbolizes the opportunity to get better education and job
whereas Javanese language is “only” considered as an ethnic language without any tangible
functions (Smith-Hefner 2009).
Significance of the Study
1. The project is significant to make people aware that the shift away from the native
language must not be perceived as a natural phenomenon or linguistic issue per se.
There are non-linguistic factors that lead to this subject and that must be analyzed
thoroughly.
2. The study will make contribution toward the maintainance of the cultural and
linguistic diversity in Indonesia in general and in Java in particular by encouraging
the Javanese people to maintain the language instead of waiting until it ends up only
as a symbol without having any active speakers and by motivating the government to
review the language policy.
Project Purposes
1. To explore the relationship between the phenomenon of shifting identities and
changing language loyalty among the Javanese to understand the role of Javanese
language in validating one’s identity as an “authentic” Javanese.
2. To examine the experience of Javanese people across generations in (re) constructing
their “true” Javanese identity at the intersection of language, culture, and religion
Research Questions

1. What constitute a Javanese?
2. What is the role of Javanese language towards the identity construction and
affirmation as Javanese?
3. What is the role of Javanese cultural knowledge to the affirmation of the identity as
Javanese?
4. How do the Javanese people envision the cultural and linguistic continuity of
Javanese?

Methodology
To collect data, a six month ethnographic fieldwork was conducted in Yogyakarta,
Indonesia. Participants were recruited by using the non-probability purposive sampling. Nonprobability sampling works well for labor-intensive and in-depth studies like this dissertation
project. I recruited one family in the southern part of Yogyakarta and one family in the
northern part of Yogyakarta.
Three ethnographic techniques were used, namely (1) Participant-observation and (2)
In-Depth Interviews (Informal interviewing and Semi-structured interviewing), and (3) autoethnography or“a study of my own life and culture rather than the study of some other group
foreign to me.” (Coronel-Molina, 1999: 59). The importance of sharing the life experience of
the researcher who is also an insider is to provide a more holistic picture of the community.
Preliminary Findings
The preliminary finding showed that the shift to Indonesian happened especially
among young generations. Middle school students aged 12 through 14 did not understand
formal Javanese anymore while their proficiency in informal Javanese language was only
somewhat satisfying. They even needed a dictionary Javanese-Indonesian to understand a
Javanese short story although the text was written in informal Javanese. Interestingly, even
though some of them claimed that they could not understand both formal and informal
Javanese, they spoke Indonesian language in strong Javanese accent.
The old generation still maintained the native language while the young generation
perceived Javanese as merely a symbol of ethnic identity without any efforts to maintain it.
Old generation expected young generation maintain Javanese language; on the other hand,
they believed that the most important language was Indonesian, English, and Arabic. Indeed,
English was considered as the must learned language. It is a symbol of opportunity:
opportunity to get better education. In fact, participants placed English in the second rank
after Indonesian as the language that must be mastered. Interestingly English, which is
completely a foreign language in Indonesia, is not a means of daily communication.
However, English is one of the subjects tested in high stake test, such as National Exam (for
middle and high school students), University Entrance Exam, and job selection in
governments offices or in prestigious companies.
Regarding the old generation, it is interesting that they did not feel responsible to pass
on the Javanese language. They stated that it was the Javanese teachers’ responsibility to
teach young generation the native language and to encourage them to maintain their Javanese
identity because the old generation (i.e. parents) were too busy to make the ends meet. With
respect to the old generation’s opinion, teachers found this unfair and impossible since the
subject of Javanese language and culture was taught only once a week for 90 minutes.
The old generation and the teachers might blame each other; however they agreed in
one thing: young generation lost their Javanese values and politeness at the same time they
lost the language. Javanese language carried rigid rules on how to speak to others in order to

show respects while Indonesian language did not. Also, Javanese language (especially the
formal one) was not a language to directly express negative emotion such as anger. Instead,
the language led the speakers to control their anger and used symbolic words to express their
anger to avoid conflict. They believed that the negative attitude of the young generation was
caused by their alienation from their native language and culture. In other words, young
generation no longer possesed the Javanese quality or what the older generation called as
“Javanese by blood, but not Javanese by behavior” or “Javanese but not real Javanese”.
Regarding the relationship between language and religion, I found that the Arabic was
perceived more important to learn than Javanese language since Arabic was needed to
perform the religious rituals and to recite the Koran. Moreover, the fluency in reciting the
Koran was crucial especially for Muslim students because at the final exam there would be an
assesment to test students’ competence in reciting the Koran. Because of that, parents
encouraged children to learn Arabic at the mosque every afternoon. The phenomenon of
shifting toward the religious identity was worth examining. The strong influence of Islam was
very visible in public education, for example: all female Muslim teachers and students must
wear Islamic clothing and headscarves, the lesson plan required all teachers to check up their
students’ daily prayer, the greetings used Arabic language, and insertion of Islamic message
in the subjects taught. Two decade ago, it was uncommon for Muslim women to cover their
hair on a daily basis. Today, women who covered their hair and wore clothes in accordance
with Islamic laws were everywhere including in the locations of my fieldwork. Even older
women who used to wear traditional Javanese clothes were now turning to Islamic clothings.
The finding also showed that the strong religious movement did affect the
maintenance of the Javanese tradition. The tradition perceived as not in line with Islam was
left behind. This situation led to the friction within the Muslim community which resulted the
division within this group: the traditional Muslim Javanese and the purist Muslim Javanese
(who mostly were young generation). Those supporting the “pure” Islam encouraged the
annihilation of any Javanese traditions which did not fit with the Islamic ways whereas the
traditional Javanese Muslims saw that the Javanese tradition was in fact Islamic rituals that
had been adapted to the local culture by incorporating Javanese language, traditional music,
and tradition.
With respect to the gender issue, so far, the data did not show that the shift was
primarily occuring in women population. However, the gender inequality did still exist.
Women were expected to be the role model of the family and the society by presenting good
manners, for example: to be able to speak the formal Javanese, to obey the husbands/fathers.
The message about (traditional) gender role division was even perpetuated in schools through
their hidden curriculum. Teachers explicitly disseminated the message to the students by
pointing out that men was the breadwinner of the family, the guardian for children and
women, and the decision maker of the family whereas women had to be an obedient wife,
maintain positive behavior, and a role model for their children.
Statement of Broader Impact
1. The study is significant to encourage the use of interdisciplinary approach in applied
linguistic research by incorporating linguistics, anthropology, gender and religious
studies. Using this approach to listen to the individual’s language choices and human
side of language will allow a researcher to vividly describe the impact of language
policy and globalization on people’s lives.
2. This study advocates the importance of the insider’s perspective to understand a
community. This perspective also enables a researcher to identify prejudices and
biases from his/her own life history as opposed to the perspective of the participants.
Previous studies are predominantly conducted by the outsiders, especially western

researchers. As a result, their studies could not always tell what is really experienced
and felt by the Javanese. With my insider role, I believe that I am able to present the
voice of the Javanese in a more approprate way.
3. The study will make contibution for the gender study especially in the investigation of
the imbalance relationship between men and women that is continuously perpetuated
in the society through gender-role assignment, language, and education.
4. This study is important to persuade the Indonesian government:
(a) To revisit the Islamisation of the education in public schools since such schools
are intended not only for Muslim students
(b) To annihilate any hidden curriculum containing gender inequality
5. Lastly, the study will contribute to minimizing the religious disagreement. Conflict
related to religions is indeed a crucial issue in Indonesia, a multi-ethnic and multireligious country. Therefore, the problems within the Muslim community should be
carefully addresed as it may lead to serious conflicts which will ruin the healthy
pluralistic environment of the country in the near future.

A Model for Landscape Appreciation and Care
Margaret Hodges
Department of Art History
Concordia University
1454 de Maisonneuve Blvd. West
Montreal, Quebec
Canada
H3G 1M8
margaret.hodges@concordia.ca
I offer a Kantian model for an aesthetic of ecology with ethical implications. I begin
with the example of a landscape rehabilitation project, the Bordelais Bog, St. Lazare, Quebec,
an 8000-year-old landscape of rare species, in which an architectural framework has been
constructed to preserve nature. I examine the work against the use of the natural landscape for
residential development, what Emily Brady has termed, the Hedonistic Model of aesthetic
appreciation. In residential development, aesthetic appreciation becomes purely instrumental
and indistinguishable from pleasures connected to practical use. I expand on Brady’s Kantian
model to elaborate the aesthetic of the Bordelais Bog. The architectural structure designed to
protect the bog acts as a programmatic whole protecting the organic wholeness of the site and
therein lays its fittingness to purpose. This is analogous to the concept of ‘functional fit’ as
articulated by Allen Carlson, involving the way in which the natural environment is composed
of, many-layered and interlocking ecosystems. In his theory a particular fit is essential for the
survival of organisms, and whole systems. It is necessary to formulate the appropriate fit in
terms of the functionality of the human ecosystem, in balance with natural ecosystems.

Since the early 1990s, feminists have argued that Kantian theory is unsuitable for a
feminist approach to aesthetics. Concerning the theory of disinterestedness, feminists have
developed theories of ‘the gaze’ to criticize the primacy accorded to vision, and, in their view,
of its mastery and control of the aesthetic object. In particular many feminists argue that there is
no pure disinterested universally grounded aesthetic judgment. One feminist approach to art is

to emphasize movement and the body in order to deemphasize visual primacy. An example is
Mary Miss’s, Veiled Landscape (Lake Placid, 1980) an environmental sculpture in which the
spectator experiences a kind of physical propulsion into the landscape by using the framed
viewing platforms of the piece that descend down a trail, into a forest. As the spectator moves
down the trail through a series of wooden and metal frameworks, forest views are gradually
unveiled. Miss explains the intention of her landscape construction as a direct experience of the
physical or emotional content of the place. In contrast to the Landscape Model of aesthetic
appreciation, nature itself is not framed as a picture which is the source of pleasure. It is neutral
as there is no direct change made to the natural site itself. The spectator is invited to explore
deeper as the landscape is gradually unveiled. Art Historian, Deborah Fausch suggests that the
experience is feminist as it relies less on the visual and more on the sensual and bodily in terms
of movement. Movement as a mode of apprehension is central to the experience, and there is a
physical sensation as one passes under each framework as a kind of threshold into a deeper part
of the forest. i I would argue that the work remains a framing and objectification of nature,
typical of the Landscape Model of aesthetic appreciation.
In this paper I offer a reevaluation of the Kantian model to show that it can be a starting
place for environmental aesthetics with ethical implications for the environment. I want to
suggest the possibility of an aesthetic of ecology that is proactive in terms of both nature and
culture. I begin by offering an aesthetic of ecology in the example of a landscape rehabilitation
project, the Bordelais Peat Bog, St. Lazare, Quebec (2008), an 8000-year-old landscape of rare
species. I examine the work against the use of the natural landscape for residential
development, an example of what Philosopher, Emily Brady has termed, the Hedonistic Model
of aesthetic appreciation. ii In residential development, aesthetic appreciation becomes purely

instrumental and indistinguishable from pleasures connected to practical use. In her Kantian
model of the aesthetics of the natural environment, Brady sees the aesthetic judgment in terms
of disinterestedness, but not in the negative formalist sense, which suggests a detachment from
everything but formal considerations. Here disinterestedness suggests a ‘situated aesthetic’ in
which the role of the subject is completely engaged and sensitive to the context. iii
St. Lazare, Quebec is an area of rapid residential growth that is part of the Montreal
region urban sprawl. The area is popular because it is heavily forested and thus exceptionally
attractive for the building of large homes on large lots, carved out of the forested landscape.
The approach taken to the use of the natural landscape can be understood as the Hedonistic
Model of aesthetic appreciation. The desire for pleasure is what motivates the aesthetic
appreciation of the forest, as a site for homes. The natural landscape is not taken to have an
aesthetic value in itself, but because it provide means to our pleasure. And because such
development has been left in the hands of developers with economic goals in mind, ecological
issues are not considered on this model. The developers’ goal has been to open sites up quickly
before noticed by the public. In the past, public consultation has been unheard of as the town
council favored the position of the developers. The result has been disastrous for some areas
such as wetlands that should have been protected.
The Bordelais Bog is an example of the restoration of a natural area that can serve as a
model for an aesthetic of ecology. As Montreal’s urban sprawl accelerated in the late 1990s, a
road was cut through the bog site, to expand residential development, tearing the rare flora and
fauna of the area. When the nature of the bog was understood, as an 8000-year-old peat bog,
government control eventually halted the destruction. Today the bog stands restored as an
example of what can be done at a local level to repair the environment. In its form the new

structure involves a boardwalk, raised above the bog floor, with sides that reach out over the
earlier road that had been broken through. Signs prohibit walking on the peat surface and the
effect of the extended boardwalk is to reinforce the prohibition of stepping down onto the bog
floor itself. Along each path, educational signs alert the walker to the rare forms of plants, birds,
trees and amphibians to be found in the bog.
The Landscape Model is a typical model for the aesthetic appreciation of the natural
environment. One example of this is the landscape garden or park in which the viewer moves
from place to place and pleasure arises from the beauty of the enframed landscape views. This
is similar to enjoying a framed picture of landscape; it is not seeking nature for its own intrinsic
value, but for the picture-like qualities that arise for the perspectival framing process
undertaken by the viewer. The landscape park typically involves the work of a human creator, a
landscape gardener who actively shapes the views. Each view is groomed and as such, nature is
‘improved’. The use of nature serves in the goal of the satisfaction of personal pleasure it is not
valued for its own sake. Like a landscape park, the bog boardwalk takes the viewer along a
route where signs point out important natural objects. In contrast to the landscape park, the bog
route has an educational value so we can say that it serves an instrumental purpose, for the
education of groups of school children, for example. But there is something above the
educational value of the site. The forest and bog can contribute aesthetic value in their own
right, apart from any use that they may have for the community. This is similar to Brady’s
Kantian model of aesthetic value. Disinterestedness involves a ‘situated aesthetic’ in which the
subject is engaged and sensitive to the context.
A Kantian model, could contribute to the solving of hedonistic/economic disputes
concerning the use of forested areas. For example, the adjoining Mirror Lake is currently under

threat from developers and a court case ensues as the town (now under a new administration)
has expropriated the land bordering the lake that had been slated for luxury houses on large lots.
A Kantian model for the intrinsic aesthetic value of Mirror Lake would assist in the decision
making process concerning the fate of the lake, that involves developers, the lot buyers, the
town council and the local citizens who are the users of the forest. Decisions would be shifted
to the value of the land for its own sake, not for the sake of its economic value or its
recreational value. The true aesthetic value of the land, coupled with the environmental health
of the area would play a role in providing a different view point to the process. The bog ecology
is immediately tied to the stream-fed Mirror Lake and the housing development would
effectively cut the interdependent ecosystems apart. The outcome will have serious ethical
consequences given the natural ecological fit between the stream-fed lake and the nearby Bog.
A Kantian model based on disinterestedness, valuing the lake landscape in and of itself would
assist in the decision making process. The bog restoration project can be seen as a positive
human intervention into nature; the construction of the viewing platform contributes to an
aesthetic of ecology in which nature and culture are combined. Here culture assists in the
protection of nature.
Joan Nassauer, landscape architect, describes the idea of landscape ecology as an
approach to understanding landscapes through both cultural and ecological knowledge. The
idea is not to reject human interventions on natural landscapes as unaesthetic, but to understand
the human environments as part of the earth’s total ecosystem. According to Nassauer, in order
to appreciate human environments, it is essential to stress ecological factors that are not
comparable to a traditional system of arts, but instead are comparable to ecosystems of the
natural environment. This idea has been interpreted by Philosopher, Allen Carlson as a kind of
functional fit, involving the way in which the natural environment is composed of, as he
describes it, many-layered and interlocking ecosystems--a particular fit is essential for the
survival of organisms, and whole systems. Each organism fits within a system and performs a

particular function to maintain the part and the whole of the greater system. The ecological
notion of functional fit is then taken as part of Carlson’s theory of the aesthetic appreciation of
nature in his Natural Environmental Model. Carlson defends his idea through the analogy to the
Organic Unity Model common within traditional aesthetics, such as that of Kant. iv
The Bordelais Bog structure is not meant to be landscape art but is non- the- less an
architectural framework from which to view ecological systems as they exist. As an
architectural framework it structures the experience by restricting movement into the site, and
prohibiting any alteration of the unfolding ecosystem. The architectural framework acts as a
programmatic whole with the emphasis on protecting the organic wholeness of the site and
therein lays its fittingness to purpose--its finality. The pleasure arises from the intrinsic value of
nature, not our recreational or economic sense of it.
It can also be seen as analogous to the concept of functional fit as articulated by Carlson.
Use in Kant’s terms involves the fittingness or finality of the work. As part of an aesthetic of
ecology Carlson suggests that architecture can look like a fit within an environment and
function as part of the ecosystem of the human environment. v The same can be said for
suburban environments where human intervention is necessary to formulate the appropriate fit
in terms of the functionality of the human ecosystem in balance with natural ecosystems. What
is useful about the Kantian model for the analysis of human interventions into the natural
environment is that it illuminates the ways in which an ecological aesthetic can preserve nature
and teach our children about the value of the natural environment, through ‘distantanced’
observation of fragile ecosystems, as in the Bordelaise Bog, a rehabilitated space for aesthetic
appreciation.
i
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2. Abstract:
Introduction
This presentation is based on a finished and completed research paper ready to be
published. This work shows a new and unique approach to the history and theory of mass
communications, with an introduction to the definition of mass communication in history,
when and how it appears for the first time. It debates the importance of numismatics in
history as vehicles to carry messages widely, and gives strong evidence that, for the first
time, ancient currency is the first and earliest medium of mass media communication in
history. The coin will start to be a mass medium from the very beginning since it was
produced in mass quantities, and circulated continually throughout and beyond some
ancient empires.
The new theory will be proved and illustrated with the accurate evidence provided
by images of ancient coins classified by time periods and themes related to the specific
communication purposes: from some Greek city-states, where the coin was a global tool
to unify politically different economic areas, to the Hellenistic rulers and the Roman
Empire, when the power of image and political propaganda were used in an extensive and
intensive manner.
Methodology
The presentation contains two parts:
1. A brief introduction to the theory of mass media communication in history to
explain and support this thesis.

2. The numismatic evidence and the practical examples that illustrate the different
methods and topics of mass communication through coins in the ancient times, with an
extensive part dedicated to the Romans, truly masters of propaganda in their coinage.
The methodology that will be used on this part is based on the division of the
themes. The contents of the presentation are divided in the following parts:
2.1. Precedents. History of coinage. Coins of the first empires: local use vs. global
circulation.
2.2. First global use of coinage: Alexander the Great and the Hellenistic rulers.
2.3. The Romans, masters of communication through money. The coin as a tool to
carry a message. Portraits and the power of image. A great variety of reverses for
each emperor’s headlines.
Images classified by topics:
- Religious types and rulers as gods.
- Military achievements: victories and trophies.
- The reverses of Trajan and Hadrian.
- Other propaganda issues.
Sources
The research and literary sources are very numerous and they would take so much
space in the abstract to be mentioned, so we will provide just a few basic references here,
but an extensive bibliography will be included in the paper of the presentation.
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MONTERO, Joaquín: The Coinage of Alexander the Great and His Image on
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The role of intuition in standard philosophical practise within analytic philosophy has
been the subject of considerable debate over the past fifteen years. Alexander and Weinberg
have proposed a tripartite division concerning views of intuition that includes: intuition
solipsism, intuition elitism, and intuition populism. In what follows, I want to defend intuition
elitism as a means to explicate the concept of knowledge. At the same time, since I think the
focus of epistemology should be the extra-mental phenomena of knowledge, and not the
concept of knowledge, it will be important to explain the connection between our concept of
knowledge and the phenomena of knowledge. This will, in turn, require a discussion of the
empirical methodology required to study the phenomena of knowledge. To clarify such a
methodology, I will utilize the resources of Dual Process Theory.
1. What are Philosophical Intuitions?
Somewhere between Socrates, Descartes, and Frege (!), it became standard practise to
use intuitions produced by thought-experiments as evidence to evaluate philosophical claims.
The philosopher proposes a thought experiment intended to generate an intuition relevant to
evaluating a philosophical claim. The claim is good to the extent that it accords with the
intuition; bad, to the extent that it does not accord with the intuition. The locus classici of this
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method in epistemology can be found in the work of Socrates and Descartes but was
convincingly on display in 1963 when Edmund Gettier provided decisive counter-examples to
the sufficiency of the traditional, true, justified belief account of knowledge. In one outlandishly
sordid example, Smith has a true, justified belief that P: “Jones owns a Ford or Brown is in
Barcelona,” because it is true that R: “Brown is in Barcelona” and Smith has strong evidence for
the claim that Jones owns a Ford because Jones has always owned a Ford in the past, Smith has
just received a ride in a Ford by Jones, and so forth. Given the addition rule from first- order
logic, R entails P, and given the fact that Smith is justified in believing that R, Smith is justified in
believing that P. But unbeknownst to Smith, Jones does not own a Ford. Instead, it is the fact
that Brown is in Barcelona, a fact that Smith has no idea about, that makes the disjunction, P,
true. According to the traditional account of knowledge, since the disjunction P is true and
Smith believes it and Smith is justified in believing R and so P, it follows that Smith knows that
P. But, clearly, Smith does not know that P and so the traditional account of knowledge must be
insufficient. Smith does not know that P because, from his perspective, it is a fortuitous
accident that Brown is in Barcelona but that is what makes the disjunction true, a fact that he is
unaware of. Once the details of this case are clarified, almost no one disputes the fact that
Gettier’s intuitive judgement, that Smith does not know that P, is correct.
2. Who’s Intuitions Matter?
The question is: whose intuitions can be relied upon in making judgements like the one
Gettier made concerning Smith’s non-knowledge above? Three positions emerge in response to
this issue. Intuition solipsism has it that when a philosopher relies upon intuitions as evidence,
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she is relying on her own personal intuitions. Alternatively, she might be relying upon her own
intuitions because they are representative of the class of professional philosophers. This is
intuition elitism. Finally, she might be relying on her intuitions because they are representative
of a broader class of people that includes non-philosophers. This is intuition populism. Intuition
solipsism has it that one’s personal intuitions, whether shared by anyone else or not, are
evidential and decisive with respect to making correct epistemic judgements. This view has
little to recommend it since no reason is provided for believing that such judgements are
evidential other than the judgement itself. But, clearly, if I am in a class of one who has such an
intuition then I should reconsider my intuitions on pain of extreme dogmatism and irrationality.
Typically, one appeals to one’s intuitions because one believes that these intuitions will be
shared by others; otherwise, it would be hard to understand how the argumentative practise of
such appeals could possibly proceed. That is, one makes such appeals because one believes that
others will be forced to acknowledge the force of the intuition that is relied upon. Intuition
solipsism cannot make sense of such argumentative practises and so it fails. Hence, this is the
weakest construal of intuition on offer.
Both intuition elitism and intuition populism see the appeal to intuition as part of an
argumentative practise that has intuitions playing a crucial role in the argument for a specific
philosophical position. This seems appropriate since, presumably, the goal is to convince one’s
interlocutor of one’s position in a debate. An argument sometimes made by the intuition elitist
is that ‘knowledge’ is a technical notion and so the intuitions required to explicate the concept
of ‘knowledge’ must be formed on the basis of a technical understanding of the notion at hand.
On this view, one might be engaging in a Carnapian explication of the technical notion of
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knowledge, one that cleans up the usage of the term in a way that will be henceforth
employed. For instance, the student talks about ‘true knowledge’ or ‘real knowledge’, not
understanding that knowledge essentially involves appeal to truth and, as such, is real. Such
linguistic and conceptually redundant confusions must be cleared away early in an
epistemology course in order to focus on the technical notion at issue. Jennifer Nagel contrasts
Carnapian explication with Goodmanian reflective equilibrium and sets out explication as
follows:
Carnap is an advocate not of reflective equilibrium but of a method he calls explication,
in which we refine a messy and vague pre-scientific concept (the ‘explicandum’) into a
simpler and more exact scientific term (the ‘explicatum’). A successful explication
delivers an exactly defined term that applies to most of the terms once picked out by
the explicandum; this new term should be both simple and fruitful, readily connected to
an existing network of scientific concepts and helpful in the formulation of new laws.
Where reflective equilibrium appears to give equal weight to particular and general
judgments, explication assigns them quite different roles. The process of explication
starts from examples of current usage, or judgments of particular cases, but once a
scientific definition is formed it is not subject to further constraint from reflection on the
intuitiveness of its application to particular instances. Instead Carnap contends that
following a successful explication our intuitions about particular cases will in many cases
eventually come to reflect the new scientific meaning of the term (Logical Foundations
13). In other cases, we may use the scientific meaning of the term in contexts where
precision is required while keeping the original explicandum for everyday use. (Nagel
2007, 795)
In contrast, a Goodmanian advocate of reflective equilibrium would seek to make philosophical
progress by “adjusting our general theories to better match judgments concerning particular
cases while also adjusting our judgments about particular cases to conform to our general
theories” (Nagel, 2007, 794). We would start with clear examples of knowledge, and produce a
definition that will help us classify cases, further reflection on such judgments will help us to
improve our definition. This will allow for conceptual reform thinks Goodman, where ‘in the
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interest of convenience or theoretical utility, we may deliberately permit a definition to run
counter to clear mandates of common usage’ (Goodman, 1965, 66). Goodman does not
characterize reflective equilibrium as an interplay of theory and intuition, as Nagel notes: “what
is adjusted in response to the definition is the usage of a term, rather than the particular case
intuitions associated with that term” (Nagel, 2007, 795). Nagel wonders to what extent
adopting a theory will shape one’s intuitive judgments concerning cases. Linguists seem to have
intuitions of grammaticality that are biased towards their theories and so need to test those
theories against neutral informants. If a comparable tendency emerged in epistemology,
advocates of reflective equilibrium should be expected to urge epistemologists to check “their
theories against the particular judgments of nonexperts, on pain of losing a useful source of
rational constraint” (Nagel, 2007.796) while advocates of explication should be “expected to
defend their theories on the basis of theoretical considerations such as simplicity and
fruitfulness, and to anticipate that the successful theory of knowledge that emerges will
ultimately either bring renegade particular case intuitions into line, or enable us to dismiss
them as irrelevant to the philosophically important and exact meaning of ‘knowledge’ that has
been produced by epistemologists” (Nagel, 2007, 796). I favour explication over reflective
equilibrium because I think it captures what has characterized the best of analytic epistemology
and the best has been awfully good. I will return to this point later.
At any rate, it will be appropriate to talk about technical elitist intuitions because one is
presupposing technical expertise in order to construct the appropriate arguments. Now
Alexander and Weinberg’s response to this technical conception of knowledge is to say:
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But this can’t be the correct way to interpret philosophical practice. Philosophical
practice is not concerned with understanding the nature of knowledge (or belief,
freedom, moral responsibility, etc.) in some technical sense, but of knowledge as
the concept is ordinarily understood outside of strictly philosophical discourse and
practice. If it were concerned only with the technical sense of the concept, it would be
divorced from the concerns that led us to philosophical investigation of the concept in
the first place and its verdicts would have little bearing on those initial concerns. As
such, large and central swaths of philosophical practice must be concerned with the
ordinary concepts. (Alexander and Weinberg, 58)
If they are correct and epistemic analysis has focussed on the ordinary notion of knowledge
embedded in everyday usage as, for instance, Goldman suggests in various places then one
could not appeal to technical elitist intuitions to arbitrate disputes. Despite Goldman and
Alexander and Weinberg’s claims, however, it is anything but clear that professional
philosophers have proceeded by taking the intuitions of the non-philosophical public as
evidential as would be required if the goal is to clarify the ordinary or lay notion of justification
and knowledge, if indeed, such notions have an extension . When push comes to shove,
professional philosophers regularly rule the intuitions of the novice out of court because those
intuitions fail to be informed by a sophisticated body of theory. Anyone with even a single
course in epistemology, at the undergraduate level, knows this to be a fact. It seems obvious
that philosophical practise is here in conflict with the rhetoric of philosophers. More
importantly, it is surely right that professional philosophers ought not to take the intuitions of
the novice as sacrosanct. To do so would be to admit that the professional philosopher has no
more insight than a novice about matters epistemic. It would be analogous to a medical doctor
asking his patient what disease he thought he had because, after all, all medical judgements are
born equal and it is the patient that has the disease. But that would be absurd! It is no less
absurd in the case of epistemology. Having made the assumption that one is studying the
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ordinary notion of justification and knowledge embedded in social practises, the mistake is to
think that everyone has equal insight into the nature of those practises. Being a participant in
those practises does not make one an expert on the nature of those practises anymore than
exhibiting a disease makes one an expert on disease detection. Hence, intuition populism must
be a false doctrine. At the end of the day, the correct view of the object of traditional analysis is
that epistemology begins with the ordinary notion of knowledge but that it arrives at a
technical version of that notion. The technical version is connected with the ordinary version, it
is derived from that version, but it is different. In fact, Goldman’s move from traditional
epistemology to a scientific epistemology in Epistemology and Cognition (1986) provides an
example of just such a move. For these reasons, the history of analytic epistemology has been
largely an attempt to engage in Carnapian explication and, in part, its success can be attributed
to that method.
Another argument that one might offer is that professional philosophers’ intuitions are
privileged because they have a special competency or expertise forged through experience with
the special features of thought-experiments and the truth or falsity of philosophical claims. For
this reason, such intuitions have more evidential value than the intuitions of non-philosophers.
Alexander and Weinberg, in my view, mistakenly reject this argument too. Later, I will try to
clarify the nature of this special expertise but for the moment, let me simply point out that
philosophical advances have been made using such techniques. In the hands of the most skillfull practitioners, e.g., Gettier, Chisholm, Dretske, Goldman, Nozick, Sosa, and others, the
intuitions of the elite have made important contributions to our understanding of the central
epistemic notions of justification, knowledge and rationality. If one thinks that is true then one
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must also think that it was their particular intuitions, in part, that swayed the community to
accept the value of their analyses. Likewise, it was the intuitions of Kripke that were decisive in
advancing the causal/historical theory of reference over the descriptivist view of Frege. If this
were not true, the views in question would not have held sway for even a minute of
philosophical time! Whatever, the correct understanding is of the special ability that such
philosophers display, the fact remains that those intuitions –however arrived at—were decisive
in moving debate forward. As such, those achievements cannot just be brushed aside with talk
of philosophical romanticism and a few minor experiments as Stich has suggested at times. One
must try to understand how such crucial achievements were arrived at. When one does
understand the arguments and intuitions in question, I submit that one will likewise be moved
by the evidentiary power of the relevant intuitions.
3. What is the Metaphysical Status of Epistemic Intuitions?
But what is the source of such intuitions? On my view, the intuitions in question are not
a priori, pre-theoretic, insights. Rather, they are simply constructs out of memories of previous
observations used to consider hypothetical situations and, often, used to develop modal
intuitions. That is, they are built out of empirical data gleaned from past experience and held in
long term memory. When Gettier insists that Smith does not know that P: “Jones owns a Ford
or Brown is in Barcelona,” he is simply noting that unless Smith’s reason for thinking that P is
true is exactly what makes P true, i.e., that Brown is in Barcelona, then Smith does not know
that P. Gettier knows this from experience. In thinking about the hypothetical case in question,
he would not say that reasoning through a false conclusion to a true one generated knowledge.
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One here is constructing the example from bits of past experience together with the ability to
make intuitive judgements about the knowing relation between knower and that which is
known. Empirical data plays an important role in producing the judgement against Smith’s
knowledge that P. Kornblith, Prinz, Williamson, and Sosa have also recently endorsed this view
that intuitions are not a priori but empirical in nature. (Kornblith, 2002, p.12, Sosa, 2005, p.5,
Williamson, 2005 and 2007, and Prinz, 2008, p.191) Since such intuitive judgements crucially
depend on constructing hypothetical examples from such empirical data, I want to say that the
effectiveness of those with elite intuitions has consisted in these philosophers acquiring insights
into the extramental phenomena of knowledge, not the concept of knowledge. Such
philosophers believed themselves to be getting clear about the concept of knowledge when, in
fact, they were getting an empirical fix on the natural kind (Kornblith) or natural kinds (Clarke)
that constitute knowledge. In effect, they were studying the phenomena of knowledge. But, if
that is the case, they would have been better off simply studying the natural kind directly.
Whatever value their work had, and it was considerable, that value lay in their insights into
what, finally, was an empirical matter: the phenomena of knowledge. Just as the best way to
study water or gold or aluminum is to study the stuff and not our concept of the stuff, likewise
the best way to study knowledge is to directly study the natural kind that is knowledge. For this
reason, Kornblith enjoins us to study the Piping Plover in order to see how the cognitive
ethologist attributes knowledge to these birds when, for instance, they engage in broken wing
displays in order to protect their young from predators. Certainly Kornblith’s proposal to study
how epistemic terms are deployed in successful, empirically-informed theory is astute. But the
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metaphysical understanding of justification and knowledge can also be enhanced by turning to
the study of the mind if one wants to truly naturalize epistemology.
Kornblith endorses the idea that one can appeal to empirical intuitions in the early
stages of theory construction when studying natural kinds like gold and knowledge. (Kornblith,
2002, 12) This seems appropriate. I also agree with him that this early stage will properly give
way to studying the phenomena directly as theory progresses. Beyond the empirical status of
the intuitions appealed to in such early stages of inquiry and the fact that these intuitions are
the product of a rich theoretical background, one might still wonder whether there are other
properties of such elite intuitions. To get more precise about the answer to this question, I turn
to Dual Process Theory.
4. Dual Process Theory and Epistemic Intuitions:
Dual Process theorists argue that there are two minds in each cranium. These two minds
employ two distinct processing mechanisms and employ different procedures to deal with
deductive reasoning, decision making, and social judgement. As Frankish and Evans put it:
“Typically, one of the processes is characterized as fast, effortless, automatic, non-conscious,
inflexible, heavily contextualized, and undemanding of working memory, and the other as slow,
effortful, controlled, conscious, flexible, de-contextualized, and demanding of working
memory.” (Frankish and Evans, 2009, 1) And Dual Process accounts of learning and memory
have also been developed, “...typically positing a non-conscious implicit system, which is slow
learning but fast access, and a conscious explicit one, which is fast learning but slow access.”
(Frankish and Evans, 2009, 1) Human cognition is then seen as involving two multi-purpose
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reasoning systems, System 1 and System 2. The former have the fast characteristics and the
latter, the slow characteristics. Of course, there are a variety of differences among the positions
held in this debate. Jonathan Evans provides the following chart of typical properties of System
1 and System 2 theories of cognition:

System 1
Evolutionarily Old
Shared with Animals
Unconscious, preconscious
Automatic
Fast, parallel
Independent of language
Rule-Based
Belief-based, pragmatic reasoning
Implicit knowledge
Independent of cognitive capacity
Sub-personal
(Evans, 2009, 34)

System 2
Evolutionarily New
Distinctively Human
Conscious
Controlled, volitional
Slow, sequential
Associated with language
Associative
Abstract, logical reasoning
Explicit knowledge
Dependant on cognitive capacity
Personal

It is often claimed that System 1 is early evolving, shared with other animals and includes
implicit learning and modular cognition. In contrast, System 2 is recent, uniquely human, and is
related to working memory and general intelligence. As such, System 1 is much more like the
Cosmides and Tooby massive-modularity position in the recent literature. Whereas, Fodor’s
peripheral modularity combined with a nonmodular, general intelligence capacity at the center
of the mind is more like the hybrid System 1/System 2 combination. For Evans, in contrast, the
idea is that System 1 and System 2 are responsible for type 1 and type 2 processing. Type 1
processes are fast, automatic, have high-processing capacity and require only low effort, while
Type 2 processes are slow, controlled, of limited capacity, and require high effort to utilize.
Evans follows Wason and Evans (1975) in using the type terminology. Evans then adds a System
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3 processor to deal with conflict and control issues concerning the interaction of System 1 and
System 2. On his view, these systems are tokens. In contrast, Richard Samuels has argued that
the token systems view is mistaken as he argues for the system type or cognitive kinds position.
Samuels also makes the important point that each system involves clusters of co-varying
properties. That is, processes that exhibit one property typically possess the other properties.
This matters since the fact that clusters exist suggests an underlying suite of mechanisms subserving such co variation. This abductive inference then paves the way to posit a “bipartite
division between cognitive mechanisms.” (Samuels, 2009, 131). In short, there are natural kinds
that underwrite cognition where Samuels construes ‘natural kind’ in Richard Boyd’s sense as
homeostatic cluster properties. According to Samuels, dual process theorists endorse two
claims:
1. Dual-Cluster Thesis: cognitive processes tend to exhibit either the S1 or S2 clusters.
2. Dual-Systems Thesis: there is a division in our cognitive architecture – a division
between cognitive systems – that explains this clustering effect. (Samuels, 2009, 132)
Samuels thinks that there are two ways of developing these generic claims: these are the token
and the type thesis. The Token Thesis maintains that there are just two particular cognitive
mechanisms or systems. The System 1 mechanism sub-serves cognitive processes that exhibit
the S1-property cluster. The System 2 mechanism sub-serves cognitive processes that exhibit
the S2-property cluster. Each human mind exhibits a fundamental, bipartite division into these
two particular systems. Evans accepts a version of this claim because he argues that we have an
old mind and a new mind that consists, respectively, of a group of System 1 and a group of
System 2 processes. In contrast, according to the Type Thesis, each mind is constructed out of
two types or kinds of cognitive system. Systems of the first kind sub-serve processes that tend
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to exhibit the S1-cluster. Systems of the second kind sub-serve processes that tend to exhibit
the S2-cluster. But there is no overlapping old mind/new mind dichotomy or Token Thesis at
play. The Token Thesis implies the Type Thesis but not vice-versa. As such, the Type Thesis is
logically weaker than the Token Thesis. Samuels defends the Type Thesis as more plausible than
the Token Thesis principally because there seem to be many system 1 and system 2 devices in
the mind. For instance, the human visual system involves many subsystems for depth
perception, color identification, and categorization. (Palmer, 1999) And, these subsystems
themselves decompose into smaller units, and so on. Suppose that Samuels is correct and the
cognitive kinds or Type Thesis is true, how would this bear on issues concerning epistemic
intuitions as canvassed earlier in this paper?
5. Dual Processes and Knowledge:
One claim that I want to advance is that second order reflections (System 2) generate
the concepts that are once removed from the first order judgements (System 1) that constitute
knowledge -- the external phenomena. In effect, internalists in epistemology have been
attempting to capture, using System 2 processes, the second order reflective, concept of
knowledge that externalists have been attempting to disclose among first order modules as the
non-reflective, phenomena of knowledge. Internalists have focussed on the concept of
knowledge, while externalists have focussed on the phenomena of knowledge. One group’s
target was the concept of knowledge, the other’s target (pace the self-understanding of
Goldman, Dretske and other philosophers whom one might call ‘Phase I Externalists,’ who saw
themselves as clarifying a naturalized concept of knowledge) was knowledge itself! If that were
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true, then it would follow that a proper understanding of the concept of knowledge would be
intimately connected with the phenomena of knowledge. ‘Phase II Externalists’ are those like
Kornblith and Clarke who think we should study the phenomena of knowledge, not the concept
of knowledge. I offered in Reconstructing Reason and Representation (MIT Press, 2004) an
account of the set of natural kinds that are the phenomena of knowledge. What I want to do
here is to sketch an account of how the concept of knowledge is related to the phenomena of
knowledge via Dual Process Theory. I think that when it comes to crucial moves in the
externalist literature what we find are elite technical intuitions driving analyses of the concept
of knowledge forward. For instance, Dretske argued using certain technical modal intuitions
that Goldman’s causal theory of knowledge was inadequate. The way that he did this was to
consider an example that Goldman had used involving a volcano. On Goldman’s view, S knows
that A, the Mountain, erupted if there is a continuous causal chain running from the eruption,
many centuries earlier, to the solidified lava in the countryside that S now sees. S infers that P:
“A erupted many centuries ago,” from the current evidence and the correct, but implicit,
reconstruction of the causal chain that produces the solidified lava around A.
Later, Dretske has us consider an altered version of the lava example, call it the ‘Lava
with a Twist’ case. We now posit a second mountain, B, beside mountain A. We imagine that
something was bound to give in the sense that “if A had not erupted, B would have.” Everything
else about the original example remains the same. On Goldman’s causal account, S knows that
P: “Mountain A erupted many centuries ago,” because there continues to be a continuous
causal chain running from the eruption of A many centuries ago to the solidified lava currently
in the countryside. But, says Dretske, this won’t do. Climactic conditions were such that
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something had to give, if A had not erupted, then B would have erupted and S would have had
the same evidence that he now does; namely, the solidified lava in the countryside at the base
of A and B. Since S would have gotten things wrong in this counterfactual case, the mere fact
that he gets thing right in the actual case is not sufficient to generate knowledge. At best, S
knows that “Either A or B erupted many centuries ago.” Hence, one must not only have latched
onto the correct causal connection when one knows that P, it must also be the case that one
would have gotten things right in near possible worlds. Dretske, with this insight, introduced
the notion of a counterfactual into the requirements for knowledge for the first time. The way
he put it was:
S knows that P if and only if given your reason R (or evidence), and fixed conditions C, it is not
physically possible that not P. That is,
(2) R would not be the case unless P were the case.
Relativized to our case, it must be true that
(2d) The lava would not be here, and distributed in this manner, unless A erupted.
Fixed conditions C consists of all those facts that are logically and causally independent of the
fact that P, e.g., the position of the moon and stars. Such conditions are not allowed to vary or
subjunctive conditionals such as 2d would be trivialized. But other facts, such as if A had not
erupted, then B would have erupted, are allowed to vary since B erupting is causally dependent
on A’s not erupting. One must have empirically conclusive reasons for P, when one knows that
P. Dretske’s modal elite intuitions had changed the face of epistemology. The intuitions in
question were intuitions about what is physically possible given the laws of nature in force with
respect to the mountains in the situation at hand. As Dretske points out:
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(2), therefore, expresses something stronger than a causal relationship between R and
P. It should be pointed out, however, that it expresses something which is, in certain
important respects, weaker than a universal association between states or conditions
similar to R and states or conditions similar to P. When ‘R’ and ‘P’ are expressions which
stand for particular conditions or states of affairs, as will often be the case when we
know one thing on the basis of something else, (2) expresses a connection between
more determinate states of affairs than those described by talking about states similar
to R and P.” (Dretske, 1971, 6)
Dretske also says this about scepticism:
I think there are several confusions to be found in traditional scepticism, but one of
them is not that of insisting that to know that P on the basis of R, R must somehow
preclude the possibility of not-P. The confusions lie elsewhere. If one interprets the
‘might’ (or ‘could’) of (3) [3 was an entailment of 2 that is false: (3) Although R is the
case P might not be the case.] too narrowly (as simply ‘logically possible’) then, of
course, (3) will, in almost all interesting cases, turn out true and (therefore) (1) is false.
Even if one liberalizes the interpretation of (3), and thinks of it as representing some
form of physical impossibility as I have, there is still the tendency to think of this physical
impossibility in its most general sense, as the impossibility of violating some natural law
that holds in all circumstances and not, as I have argued, the impossibility of having R
with not-P in the particular circumstances which in fact prevail on the occasion in
question.” (Dretske, 1971, 19-20)
We might call these intuitions about what is physically possible, relative to the laws of nature,
in very particular circumstances, “Dretske intuitions”. These are empirical intuitions concerning
what is physically possible in particular circumstances, not what is logically possible. The
theoretical knowledge arrived at is a posteriori since it depends on such empirical intuitions
about what is physically possible. That is, Dretske’s intuitions are modal in the sense of physical
possibility and as such are fully naturalized in the sense that they are not a priori and do not
produce logically necessary a priori knowledge. Subsequent work by Goldman and Nozick
fleshed out these results but utilized the same sort of empirical intuitions concerning natural
necessity to elucidate our empirical knowledge of the external world. It was argued that
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knowledge was not closed under known entailment. The question is: how do such technical,
modal intuitions function to provide evidence for Dretske’s externalist, reliable indicator
account of knowledge?
The answer, I think, is that Dretske was using technical modal intuitions about
hypothetical cases to drive theory forward. Those intuitions were the result of System II
reflections, constructed out of, possibly several, memories about actual observations in order
to think about counterfactual, hypothetical, cases that seemed to be about the concept of
knowledge. However, in fact, they were about the phenomena of knowledge. The perceptual
content themselves that they were constructed out of are the product of short or long term
memory. Such memories are housed in System II. Those System II intuitions then fed into
Dretske’s account of the phenomena of knowledge. Keep in mind that the cognizer need have
no such technical intuitions in order to know that P. The cognizer need only satisfy Dretske’s
truth conditions on knowledge in order to know that P. In fact, nonhuman animals and young
children could satisfy such conditions. That was the beauty of the analysis, for the first time in
the history of epistemology, the conditions on knowledge did not require herculean acts of
justification from the first person, subjective standpoint, in order to know that P. In effect,
knowledge was an achievement made possible by System I, modular processors. The weight of
Cartesian, internalist, wheel-spinning, scholasticism was finally over. The sceptic need no longer
be answered from the first person standpoint. Nevertheless, the sceptic is answered since as
Dretske notes: “For if (2) is true, then, in answer to the sceptic’s question, ‘Couldn’t you be
hallucinating?’ or ‘Might it not be a fake or imitation of some sort?’ the correct response,
whether or not we know it correct, whether or not we can show it correct, is ‘No!’” (Dretske,
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1971, 20) The explanation of knowledge as a theoretical enterprise was separated from the
truth conditions on knowledge. It was acknowledged that one could satisfy the truth conditions
on knowledge without having any theoretical grasp of the conditions thereby satisfied. The
phenomena of knowledge had finally been separated from its analysis. Dual Process Theory can
now contribute to this insight by explaining that the phenomena of empirical knowledge is the
product of System I modules while the analysis of the concept of knowledge proceeds by
utilizing the resources of System II reflection. i Such reflections may make use of the
imagination. However, the intuitions involved in such imaginative, hypothetical, thought
experiments are not a priori but empirical intuitions about natural necessities that follow from
laws of nature. As such, our theoretical understanding of knowledge is a posteriori and
contingent. There are no nonnatural ingredients in our theory of knowledge. Intuition is not
some mysterious a priori mechanism. Understanding counterfactual conditionals as Dretske or
Nozick does is not a form of a priori inquiry that requires some special ability captured by the
term ‘intuition.’ The force of Gettier’s insights relies on the same kind of intuitions as Dretske
and Nozick. In effect, Dretske’s “Conclusive Reasons” paper explained why, inter alia, Gettier’s
counterexamples to JTB were correct.
6. Descriptive and Evaluative Intuitions:
But what of the simple judgements about knowledge that people make? Ordinary folk
make intuitive judgements about ethical matters, e.g., “John was wrong to kick his dog,” logical
matters, e.g., “It is more likely that Linda (a bright, single, outspoken, 31 year old philosophy
graduate) is a bank teller and is active in the feminist movement than that she is a bank teller,”
and epistemic matters, e.g. “Smith does not know that ‘Jones owns a Ford or Brown is in
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Barcelona.” These immediate judgements seem to be the result of System I processes because
they are fast, we have no idea what their source is, and they often are very difficult to reject.
We simply find ourselves being unable to resist such intuitions. Philosophers such as Jennifer
Nagel, in epistemology, and Leland Saunders, in ethics, have emphasized the importance of this
sort of intuition. With Saunders, I think it is important to distinguish between descriptive,
psychological, ethical and epistemic intuitions and evaluative ethical and epistemic intuitions.
The former are the immediate System I judgements that people make about ethical and
epistemic cases. The latter are considered intuitions that are the product of explicit theorizing.
An example of the former notion, i.e., psychological, intuitions, was discussed by Saunders
when he refers to Haidt’s ‘moral dumbfounding’ example:
Julie and Mark are brother and sister. They are traveling together in France on summer
vacation from college. One night, they are staying alone in a cabin near the beach. They
decide that it would be interesting and fun if they tried making love. At the very least it
would be a new experience for each of them. Julie was already taking birth control pills,
but Mark uses a condom just to be safe. They both enjoy making love, but they decide
not to do it again. They keep that night as a special secret, which makes them feel even
closer to each other What do you think about that, was it OK for them to make love?
(Haidt, 2001)
Most subjects find this behaviour to be seriously morally wrong. Subjects continue to find this
morally repulsive even though they cannot provide reasons for this judgement and even after
various concerns are ruled out. Here we have psychological intuitions of an ethical variety.
Saunders suggests that such psychological intuitions are the product of System I ethical norms
or rules. These intuitions must ordinarily be squared with explicit moral theorizing and this
makes the idea of reflective equilibrium attractive. As Saunders notes:
Part of what makes reflective equilibrium attractive as a normative theory of moral
judgement is that it recognizes a potential gap between moral intuitions and a
consciously held moral theory – a gap strikingly demonstrated by moral dumbfounding.
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Any plausible account of reflective equilibrium needs to explain how that gap is
possible. It is important to note that disparities between intuitions and consciously held
theories occur with respect to many cognitive domains, not just morality. For example,
people often make judgements about probabilities that are in direct conflict with
consciously held norms of conjunction (Kahneman and Tversky, 1983).
An example of evaluative moral intuitions might occur when, say, a Utilitarian decides to
overrule the idea that it is always wrong to hurt innocent people. For instance, a Utilitarian
might favour killing 5 in order to save 500 people. In such cases, theory-driven intuitions take
precedence over psychological ethical intuitions. The evaluative intuitions are the product of a
moral theory couched in System II, slow, deliberate, and conscious processes. The descriptive
psychological intuitions are the product of System I processes that are fast, automatic, and
subconscious. This fits nicely with the dual process theory which posits two such reasoning
processes (Saunders, 2009). It also fits nicely with the notion of reflective equilibrium where
one tries to square System I, psychological, ethical intuitions with the explicit theorizing of
System II ethical reasoning. In fact, Saunders develops an elaborate account of how this takes
place, drawing on work by Sripada and Stich (2006). Eventually, he argues that new theoretical
norms can be developed and fed back into System I norms. As such, these new norms produce
automatic intuitions that are the product of sophisticated ethical theory. One reprograms one’s
norms in order to produce better intuitions. Saunders’ model looks like this:
[See diagram]
Figure 15.4 Acquisition of norms through self-verbalization and community involvement.
(Leland, 2009, p.351)
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One can see how the model facilitates Goodmanian reflective equilibrium. Adapted to the
epistemic case, it would provide a nice snapshot of how it can be that particular epistemic
judgements are brought into agreement with an epistemic theory.
If such a model can be made to work, then the sophisticated modal intuitions that
Dretske has about knowledge, that are the product of System II reflections can, in principle, be
implemented in the epistemic norms that produce automatic intuitions about knowledge at the
System I level. In this way, we can explain folk epistemic intuitions as psychological, epistemic,
System I, intuitions and elite, modal, technical intuitions as the product of sophisticated
epistemic theorizing at the System II level. The goal is to achieve reflective equilibrium between
one’s psychological intuitions and one’s explicit epistemic theory. To do that, one must amend
an epistemic norm that produces a psychological judgement or intuition that conflicts with a
theory we accept and amend a theory when it conflicts with an epistemic norm that produces
psychological intuitions that we cannot reject. The interplay between System I intuitions and
System II explicit theorizing creates the dynamic reflective equilibrium process that we call
‘epistemology.’ On this view, the phenomena of knowledge is witnessed when we make System
I epistemic judgements using epistemic norms that are subconscious despite producing
automatic, immediate epistemic judgements. On the other hand, when we engage in System II
epistemic theory construction, we produce new theory-driven evaluative intuitions. Such
evaluative intuitions may well be at odds with the descriptive psychological intuitions of System
I. If the epistemic theory wins the day, then we would attempt to make those evaluative
intuitions automatic and subconscious. In the process, we would have inculcated a new
epistemic norm at the System I level. Much like learning to drive a car, we would foster such
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new epistemic norms in order to improve our System I intuitions just as we foster good driving
norms in order to improve our driving.
This model paints a rosy picture of how new epistemic norms might be implemented at
the System I level. In fact, the picture is too rosy. We know that there can be expensive start up
costs for implementing a cognitive rule. For instance, as Bishop and Trout have argued,
Bayesian conditionalization is very difficult to implement for most cognizers. (Bishop and Trout,
2005) For this reason, they suggest that it will often be better to adopt statistical prediction
rules or SPR’s that a computer might implement. This will avoid the costs that humans would
pay for attempting to carry out various calculations and the errors that humans often make in
carrying out such calculations. Moreover, it is unlikely that evaluative ethical intuitions, about
say utilitarianism, can be implemented as the product of System I ethical norms. Why? First,
notice that such norms are subconscious and produce psychological ethical intuitions. As such,
it will be difficult to alter such System I ethical norms. Suppose one wanted to implement an
ethical norm that said: “If you can save five hundred lives by sacrificing five lives, do so.” One
can imagine this norm being very difficult to implement. For instance, it will compete with the
automatic intuition that says: “It is always wrong to kill innocent people.” Our lack of control at
the System I level will always make it difficult to override such System I ethical norms. This
problem has its mirror image when it comes to the logical reasoning cases. For instance, it is
hard to avoid the conjunction fallacy exactly because our psychological epistemic intuitions
have us reasoning in a way that is incompatible with the conjunction rule from classical
probability theory. System I, modular intuitions may not be subject to revision at all because
such modules are informationally enscapsulated, mandatory, and automatic. Consider visual
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perception. The Muller-Lyer Illusion cannot be overcome even once one is told that the two
lines are the same length and that it is the arrows that fool one into thinking that the lines are
unequal in length. The upshot is that Dretske’s modal intuitions about knowledge may simply
be impossible for most cognizers to implement at the level of System I epistemic norms. For
these reasons, I think Saunders’ model is not feasible. Moreover, it does not even capture what
good epistemic theorizing would do: preserve only the best System I psychological intuitions
and System II theory-based intuitions because it favours the immediate judgments of System I.
Finally, the reflective equilibrium model that it emerges from would sanction the defective
System I psychological intuitions by squaring them with one’s epistemic theory, where
deviations from common usage are only allowed in the interest of convenience and theoretical
utility. But all of this is a mistake! In fact, it is the same mistake as is involved in accepting
intuition populism. The mistake is to assume that all System I intuitive judgments should be
accorded equal evidentiary status regardless of their pedigree. Clearly, not all intuitive
judgments are born equal! Moreover, convenience and theoretical utility cannot be
appropriate reasons to allow one’s epistemic theory to deviate from common usage.
Notice that Dretske’s System II, theory-infected modal intuitions are usefully different
from one’s System I psychological intuitions. The goal of reflective equilibrium is to bring those
System I psychological intuitions into line with our System II reflection-based epistemic theory.
But why would we want to do that? Our ordinary intuitions about knowledge are often simply
wrong, that is why epistemologists spend time correcting the intuitions of their students. As
Nagel notes: “When beginning students claim to find it intuitive that knowledge can be false
(because ‘what the experts know now might turn out to be wrong’), or that what is known need
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not be believed (because ‘after studying boring material for a test, I might end up knowing lots
of stuff without believing any of it’) their remarks are usually set aside as unconnected to the
concept of knowledge that counts” (Nagel, 2007, 805). The folk notion of knowledge that they
are utilizing and its folk intuitions must be replaced with the technically correct notion of
knowledge based on both its new correct technical intuitions (as in the ‘Lava with a Twist’ case)
and correct folk intuitions (as in the Gettier cases). Just as one must reject the intuitions that
result in the conjunction fallacy in favour of the conjunction rule from classical probability
theory, one must reject the intuitions that depart from Dretske’s conclusive reasons account
and accept Dretske’s epistemic theory. On the other hand, the System I intuitions that Gettier
used to drive the rejection of the traditional account of knowledge must be preserved.
Dretske’s definition of knowledge is technical. As such, it leaves behind some folk intuitions that
depart from it. That is because Dretske’s theory was not based on Goodmanian reflective
equilibrium but Carnapian explication. Goodmanian reflective equilibrium merely permits
theoretical reform. The grounds for allowing it are ‘convenience or theoretical utility.’
Carnapian explication, on the other hand, encourages such theoretical reform: the whole idea
is to replace messy and vague pre-theoretic concepts (the explicandum’) with simpler, exact
scientific terms (the ‘explicatum’) by appeal to simplicity, fruitfulness and other theoretical
virtues. As Nagel says: “Where reflective equilibrium appears to give equal weight to particular
and general judgments, explication assigns them quite different roles...once a scientific
definition is formed it is not subject to further constraint from reflection on the intuitiveness of
its application to particular instances” (Nagel, 2007, 795).
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Explication provides a concept of knowledge arrived at from System II reflection. It has
the theoretical virtues of simplicity, fruitfulness and precision. Such scientific concepts of
knowledge were useful precisely because they point the way forward to the natural kind that is
knowledge. Just as the Carnapian concept of temperature was simple and fruitful, so was
Dretske’s account of knowledge. But the scientific concept of knowledge explicated in this way,
was once removed from the extra-mental phenomena of knowledge itself. It is that phenomena
that must now be studied directly. If I am close to the mark, that study will make important use
of Dual Process Theory to understand the phenomena of knowledge.

ii
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6. Abstract: Minority Language Renewal : Scottish Gaelic in Nova Scotia,
Canada
With the last battle on British soil, i.e. the Battle of Culloden (1746), there began
that prolonged migration of Scots, including Scottish Gaels, to far-flung corners of
the world. Canada was a destination then and still is. In 1867, the majority of the
Fathers of Canadian Confederation were Gaelic speakers. In the 1901 Canada
Census, 50,000 Nova Scotians cited Gaelic as their mother tongue. With the
exigencies of two world wars, out-migration in search of work, and growing
English hegemony, although decline in native speakers of the language continued,
sporadic attempts to curtail decline began to gain momentum in the 1970s and
1980s, with official governmental backing being realised as the 21st century got
underway.
Since the official opening of Oifis Iomairtean na Gàidhlig (the Nova Scotia Office of
Gaelic Affairs) in 2007, the office has been involved in a considerable number of
initiatives based on its primary mandate, i.e. the increase of Gaelic speakers in the
province. In this presentation, I will highlight two major endeavours which have
their roots in the strong belief that language is rooted in community where
families, young and old, speak their common language naturally on a daily basis.
Gàidhlig aig Baile, loosely “Gaelic in the home” in English, is one of these
programs. At the present time, over 250 adult learners are participating in this
program in 12 communities across the province. The second program, Bun is Bàrr
(“Root and Branch”) is a Master-Apprentice program based on the one in
California in which learners work with elders in a one-on-one mentoring situation
whereby learners acquire language through visiting and everyday activities. This

presentation will describe how these two programs seek to bring about increase
of Gaelic speakers steeped in Nova Scotia Gaelic culture.
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ABSTRACT: The aim of this paper is to examine the current and historic forces
constructing women’s roles in Saudi society. It also explores the part women are
playing in current changes occurring in the Kingdom. The paper begins with an
historical discussion of how changes in the political economy led to a
confrontation between economic pressures to ‘modernize’ and political, cultural
and ideological pressures to maintain the image of the ideal Islamic woman. This
section briefly covers both women in Bedouin society and urban women before
and after the oil boom. The second section of the paper explores the reasons
why constructing this image of the ideal Islamic woman has been essential to the
stability of the Kingdom. In this section, an overview of State policies and
strategies used to maintain this image are discussed. These strategies include
segregation, education, career choice, restrictions on movement, and veiling.
The final section of the paper brings the two previous discussions up to date
with contemporary political, economic and cultural changes. This section
discusses the recent changes that have taken place since King Abdullah ascended
to the throne in 2005. This section suggests why it is in the Kingdom’s political
and economic interests to create a new image of the ideal Saudi woman. In
addition to a discussion of changes in state policies, this section also discusses
the increase in female activism in redefining what it means to be a woman in
Saudi culture. In other words, both the state and women activists are seeking to
make cultural changes that will lead to continued stability and increased
modernization in Saudi society. The paper concludes with a modest prediction
for the future of women in the Kingdom. In summary, this paper posits that
women have been and remain essential to both the stability and modernization
of the Kingdom of Saudi Arabia.
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Title: “Artmaking and Analysis: Learning to See”
Seeing plays a vital role in the process of artmaking and art analysis; yet seeing is often
mistrusted, laden in actuality and myth with personal bias and emotion. Artist’s seeing, however,
is inseparable from artmaking, being a dependable process of thinking relative to art. In essence,
it functions to intently observe and identify visual components that together make an artwork
intelligible and coherent. This paper will define artist’s seeing and discuss my approach to
teaching artist’s seeing to engage visual thinking.
There is a particular visual blindness (as opposed to physical, spiritual or intellectual
blindness) that arises from unfamiliarity with a subject; this blindness interferes with the process
of looking acutely and critically. Related to this type of visual impairment is that borne of
expectation, so that one’s perception is based on ill-considered or unrealistic expectations. These
expectations may relate to cultural or personal experiences.
A recent article in British Archeology includes an example of this blindness born of
unfamiliarity and/or expectation, and its consequence. In the early 1700s, inhabitants of the
remote Easter Islands looked out across the waves and beheld great ships with huge, billowing
sails approaching. Never having seen such a sight, the islanders misidentified them as giant
birds, swooping in from across the limitless ocean, laden with small gods. This misidentification
is thought to have been the inspiration for the creation of a birdman cult that exists until today. 1
In a drawing or painting class in the early days of learning, it is not unusual for
preconceived expectations to prevail over reality, yielding representations of what the student
1

Mike Pits, James Miles, Hembo Pagi and Graeme Earl, “The Story of Hoa Hakananai’a.”
British Archeology (May-June 2013), 24-31, p. 30-31.
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thinks the subject looks like, rather than how the subject actually appears. I’ve never had a
Drawing I student who drew a portrait and initially blocked-in enough space for the person’s
brains, for example; invariably, students draw the subject with a big forehead and no cranium to
speak of—simply, they had never noticed that head height existed.
Thinking is largely dependent on information acquired through the senses, and the
primary sense through which information is acquired for a visual artist (and most other people as
well) is seeing. Since the brain functions and thinking occurs relative to the input of information,
thought and seeing are inextricably related, but seeing is the beginning. How odd that throughout
most of the 20th century, seeing has been regarded with skepticism and mistrust, filtered as it
may be through prejudice, time limitations, disinterest and disinformation.
Modernist biases against seeing notwithstanding, seeing is necessary, particularly for art
practitioners and art viewers. And, while mimeticism is a tool I use for teaching seeing, this
paper is not a treatise on realism or an argument for realistic or mimetic art practice over
abstraction or conceptual art.
I do propose that seeing is most useful for an artist when its goal is seeing the subject
systematically, analytically and comprehensively, in order to describe the scene, figure or
object(s) literally and, as far as is possible, absent emotion or preconception. This systematic
type of seeing informs all genres of artmaking and provides a foundation for art analysis.
Certainly, it is the essence of mimetic representation, whether trompe l’oeil or not. Using the
resulting established connection to reality and the acquired close familiarity with the subject
matter, the artist is on solid footing to venture beyond mimesis as far as concept, abstraction
and/or imagination might take him or her. This is, in fact, the type of seeing (and resulting visual
thinking) employed by Picasso as he moved his art from mimesis into Cubism.
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As an artist engaged in artmaking and teaching others to make and write about art, I
think of seeing as divided into three general categories. The first is casual seeing; this is the kind
of seeing that takes us through the world, aware of the visual cues of the world around us just
enough to find our keys and stay out of oncoming traffic. This seeing is largely unconscious; we
see without thinking about looking. The knowledge acquired through casual seeing varies in
quantity and quality, depending on the extent of awareness and on what a person expects to see,
based on past experience. Casual seeing presents one explanation for why accidents and crimes
produce such a wide variety of eyewitness accounts.
The second general category of seeing is conscious seeing. This is attentive, active
looking to accumulate knowledge or information that will, through reasoning, produce an
explanation or solution. Scientists and investigators engage in this type of seeing; knowledge
acquired varies from individual to individual based on training, experience and expectations.
Similar to conscious seeing, the third category is artist’s seeing. It, too, accumulates
knowledge, but its goal is not to solve or explain. Artist’s seeing functions to intently observe an
object or scene and identify visual components that work in concert to make an artwork coherent
and intelligible. The goal of artist’s seeing is to render these identified components in such a way
as to reproduce that intelligibility and coherence—or a sensation or emotion they have evoked in
the artist—and transform them into art. Artist’s seeing not only gathers information, it breaks
down information and then filters it through the artist’s highly individual sensibilities, to represent it.
Those individual sensibilities, major determinants of the artist’s visual truth, affect the
way he or she perceives the world and references it in an artwork. From childhood, artists seem
to have an innate propensity for seeing more acutely than others in society, looking more closely,
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and observing more intently. Apart from and in cooperation with innate tendencies, the artist’s
visual truth is dependent on training (in art practice and culture), on experience, and on their
approach to artist’s seeing.
As a rule, people can be trained to see more comprehensively. Take cast shadows, for
example: in every introductory painting or color drawing class I have taught—in the West or the
Middle East—I ask my students to look into the cast shadows of still life objects and tell me
what color they see. Almost without exception, the students’ initial reaction is “grey” or even
“black,” and if the shadows are cast on a white base, they occasionally say “white.”
Only upon contemplation—and often after I point out the variety of streaks and shapes of
color in the shadows, which are not grey and certainly never black or white—do they, with
uniform amazement, identify the colors for themselves. Once they have seen it, it becomes part
of their experience, a part of their thinking and visual truth. Therefore, it becomes a
consideration of their artmaking.
Psychologist and philosopher Rudolph Arnheim wrote that “No thought processes seem
to exist that cannot be found to operate, at least in principle, in perception. Visual perception is
visual thinking.” 2 He believed that sensory experience, primarily visual perception, rather than
being basically false and often misleading, is our only access to reality. This idea seems
reasonable to me.
To see casually is to see meagerly. To see meagerly is to see in a way that is irrelevant to
artmaking.

2
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In my classrooms in a liberal arts university in the Middle East, it is an adage that
students will not fully see an object until required to draw it, will not truly know what he or she
looks like until required to do a self-portrait. In the process of focusing attention on an object—
or a face—in order to depict it or somehow describe it visually, “artist’s seeing” is born. In this
way, the process of making art changes the way we see.
Nearly all of my students come to beginning drawing classes with no observational
drawing skills. The majority has “learned” to draw through copying or drawing from the
imagination.
Since these students are often fearful of failure in a life drawing class, we discuss the
reasons we will be working from life. I explain to them that copying requires little from the artist
creatively; all the decisions concerning size, media, proportion, values, movement, composition
and so on have already been made in the original work. These are the decisions a thinking artist
makes. No real intellectual or creative engagement is necessary to produce a fair facsimile of the
original, which is always a reproduction, anyway—meaning that the student copies a copy.
We discuss the relative pros and cons of drawing from the imagination; I assure them that
I will applaud the use of imagination, once the student possesses a foundation in the science and
craft of drawing, which tends to give the imagination wings.
In my experience, these initial discussions reveal that my newest batch of beginning
students have given no prior thought to composition or formal considerations. They, in fact,
know little or nothing about composition or formal considerations, having relied instead on those
made by the artist who created the original artwork, or—in the case of working from the
imagination—having relied on decoration, doodling, smudging and hope.
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For beginning drawing students, both copying and working from the imagination tend to
produce undisciplined drawing students without confidence in their own skills, with a superficial
approach to creativity, and a real lack of critical thinking skills with regard to artmaking.
It is odd that most of my students—most people, in fact—believe that if a person cannot
already draw at a young age, they will never be able to draw and can never be “real” artists. They
are skeptical when I say this is not true. The irony is that no one in other disciplines entertain
such foolish notions; no one suggests that if one is not doing calculus at age five, calculus will be
forever out of reach.
Representational drawing can be taught, and it can be learned, like any other discipline.
It is nothing more nor less than learning to see (artist’s seeing), plus eye-to-hand coordination
developed through practice. The eye-to-hand coordination is the same as that necessary in order
to learn to write one’s own name.
Although talent cannot be taught, it can be developed in the process of learning to draw.
In a structured class, with guidance and constructive encouragement, technical expertise and
creativity are developed as both the analytical and creative functions of the brain are engaged.
Often, after base skills have been developed, it is useful for some artists to study old master
works and reproduce them in order to attempt to identify and absorb the decision-making process
followed in their creation.
Beginning students, however, discover the visual truths that are to be found in mimetic
artmaking through the effort expended in the process of making their own work and observing
the progress of the work of others around them.
The process of achieving any level of mimeticism is complex. The artist’s seeing, his or
her focused attention on a three-dimensional scene existing in the world, is transferred through a
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series of complex processes of the eyes and brain to direct the hand of the artist. The artist,
having viewed a three-dimensional scene, then translates the information into a two-dimensional
drawing or painting on a two-dimensional picture plane—such that the viewer perceives it as a
three-dimensional reproduction of the original scene. This creates the three-dimensional
illusionary “window” painting or drawing such as was refined during the Renaissance.
The process of drawing simple to increasingly complex still life over a period of time like
that of a semester results in increasing competence in artist’s seeing, which, in turn, fosters selfdiscipline, critical thinking skills, and confidence born of seeing a challenging project through
from the original idea to the final artwork displayed in critique. The struggle to depict—and it is
a personal and creative struggle—produces skills and attitudes that spill over into other academic
work across disciplines.
During final critique, viewing the totality of their semester’s labor, students often express
their surprise at what and how much they have been able to accomplish. They are proud of
themselves, their work, and their progress.
Once trained in mimeticism, they are free to prefer abstraction or any other kind of art—
and make it with a higher level of expertise, since learning to draw mimetically also improves
composition, line, value, color and so on, the formal elements that are employed in both realistic
and abstract work. Students become thinking artists, making art from a position of strength.
But first, it is necessary that they learn to see.
In a like manner, teaching students to view art is fascinating; I am intrigued by their
insights and engaged by the differences that age, culture and worldview bring to the experience.
Before they can arrive at the insight, however, they have to learn how to really look at, for
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example, paintings. In the looking, they go through a series of assignments that lead them to
begin to think paintings.
First, they note the painting’s attribution, which includes the artist’s name, the name of
the painting, the year it was made, the materials of which it was made, the actual size of the
painting, and the location of the collection in which it now resides. This is purely informational,
the basis of identification.
Second, they describe the appearance of the painting, what they actually see—the subject
if there is one, the narrative if there is one, the arrangement of the elements on the picture plane.
Third, they examine the painting in the context of the visual elements and organizing principles
described and discussed in class, noting how the elements present within the painting.
Finally, they describe what they have come to understand about the painting, what
meanings they may have uncovered; in effect, they are describing what they think about the
painting. This is a purely personal reaction, but it is based on familiarity at this point, and they
often come up with engaging insights. Afterward, the class as a whole discusses what the
original intentions of the artist might have been, based on what has been written, or based on the
time and conditions of the time the art was made.
In this structured process of looking, they move past superficial, casual seeing and
become educated viewers, connecting sight with thinking and analysis. The revelations they
make for themselves are prompted and confirmed through the sight of their own eyes.
__________________________________
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Introduction
While some people continue to move into larger homes, others have begun opting for
houses with less square footage. These smaller living units may be any type of structure or tenure
status. For young families buying their first home or mature adults wanting to downsize, smaller
houses make sense. Single adults or couples without children are also prime candidates for small
homes. The purpose of this paper is to propose ways in which to successfully design small
homes and then to present an interior design studio project focusing on small homes.
Smaller homes offer numerous advantages. They require less cleaning, painting, and
routine maintenance. They also tend to be more sustainable and energy efficient than larger
homes. In addition, smaller homes may allow their occupants more time to pursue recreational or
other personal activities. Thus, many individuals and families have discovered that small houses
best meet their needs and lifestyles.
The meaning of small is not totally clear. In the past an average American home occupied
about 1,700 square feet. In 2013 the average newly constructed single-family home was closer to

2,500 square feet with four bedrooms and three bathrooms. In contrast, many Asians and
Europeans consider 1,000 square feet for a city residence to be quite generous. A general
misconception exists concerning small spaces and quality. To some people, small connotes cheap
or less desirable. This does not have to be the case. Small homes in fact can be jewel-like, ideal
places for living. The question is: how can a designer either create or re-create qualitative space
that, although limited in square footage (reality), looks larger and roomier than it actually is
(illusion)?
Key Design Ideas
To achieve optimal results, small homes must be transformed through the act of design.
For example, mirrors can essentially double space, photographic murals can provide a threedimensional perspective, and built-in furniture and storage walls can free up floor area. People
perceive a rectangular space as larger than a square space of the same square footage. Where
white walls ordinarily move backward visually, in some situations appropriate lighting can make
combinations of dark and light colors effective.
Any design device that distracts the viewer from noticing the intersection of planes or the
termination of features provides the illusion of a continuum. Visual variety in the interior,
especially where the geometry of the interior architecture is concerned, adds to the illusion of
enhanced space. Proportion and scale become very important; choosing smaller-scale objects and
furnishings will suggest to the eye that the interior space is larger than it in fact is.
A smooth transition between the interior and exterior appears to bring the environment
inside, thereby further expanding visual space. Glass doors, windows, and interior plants help to
create the desired illusion. Thus, a combination of innovative interior and exterior design can
produce a dynamic, non-claustrophobic atmosphere.
Studio Project Description
During fall semester 2012, a sophomore-level interior design class at a CIDA (Council
for Interior Design Accreditation) program was assigned a project to design a fully functional
house under 1,000 square feet. Students were free to select location and design inspiration. They
were required to use Photoshop and Revit for floor plans, elevations, and perspectives. These
graphics as well as a concept statement were placed on one board. Forty students participated in
the project.
Students were given the following instructions:
In this assignment we will demonstrate our knowledge of the needs for residential spaces that we
have explored through the semester. You will be the client for a small home, less than 1,000
square feet, to accommodate your needs. Thinking about the presentation on small houses,
develop a plan that meets your needs for function and aesthetics; although contemporary spaces
may reflect sparseness in furnishings in this project you will need to “furnish” the spaces to show
your understanding of dimensions, ergonomics, and human factors as well as aesthetics.

Requirements:
• Creative project title
• Client brief (paragraph about your lifestyle)
• Bubble diagram
• Plan at ¼ inch scale for a plan of 1,000 square feet or less (may be multiple levels),
indicating exterior setting and rendered in color
• Front exterior elevation showing the style (generally placed directly under the plan
wall that it represents)
• Backing board is to be black foam core, cut to specific dimensions of 18” x 23½” and
presentation is to be portrait
The requirements may not fill your board effectively and if that occurs, be creative in “filling”
out the visual results. You may include elements that reflect your style—furniture selections for
seating, materials, accessories, perspectives, interior elevations, reference photos, etc. The plan
does not have to be rectangular but the total square footage used should be on the front face of
the board to allow for space comparison when we pin up. Have some fun with the project—
dream a little (have you wanted to live in a tree, under water, in the air, or underground?). What
kind of landscape, style, or built-ins do you want?
Project Results
Examples of completed projects included a 968 square foot modern mountain retreat
featuring large windows to emphasize the views surrounding the home and connecting the home
with nature. A secluded shanty was another project. This home was located on an island
reachable only by boat. It had spaces for sleeping, cooking, relaxation, dressing, and yoga. A
swimming pool was also available as well as views of the ocean. The lotus house was inspired by
the harmonious shape of the lotus blossom. The open floor plan created a constant circular flow
from one space to the next, was illuminated through plentiful amounts of natural light, and
honored the resident with the purity of heart and mind that the lotus represents. BLDG.M was a
sustainably focused home with 620 square feet of interior living space and 330 square feet of
outdoor living space, perfect for a location such as Hawaii. It has wide roof overhangs and decks
that visually expand the home’s size, a green roof, celestory windows for daylighting, and easy
access to nature.
“My urban farm” is shown in Figure 1. It is a home that is environmentally responsible
and small. For sustainability there are spaces for a vegetable garden and animals as well as bike
storage. Some of the design ideas for a small home are shown in this project through the
rectangular shape, open floor plan, use of glass, use of smaller scale furnishings, and connection
between the interior and exterior.
A second example is shown in Figure 2—“My small house.” This home is metaphorically
inspired by a coffee cup. It is a simple home with open design, small furnishings, asymmetrical
shape, and lots of glass. With large windows there is a good interior-exterior connection. Also of
note are porthole windows, a three-sided fireplace, and a custom swiveling dining table.

Figure 1: Urban farm small house (Sara Beaujon).

Figure 2: Coffee cup inspired small house (Paul Vanderheiden).

Conclusion
In the future because of cost, resource limitations, and personal choice, an increasing
number of individuals and families will probably live in small homes. Thus, the studio project
described here is very relevant. Students learned how to marshal a variety of design ideas to
create an attractive, functional, and comfortable small home. The projects amply demonstrate
that small living accommodations can be just as enjoyable as any other, and just as valid an
expression of personal style. This was a challenging project but one which students enjoyed
while expressing their creativity. Project instructions, examples of projects, and a list of ways to
make smaller homes look visually larger will be displayed via a poster.
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ABSTRACT
Through investigating the emergence and development of landscape gardens and urban parks, this study offers an overview on the
origin and evolution of urban park and park design in China. Public urban parks in modern China are mostly originated from the
imperial gardens and monastery temples built in Ming or Qing Dynasty. The history and evolvement of contemporary public urban
parks can be divided into four periods: 1) the monarchical period (before 1912), when imperial recreational and religious gardens
were built exclusively for the pleasure and religious activities of the emperors, the ruling classes and their families; 2) the
transformation period (1912-1949), when the new republican government in China began with transforming existing imperial gardens
to public parks instead of building new public parks due to shortage of funds and available lands; 3) the ‘Useful and Beautiful’ period
(1949-1997), when both utilitarian and aesthetic values were considered in building new urban parks when the Chinese population
skyscraped from 0.5 billion to 1.2 billion; and 4) the sustainable landscaping period (after 1998), when ecological values are
emphasized in park planning and design as showcased in major award-winning projects by leading landscape practitioners in China.
KEY WORDS: Urban park, Public open space, Imperial Chinese garden, Landscape planning, Sustainability

INTRODUCTION
China has a long history of garden design, construction and use. As documented in ancient writings, the Chinese history and
civilization date back some 3,300 years1. Modern archaeological studies of unearthed ancient tombs provide evidence of still more
ancient origins in a culture that flourished between 2,500 and 2,000 B.C. in what is now called China Proper of central China and the
lower Yellow River Basin of north China2. Thousands of years of migration, amalgamation, and development brought about a
distinctive system of writing, philosophy, art, and political organization, which in return helped shaping the garden art of China.
Through the thousands of years, the gardens witnessed the prosperous and decay of the ancient Chinese dynasties, as though they
experienced the happiness and bitterness of the noble ruling classes as well as the ordinary citizens. This paper is to explore the origin
and evolution of the Chinese urban parks, the historical design of imperial gardens, and their influence on today’s urban park systems
in China.

A BRIEF REVIEW OF THE HISTORY AND GARDEN OF CHINA
The origin and evolution of the Chinese urban parks is deeply rooted in the Chinese history. Thus it is helpful to examine the history
and garden of China by making connections between the history and garden design. China has a history as long as more than 4000
years. To make it simple, the history of China can be divided into four periods as follows (Table 1).
1. The Ancient Dynasties (2000 - 221 B.C.)
The Ancient Dynasties includes the prehistoric Xia Dynasty and the Shang and Zhou Dynasties, the dawn of the Chinese history. The
ancient dynasties period began with the Xia dynasty from about the twenty to the sixteenth century B.C. The Xia period marked an
evolutionary stage between the late neolithic cultures and the typical Chinese urban civilization of the Shang dynasty3. The first known
hunting ground for imperial pleasure existed during the late Shang dynasty (Attiret, 1982; Wang, 1998). Though it was not the garden
of modern sense, the natural park with “hills and water” was similar in meaning to the western term “landscape”.
2. The Imperial Era (221 B.C. - A.D. 1911)
The Imperial Era includes the following dynasties: Qin and Han Dynasty: the first imperial period; Three Kingdoms: the era of war
and disunity; Sui, Tang and Song Dynasties: the restoration of empire period; Yuan Dynasty: the Mongolian interlude period; Ming
Dynasty, the Chinese regain the power; and Qing Dynasty: the rise of the Manchus and the last imperial dynasty in China’s history.
Qin and Han were the two first imperial dynasties in China. Qinshihuang, the first emperor of Qin initiated the imperial luxury palace
construction and use in China’s history. The Er Fang Gong Palace, the first imperial palace in China, integrates natural landscape like
river and mountains, covering an area of about 20 sq. km for the only pleasure use of the emperor and his family. The imperial era
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continued to see hundreds of alike imperial gardens and palaces built until the Republican Revolution and the overthrown of monarchy
in 1911. Prior to the foundation of the Republican China, the Chinese history share a political pattern of dynasties, one following
another in a cycle of ascent, achievement, decay, and rebirth under a new family. As the imperial era of China existed for more than
2,000 years, the imperial garden design and construction in China’s history found its deep roots in the design of ancient hunting
grounds, imperial palaces, religious gardens, and recreational parks for the noble classes, which continued over the centuries through
conquest and colonization until what is now known as China Proper was brought under unified rule (Clunas, 1996). In this process of
cultural assimilation and dissimilation, the Chinese garden design cross-fertilized with the West, and left an enduring mark on
countries both beyond the border and oceans apart, especially Korea, India, Japan, England and other European countries (Erdberg,
1985; Helmreich, 2002; Turner, 1986; Wrede & Adams, 1991).
Table 1. History and Gardens of China: Timeline
Dates
2000-1500 B.C.
1700-1027 B.C.

Dynasty
Xia
Shang

Relevant Events

1027-221 B.C.

Zhou

221-207 B.C.
206 B.C.-A.D.220
A.D. 220-280
A.D. 265-420
A.D. 420-588
A.D. 581-617
A.D. 618-907
A.D. 907-979
A.D. 960-1279

Qin
Han
Three Kingdoms
Western Jin& Eastern Jin
Southern and Northern Dynasties
Sui
Tang
Five Dynasties and Ten Kingdoms
Song

A.D. 1206-1368

Yuan

A.D. 1368-1644

Ming

A.D. 1644-1911

Qing

A.D. 1912-1949
A.D. 1949-

Republic of China
People's Republic of China

You, the first imperial hunting park
Buddha (Buddhist Garden), Tiger Hill, Shang lin Yuan
(Hunting park)
Great Wall
Apang Gong: The Earliest Imperial Garden/Palace

Luoyang Pleasure Park
West Lake Park Begin
Surging Waves Pavillion, West Lake Park, Beihai
Park, Penjing,
Silk Road, Marco Polo visit China and describes the
Forbidden City and Hangzhou
Beijing Forbidden City (1406)
Chengde Summer Mountain Resort , Beijing Summer
Palace
Transforming imperial gardens to public urban parks
Renovating and building new public urban parks

3. Republican China (1912-1949)
The overthrown of monarchy in 1911 and the foundation of the republican government of China symbolized the end of the imperial
era of more than 2000 years rule in China. Before the Republican China, the imperial residential, recreational and religious gardens
were built exclusively for the pleasure and religious activities of the emperors, the ruling classes and their families. The ordinary
citizens had very limited public spaces which were not only uneasily accessible but also had very few recreational facilities, thus
streets adjacent to their dwellings were often used as their recreational space. Urban planning in China before the twentieth century
dictated that urban open spaces were solely to the use of the imperial ruling class but generally neglectful of the needs of ordinary
citizens. During the Republican China period, the new governors who often had a chance to study and experience the West democratic
idealism, with the burgeoning of scientific and democratic thoughts among educated people, had followed the West examples for
creating the urban public spaces for their people. The Republican China period had seen many of the imperial gardens transformed to
public parks and opened to the public, as Juliet Bredon wrote: “… places where only the emperor and empress strolled in the past have
now become a wonderland for the citizens…” (Bredon, 1922). However, this time period was still not enjoyable for many of the
common Chinese citizens and urbanites, even during the late years of the republican government, because, after World War II, China
returned to civil war, till the end of the civil war and the foundation of the People’s Republic of China in 1949.
4. People's Republic of China (PRC, 1949- )
The civil war ended up erecting of the People’s Republic of China in 1949, the first time in decades a Chinese government was met
with peace, confidence, instead of massive military opposition, within its territory. The new government was highly disciplined and,
having wartime administrative experience to draw on, was able to focus on programs of national integration and reform. Moderate
social, economic and civilian policies were made and implemented with efficiency and effectiveness. On the basis of the former efforts
of the republican government to transform imperial gardens to public parks, PRC government continued to transform old parks and
started building new parks after 1950s. Parks have never been torn down in China, not even in favor of a competing land use such as
transportation, housing, or manufacturing. The demand for parks and the activities they offer appears as strong in China after 1950s as
in the United States before the 1920s. After liberation, the number of parks increased because more people wanted them, especially in
the summer, on Sundays, and when open air cinemas were set up (Cranz, 1978).

-2-

THE DESIGN PHILOSOPHY OF CHINESE IMPERIAL GARDENS
Imperial Chinese gardens, as described by Maggie Keswick, are often “… confusing and dense, dominated by huge rock-piles and a
great number of buildings all squeezed into innumerable, often very small spaces…, cosmic diagrams, revealing a profound and
ancient view of the world and of man's place in it…” (Keswick, 1978). The imperial Chinese gardens have been the background for a
civilization places where great politicians, poets and painters have met and worked and the settings for peaceful contemplation (Hu,
1991; Johnson, 1991). Early exponents of the idea of retreat from public life merely sought their own retreat in a ready-made natural
setting such as a wooded area or mountain stream. From the Han dynasty onward, some individuals built more elaborate precincts that
were based on the models of the imperial grounds (Shi, 1998).
Fengshui (wind and water) also played a large role in the form a garden would take. The natural environment was interpreted by the
fengshui master as a living organism, the alteration of which could positively or negatively affect the lives of people in contact with it
for generations to come (Hall, 1998). The lore of mountains and rocks, important in Chinese religion and art, was also an indispensable
part of garden landscape design (Shi, 1998). Large rocks placed by themselves or groupings of smaller rocks served as analogies for
mountains, which were considered sacred sites and potential resting places for immortals. The imperial parks were vast in territory and
kept an abundance of all imaginable plants and animals, almost like a museum. Such parks replicated the emperor's realm in miniature,
with man-made lakes and mountains often corresponding to real geographical features. They reinforced the emperor's role as the Son
of Heaven (Wang, 1998). By the Tang dynasty, a tradition of painting the royal hunting parks as paradise landscapes had developed.
This gradually came to be applied to representations of landscapes in general. During the Tang dynasty, miniature landscapes in trays
(or penjing), composed of rocks, plants and water, began to take the place of the censers. The small-scale landscapes still retained their
otherworldly associations, among which the especially favored were highly contorted rock and plant specimens (Métailié , 1998;
Makeham, 1998). The Chinese scholars or scholar officials often kept these dwarfed landscapes on their desks. Collecting unusual
rock and plant specimens became common literati pastimes from the Song Dynasty onward, and it is still in practice in China and
many other countries in the world4.

THE HISTORY AND EVOLVEMENT OF CONTEMPORARY PUBLIC URBAN PARKS
1. The monarchical period (before 1912)
China's garden design tradition extends over more than 3,000 years. There were numerous gardens in China and is not possible to carry
out detailed study of each of the imperial garden. Four imperial Chinese gardens in China, the forbidden City, Beijing, the Summer
Palace, the Imperial Mountain Resort, Chengde, and the West Lake Park, Hangzhou, were used as case study to illustrate the origin,
design, and function of most of the imperial gardens in the history of China.
Located in the middle of Beijing, China, the Forbidden City was the Chinese
imperial palace during the mid-Ming and the Qing Dynasties (Figure 1). It is
the largest palace complex now existing in the world. Its extensive grounds
cover about 178 acres and has 800 buildings with 9,999 rooms. The Forbidden
City was so named because in Ming and Qing dynasties it was only used by
the emperors and forbidden to others for almost 500 years. The Forbidden
City was bounded by 10 meter walls and a 52-meter wide moat.
The building layout is absolutely geometrical (a complete contrast with the
Imperial Garden within the palace). The plan of Forbidden City, was “laid out
according to cosmic calculation, heaven being considered a round and the
earth counterpart to be a square” (Jellicoe, 1975) so that there is a “system of
boxes one within another, the geometry is Confucian and the inconsequential
penetration of natural form is Taoist; the two together are in harmony”
(Jellicose, 1975). The Imperial Palace Grounds are located directly to the
north of Tiananmen Square and are accessible from the square via Tiananmen
Gate. It is surrounded by a large area called the Imperial City. The design of
Forbidden City was totally different from western royal gardens, because it
was “without the emphatic central axis of Western planning. The modest axis
passes under and through buildings and does not divide one side from the
other” (Jellicose, 1975). The traditional Chinese spatial presentation is
characterized by the limitation of visibility to divisional sections designed to
be exposed gradually (Figure 1). Sequential planning of space, pursuing a
cumulative effect, is practiced both in imperial palaces and royal gardens. The
perfect order of the Forbidden City, very consistent with the absolutism of the
ancient emperors, is rigidly imposed. The whole arrangement is one of
extraordinary psychological force; the axial symmetrical planning and the
enormous scale have been used to provide an expression of total power (Tsu,
1998). The Temple of Heaven in Beijing, sequential space disposition with
axial, symmetrical layout, is another example (Figure 2). This type of spatial
disposition is different from the stately European edifice with landscaping
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Figure 1. Master Plan of the Forbidden City, Beijing
(Modified from Tsu, 1988).

approaches that enhances it magnificence and achieves immediate visual
effect (Wright, 1977). Ancient Chinese garden designers chose to avoid stiff
orderliness and geometrical rigidity. Curves and irregularity generally
characterize the design. The contradiction between recreating vast space
existing in wilderness and supplying the enormous living spaces generated the
most wonderful and ingenious spatial deposition in these imperial Chinese
gardens (Wong, 1998). The vastness of space was simulated in limited,
structured environments through deliberate ambiguity between “indoors” and
“outdoors” and the open space was treated as an extension of indoor living
space.
The Summer Palace, literally “Garden of Nurtured Harmony”, was the site of
a Yuan Dynasty monastery before it became an imperial garden in the
eighteenth century in Beijing. The Summer Palace started out life as the
Garden of Clear Ripples (Qingyiyuan) in 1750 (Reign Year 15 of Emperor
Qianlong). Artisans reproduced the garden architecture styles of various
palaces. Kunming Lake was created by extending an existing body of water to
imitate the West Lake in Hangzhou. The garden was rebuilt in 1886 and 1902.
It served as a summer resort for Empress Cixi and her family.
Summer Palace is a vast Chinese landscape of hills, water, and temples.
Dominated by the Longevity Hill and Kunming Lake, the Summer Palace
covers an expanse of 2.9 square kilometers, three quarters of which is water.
The Longevity Hill was built from the earth excavated to form the Kunming
Lake. Causeways divide the lake into sections and a 17-arched 500 feet
bridge crosses to reach the South Lake Island. Bridges and causeways are also
used for passages to reach the island in the middle of the lake. A Suzhou Street Figure 2. The Tian Tan (Temple of Heaven) Park, Beijing,
replica was even created along the back lake of the summer palace so that the with axial layout in sequential space disposition (Modified
imperial family could enjoy bargaining as ordinary people in fascinating small from Tsu, 1988)
shops, with eunuchs disguised as shopkeepers to fulfill their pleasure. In the
compact 700,000 square ft of building space of the summer palace, one finds a
variety of palaces, gardens, and other classical-style architectural structures. Again, summer palace is another example that the concept
of continuous space disposition was practiced in Chinese garden hundreds of years before the advent of continuous spatial design in the
modern western world (Tsu, 1998).
Chosen for its cooler climate and beautiful scenery, the Imperial Mountain Resort was used as an encampment by the Manchu
emperors on their summer journey to the north. Its location emphasized the unity of north and south China. In 1703 it became the site
of Kangxi's summer retreat and almost a permanent home. In Qing dynasty’s later years, Qianlong and Jiaqing Emperors also spent
several months a year here to escape the summer heat in the capital city of Beijing and the palace zone in the southern part of the resort
was therefore designed to resemble the Forbidden City in Beijing (Proudman, 1998). It consists of two parts: a court in front, where the
emperor received high officials, nobles of various minority nationalities, and foreign envoys; and bed chambers in the rear, which were
the imperial family's living quarters. An area of 5,600 ha was enclosed by a wall, big enough for the park to be used for hunt in fall
with amiable weather (Proudman, 1998). Numerous buildings were erected in the park with a lake, forests and views of mountains.
Scenes were composed to represent famous Chinese landscapes such as the West Lake Park in Hangzhou, the Surging Waves Garden
in Suzhou, and the Jingshan Garden in Beijing). Once there were 72 such scenes making a microcosm of China's landscape (Foret,
1995).
Built between 1703 and 1792, the Mountain Resort took 89 years to complete. It covers a total area of 5.6 km², almost half of
Chengde's urban area. It is a vast complex of palaces and administrative and ceremonial buildings. Temples of various architectural
styles and imperial gardens blend harmoniously into a landscape of lakes, pastureland and forests. In addition to its aesthetic interest,
the Mountain Resort is a rare historic vestige of the final development of feudal society in China (Foret, 2000).
The West Lake Park in Hangzhou, originally no more than a shallow inlet in Tang Dynasty, was dredged and dammed in the eighth
century to form the lake that exists today. Bai Juyi, a poet and a governor of Hangzhou in the middle of the Tang Dynasty’s Zhenyuan
era (785-804), came to Hangzhou as governor. He realized that the farmland nearby depended on the water of West Lake, but due to
negligence of former governors, the old dyke had collapsed, the water level of West Lake dried out, and the local farmers suffered
severe drought. He ordered the construction of a stronger and taller dyke, with a dam to control the flow of water, and thus solved the
drought problem. He also ordered the construction of a causeway connecting the Broken Bridge with the Solitary Hill, to facilitate
walking on foot, instead of depending on boat. This causeway was later named Bai Di in his honor. Peach trees and willows trees were
planted along the dyke, making it a beautiful landmark of West Lake. Over two hundred years later, in the beginning of Song
Dynasty’s Yuanyou era (1086-1094), another great poet, Su Shi (Su Dongpo), came to Hangzhou as governor. By that time, the
farmers suffered drought again due to overgrowth of the weeds at the bottom of the lake clogging the irrigation ducts. He ordered
dredging of the lake and piled up all the mud into another causeway, in the style of Bai Di, but much wider and nearly three times as
long, he also planted willow trees along its banks. This causeway was later named after him as Su Di.
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The picturesque east-west Bai Di causeway, the 2.6 km north-south Su Di causeway and the bridges along it, enriched the lake’s
design (Figure 3). The east-west Bai Di causeway links the Solitary Island in the middle of the lake to the outside ground, creating a
pedestrian circulation across the lake. This idyllic retreat has for centuries been a magnet to the rich and famous. Qing dynasty
Emperor Qianlong, charmed by the island’s scenery, established an Imperial Palace on it. Within it are over two hundred species of
lotus - a view of these unusual flowers blooming from July to September against the serene background of the West Lake was one of
the most stunning floral spectacles one should ever behold. At other times of the year the garden is still marvelous to visit since tea
tables, placed in courtyards and pavilions along the lake shore, create an ideal atmosphere to survey one of the most delightfully
picturesque spots in China (Yang, 1982).

Figure 3. The landscape of the West Lake Park and surroundings, Hangzhou, China
(Modified from Yang, 1982)

2. The Transformation Period (1912-1949)
In the later imperial years of China, very few of the imperial gardens opened to the public. In Hangzhou, the West Lake Park may open
to the public one month a year. In Beijing, though the city offered a couple of quiet areas for rest and recreation, e.g. the Merry
Pavilion (Taoyuanting Park) on the southwestern periphery of the city, and the Western Hill Park in the northwestern suburbs of the
city, use of these parks was limited as there were very few recreation facilities. Furthermore, the location of these areas are relatively
isolated where public transportation was unavailable, they never attracted large numbers of visitors. The best urban spaces were
reserved for the ruling elite. In Europe, as in China, most parks were originally restricted to use by royalty. But by the 1840s and 1850,
many had been opened to all classes of people. In later Qing Dynasty, efforts of local elites to promote and create public spaces in
cities met with strong opposition from the imperial government and ended in defeat.
Then, in 1906, the precursor of public parks in Beijing was born in the form of a Zoological garden with the personal largesse of the
Empress Cix. In 1906, the Qing government dispatched a delegation of imperial court officials to study foreign affairs abroad as part of
the new Policies reform. The delegation brought back from Germany various exotic animals, including lions, tigers, zebras, leopards,
and elephants, and put these animals in the eastern part of the imperial garden and this place became the very first zoological garden in
the nation. Two years later, in 1908, the zoo was officially open to the public with an admission charge of sixteen coppers for adults
and half price for children. To large extent, the zoological garden was the first public park in Beijing and in China. Though the
zoological garden and the later public parks are different, but it did offer visitors a kind of entrainment, especially for the young
generation of common citizens.
If the 1908 zoological garden in Beijing was transformed by the Qing governors themselves, after the overthrown of Qing monarchy,
most of the imperial gardens were transformed to open to the public by the new republican government. In 1914, inspired by Western
experience of municipal administration, the republican government founded the Municipal Council of the Beijing, which launched a
vigorous public work program to improve the city’s physical environment and building public parks became one of its top priorities.
However, when it actually came to beginning the task of creating public parks, the council soon confronted two problems: a shortage
of fund and a shortage of land. Within the city walls there are few open spaces available and large enough for a public park - the
former imperial capital had led to an overdevelopment of Beijing’s real estate. However, with the imperial dynasty gone, many of the
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former imperial garden places became overgrown with weeds. The council began to consider turning these formerly sacred places into
public parks and the transformation proved to be both politically and economically successful. Politically, the Municipal Council
differed in important ways form the institutions set up by the imperial government to handle urban affairs. It is to transform the
landscape for the benefits of its citizens. Meanwhile, former imperial gardens also made sense as park sites for economic reasons
(Marie-Claire, 1997). Most already have lawns, bridges, benches, and other amenities and resources that public parks could make use,
instead of starting from scratch. The first urban pubic parks in Beijing, the Zhaongshan Park, was transformed from the imperial
garden Earth and Grain and was opened to the public on October 10, 1914 (Shi, 1998). Following the Zhangshan Park, the South City
Park was transformed to a public park and opened to the public in 1917, the Temple of Heaven, transformed to a public park and
opened to public in 1918. By 1925, nearly all the imperial gardens in Beijing, including the summer palace and the residential part of
the Forbidden City, were all transformed to public parks and opened to the public (Marie-Claire, 1997; Shi, 1998).
3. The ‘Useful and Beautiful’ period (1949-1998)
After the civil war, the People’s Republic of China was founded in October 1, 1949 by Mao Zedong. This is the first time that China
has the “people's democratic dictatorship”. During this time of period, the demand for parks and the activities they offer increased
greatly. The Chinese government continued to transform, renovate old imperial gardens and build new parks all over the country. For
example, the Hangzhou West Lake Park, which was first landscaped during the Southern Song dynasty (1127-1279), was enlarged into
a twenty-eight hectare park in 1978. The urban public parks in contemporary China, as summarized by Galen Cranz, is both “useful
and beautiful” integrating “production and consumption” (Cranz, 1979), an ideological goal in China that influences urbanization and
land use policy (Figure 4).

Figure 4. The idealized urban public park with intensified and productive land use in contemporary China
(Modified from Cranz, 1979)

Modern China parks are being organized to combine the useful and the beautiful. Though the processor of the Chinese urban parks and
the processor of Western urban parks were the same, the royal garden, the modern Chinese urban parks differs from the western parks
because the Chinese landscape designers try to make parks places of production as well as places of leisure. The Chinese pursue the
integration of production and consumption parks through six major goals: 1) to contribute to the economical productivity, 2) to provide
a place for citizens to rest, 3) to raise political consciousness, 4) to popularize science and technology, 5) to show special exhibits, and
6) to beautify the city and living environment (Cranz, 1979). The design philosophy was greatly different from the gardens in the
imperial period of China, but the existing public parks still carry some of the elements inherited from our ancestors. Therefore, the six
major purposes of parks in contemporary China must be balanced to meet the idea of integrating production and consumption to make
the urban public space both useful and beautiful.
With the recent rapid economic development and the approaching of the Olympics in Beijing in 2008, many new parks with
comprehensive functions have been built, among which are sport parks, park for senior citizens, water park, residential park, etc. One
example is the Chaoyang Park, one of the biggest public parks in Beijing, was under planning and construction in. This new parks has
already embody the concept for better livelihood by cultivating and improving the consciousness of environmental protection,
ecological sustainability and economic productivity, The park integrate functions like recreational, educational, sports and historical
preservation functions, conveying an image of prosperity, efficiency and harmony achieved by joint efforts of the new China’s
government and its citizens. However, the real ecologically sensitive park design was more widespread after 1998 when the concept of
sustainability was embraced by the nation due to an increasing awareness of the importance of environmental health while maintaining
the country’s high speed economic growth.
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4. The Sustainable Landscaping Period (1998 - )
The ideas of sustainable development and ecological landscape design and planning were brought to China by key landscape
practitioners such as Kongjia Yu who obtained his education and practical experience overseas in his early years. Ecological principles
are applied in the design of the newly built urban parks (Yu, 2010). Various regenerative design techniques are used to cope with
eroded, badly abused landscape. The previously damaged landscape is ecologically recovered and successfully transformed into
aesthetically pleasing and well-visited places, demonstrating landscape architects can professionally facilitate the initiatives of
rebuilding a harmonious relationship between man and nature through ecological design (Figure 5).

Figure 5. The Qinghuangdao Beach Park: An Ecological Restoration (Yu, 2010)

Yu and his colleagues represent the new generations of landscape architects in China who are critically concerned with the country’s
environmental degradation which is diluted by the seemingly acclaimed economic boom. Among a myriad of serious environmental
catastrophes such as the floods in 1998, which is of national concerns, there are less noticeable environmental problems such as water
and soil pollution, loss of wetland habitat, loss of biodiversity, etc., resulting from the dramatic landscape transformation in China
(Mann, 1984; Liu et. al. 2005, Chen et al., 2009); the post-reform China has been gradually converted into a brownfield, especially
after the large scale construction coming along with the Beijing Olympic Games in 2008 and the Shanghai World Expo in 2010. China
has been a playground for world architects, landscape architects. However, not all of them is aware that currently 75 percent of
China’s water is heavily polluted, and 50 percent of wetland habitat has been lost. Over 25,000 dams have been created in China, and
the channelization of rivers has led to the destruction of most natural riverine systems. Over the past 30 years, Beijing has expanded
almost 700 percent(Chen, 2009). Virtually, the whole natural system in China has been destroyed (Yu, 2006, 2010). Within this
context, the environmentally responsive landscape projects are developed by a few emergent landscape practices (Beijing Tsinghua
Urban Planning & Design Institute, 2009; Turenscape, 2010a, 2010b). These landscape architects are the environmental pioneers who
used their project to illustrate how ecologically sensitive design can minimize the impact of development and urbanization by
preserving essential ecological processes. The urban parks developed under this new philosophy is warmly embraced by citizens, as
they are all aware of the environmental issues, and urban parks at their daily access is now a live text book for sustainable urban living.
The idea of thinking landscape is a living system will continue to guide the urban park design and planning in China in the coming
years.

CONCLUSIONS
This study explored the origin and evolution of urban public parks in China by analyzing the history related to garden design from the
imperial Chinese dynasties to China today. There were no actual public parks before the overthrown of monarchy and the foundation
of the republic China in 1911. Urban planning in China before the twentieth century dictated that urban open spaces were solely to the
use of the imperial ruling class but generally neglectful of the needs of ordinary citizens. Most of the public urban parks today in the
historical imperial cities were based on the transformation of imperial gardens in Ming and Qing Dynasties.
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The case studies of both ancient imperial gardens in China and recently built urban parks designed by the new generations of
landscape architects indicated transition in park design philosophies in China. The history and evolvement of contemporary public
urban park and its design can be divided into four periods: 1) the monarchical period (before 1912), when imperial recreational and
religious gardens were built exclusively for the pleasure and religious activities of the emperors, the ruling classes and their families; 2)
the transformation period (1912-1949), when the new republican government in China began with transforming existing imperial
gardens to public parks instead of building new public parks due to shortage of funds and available lands; 3) the ‘Useful and Beautiful’
period (1949-1997), when both utilitarian and aesthetic values were considered in building new urban parks when the Chinese
population skyscraped from 0.5 billion to 1.2 billion; and 4) the sustainable landscaping period (after 1998), when ecological values
are emphasized in park planning and design as showcased in major award-winning projects by leading landscape practitioners in China.
The urban public parks in China originated from Ming and Qing Dynasties as the imperial luxury now became every citizen’s
necessity in daily life.
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NOTES
1.
2.

3.

4.

Archaeologists have been uncovering urban sites, bronze implements, and tombs that indicate the existence of Xia civilization
may date back even earlier.
China Proper refers to the historical heartlands of China where the Han people are a majority. Territories often considered to be
outside China Proper include Xinjiang, Tibet, Manchuria (Northeast), and Inner Mongolia of the current People's Republic of
China.
Thousands of archaeological finds point to the Yellow River as the cradle of Chinese civilization, which was based on agriculture,
augmented by hunting and animal husbandry. Two important events of ancient dynasty period were the development of a writing
system, as revealed in archaic Chinese inscriptions found on oracle bones, and the use of bronze metallurgy.
Penjing is the pinyin for Chinese 䥕㣾; the same meaning as Indian or Japanese Bonsai and Korean bunjae: Bonsai originated in
China and was originally developed from Chinese penjing.
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6. Abstract: Recent years have seen a tremendous rise in the popularity of

electronic dance music (“EDM”), with unprecedented attendance at music
festivals, record sales, and international media attention. What began as
an underground phenomenon has blossomed into a large-scale popular
movement, with various subgenres of electronic dance music dominating
popular music charts. This panel brings together three scholars
investigating the ways in which power relations are discursively embodied
in various manifestations of electronic dance music culture. Papers focus
on different phenomena but treat these phenomena as sites of struggle
over cultural and social power, investigating the ways in which such
struggles are circumscribed by cultural conditions as well as commercial
contexts.
Paper Abstracts:
Ashley Cordes, “Performing Utopia at the EDM Festival: Power, Resistance,
and P.L.U.R.”: Art, narrowly designated in this study as installations, interactive
pieces, and performers, appears at EDM festivals as a vehicle through which
visions of utopia can be experienced viscerally by attendees. This distinctive
artistic genre—which unfolds not on a festival’s large stages but in the transitory
spaces between stages—allows artists and festivalgoers to engage the spiritual
compass that animated early underground dance music culture, an ethic often
communicated with the slogan “Peace, Love, Unity, Respect” (P.L.U.R.). This
study analyzes such art from the perspective of theories of performativity in order
to untangle the discourses of identity embodied both in the performances and
their interactions with their interlocutors. Aesthetics of hypersexuality and
infantilism are infused in such art with a rhetoric of nostalgia that links the festival
experience with fantasies of childhood. These fantasies, in turn, are increasingly
contextualized by an environment of collective consumerism. This study
explores the fascinating tensions and antagonisms related to P.L.U.R. that are
exacerbated with the increasing popularity of electronic dance music.

Stephanie Eisenberg, “Sonic subversion: Digital Disruptions of Gender
Representations.”: This study explores the performative and aesthetic

dimensions of gender representations in electronic dance music, highlighting the
ways some individuals use sound to disrupt, dismantle and destabilize
hegemonic representations of gender performance. With the proliferation of
readily accessible digital production technologies and new media outlets for
sharing and circulating music, these “sonic narratives” are crossing traditionally
guarded borders. This paper examines three EDM performers—Peaches, M.I.A.,
and Wet Mango—who are producing counter-narratives that reveal power
differentials in taken for granted master-narratives about gender. Focusing on
gender at the intersections of race, class and sexuality, this paper “remixes”
theories of subaltern expression, guerrilla tactics, plundering and masquerade to
take a critical look at the ways the digitalization of music production and
distribution offer subversive potential to reorder normative expectations of identity
performance. I argue that sonic counter-narratives provide new ways of
challenging binary oppositions traditionally associated with mainstream
representations of gender in the media.
Bernardo Alexander Attias, “Reconfiguring Culture? Sonic Appropriation in
Electronic Dance Music”: The arts of turntable manipulation and digital
sampling have evolved significantly since their popularity in 1980s dance music
and hip-hop. This project attempts to evaluate the rise of what has been called
“configurable culture” in electronic dance music, specifically focusing on the ways
in which sonic appropriation has been used to explicitly signify cultural hybridity.
I’m particularly interested in the way sonic appropriation of culturally “other”
musical elements has given way to entire subgenres within EDM culture. Three
specific examples—the emergence of dubstep, drum ‘n’ bass, and so-called
“global ghettotech”—illustrate how sonic appropriation attempts to traverse and
re-negotiate global cultural boundaries. These examples also demonstrate the
limitations and even counterproductive consequences of such appropriations:
given the commercial context of EDM more generally, such sonic appropriations
are often quickly recuperated into a system in which cultural difference figures as
mere commodity rather than as a measure or catalyst of cultural hybridity.
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b. History
c. Poster session
d. Japan has relatively long tradition of making historical records and it is one of bases
of social infrastructure. By looking at some certain points of the past, like during the
time of Meiji Restoration and also nowadays in Japan and picking up some
evidences during these times, I would like to show the Japanese’s view toward
history.
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Abstract:
This Presentation is a part of continuing research of theorizing ideological thoughts
and historical views especially in Japan after receiving European and American
influences. During the late Tokugawa Regime, Japanese people were busy trying to
catch up the Western technology shown by English people and Americans. Also some
Japanese people were interested about how these countries developed scientific ways to
understand the basis of such astonishingly advanced technology. At this event, almost
all Japanese scholars had rich grounding of Chinese literature. With this basis, Japan
was succeeding introducing Western technology successfully. Interestingly, similar
introductions of other cultures have occurred many times in Japan. But refusal of
receiving cultural thoughts from others also happened. These behaviors of choice made
by the Japanese in specific cultural matters reside in the way to look through history
which is mostly nurtured by education. Also In this presentation, I would like to present
my assumption of why the Japanese’s view of history and why it hasn’t changed yet.
History is now in a realm of arts, not in a realm of science in Japan. Ministry of
Education of Japan divided academic research organizations in this manner. I somehow
agree with this division; however, history is a basis of scientific study. Showing history
of certain scientific discipline written in an introduction or the first chapter of papers
and thesis is now the norm. Referring and crediting to the predecessors’ efforts and
findings is not only a must but also asserting current research and study’s
appropriateness and accuracy. Also history now needs to have artifacts and historical
data as credentials for historical events. Historians indeed need to have scientific
approach to look through historical records in text. The origin of this norm backed as far
as when Japan received Chinese influence, and this unconscious tradition has been
continuing even several ideological influences and changing political paradigm the
Japanese have had.
Teaching history is also important to nurture social infrastructure. Even though
ideological influences are also seen in education in Japan and they create controversial
issues of teaching some historical events, still logical explanation in historical matters
compels most of the Japanese. Again, my presentation will show Japanese people’s view
toward history and how it became a part of social infrastructure.
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6. Abstract
This quantitative and qualitative study (in progress) is to explore the effectiveness of the processgenre approach to teaching first-year international undergraduate students academic writing in
American academic contexts. Participants were 46 ESL freshmen studying in the American
Cultural English Program in a university in the United States. Students wrote four types of
essays in a semester: exposition, narration, comparison and contrast, and cause and effect. The
genres of narration and exposition were mainly taught by using the writing-process approach,
which emphasizes the generation of ideas through a series of activities for brainstorming,
planning, drafting, revising, and editing given that the students were familiar with writing a story
and wrote many expositive essays for their preparation for TEOFL or IELTS, whose score was
used to decide students’ university entrance in the States. The students reviewed a sequence of
stages in composing the two genres along with the teacher’s facilitation. In contrast, the essays of
comparison and contrast as well as cause and effect were taught in the process-genre approach,
which includes both the writing process activities and the sample modeling. During the processgenre approach, the students were provided with opportunities to analyze rhetorical patterns of
the given samples associated with both linguistic features of texts and specific roles of content in
relation to their social purposes. The essays were rated by using an analytical scale having the
specific criteria of measuring content, language, and writing. At the end of the semester, a total
of 184 essays on four types of essays were compared by using repeated measures of a pairedsamples t test and 3 x 2 ANOVAs for comparisons of two approaches on the overall writing
score and specific textual features in terms of content, organization, and language. The statistical
results showed that students wrote significantly better in the process-genre approach than they
did in the writing-process approach only. The follow-up qualitative interview will be conducted
for the in-depth understanding of the students’ perceptions about two approaches in learning
academic English writing. This study generates pedagogical implications for teaching academic
writing to international students from various cultural backgrounds.

Icon as Word, Word as Feeling

Recite (proclaim) in the name of your Lord and Cherisher who created
Created man from a clinging substance
Read and your Lord is the most Generous
He who taught the use of the Pen
Taught humans what he did not know
Quran. al Alaq. Chapter 96. Verse 1-5
The culture that evolved from this first revelation and the many revelations that
followed it, compiled in the 114 chapters of the Quran is referred to as Islamic

culture. What makes a civilization discard its visual culture and embark on a visual
journey that has no precedent? What makes a civilization abandon its tradition for
naturalistic imitation to select the abstraction of words and sentences so that the

viewer may engage the realm of intellection to their sensory experience? Were the

newly formed Muslims as Oliver Leaman suggests, trying ‘to represent themselves
differently and establish a new brand label, as it were, so that the new adherents
would own this new art form (Leaman 2004, 21)? Were these new Muslims

following the tenets of the Quran, which forbade likeness of creation or was there an
impetus toward a form of art, stirred by a new understanding between the arts and
science? This paper is an attempt to answer these questions.

The first part of the paper will address three areas: Muslims regard of the Quran as
the direct word of God as transmitted by the angel Gabriel to Abū al-Qāsim
Muḥammad ibn ʿAbd Allāh ibn ʿAbd al-Muṭṭalib ibn Hāshim, the last of the

Abrahamic messenger and prophet from the lineage of Ismail (Ishmael), son of
Ibrahaeem (Abraham) the patriarch prophet. Secondly, the Quran and Hadith
1

regarding picture- making as well as the emulation of Muhammad’s practice by his

companions and Muslims in general. The second part of the paper will address the
question of aniconism and its validity in the art of the Muslims, and investigate
words as iconic, conceptual visuals.

Muslims unequivocally believe the Quran to be the direct words of God, [in Arabic –
Allah, and henceforth referred to as Allah], transmitted to the prophet Mohammad

through the Archangel Gabriel. However, Muslims may disagree on the authenticity
of the chain of transmission on some of the sayings [ahadith 1] attributed to the

prophet. It is important to distinguish the Quran from the Hadith. The Quran is very

clear in forbidding the use of any man-made statues during the act of worship and
prayer (Quran 5. 92, 6. 74). There is no reference per se to the forbidding of the

making of naturalistic imagery, unlike the Bible, Exodus 20 verses 3-5. 2 The many

Hadiths (written statements of the prophet Mohammed) that are mentioned asking
Muslims to refrain from animate images is compiled in a compendium, known as

Sahih Al-Bukhari, a collection of nine volumes with 7,275 sayings attributed to the

prophet Mohammed. 3 There are a total of fourteen hadith regarding the making of

pictures all of which refer to animate objects, things with soul 4. The three hadiths
regarding the barring of naturalist pictures of humans and animals is an order

specifically addressed to Aisha, the Prophet’s wife during the time he was getting

ready to perform the salah (prescribed prayer). She was asked to remove the thin

woolen curtain that had figural illustrations with which she had screened one side of
her home. He explained that pictures were a distraction and diverted his attention
2

from focusing on the meaning of the words (Al-Bukhari 1993, Vol. 7. 226-227). Salah
or prescribed prayer is the recitation of verses from the Quran with full attention

and reflection. Any form of imagery that can be associated with something worldly

is discouraged, what is encouraged is total absorption on the meaning of the recited
words. 5

It is historically noted that the companions of the Prophet Mohammed, held him in

the highest of esteem and emulated him in all practices (Al-Nawwi 1999, Vol. II. 173-

174), and emulating his practices is an act most Muslims aspire for in their daily
lives (Ali Nadwi 1993, 114 – 24). Words had the power for the followers of

Mohammed to leave everything they owned in some cases, and change their

practices to adhere to the dictums of the new revelation. 6 It is not surprising that a
culture that prized the oral tradition, specifically poetry over any other art form

would look to the physical form of words as a source for visual inspiration. It is also
not surprising that this particular visual form would take the highest precedent in
places of worship and objects of preference, and in some cases be combined with

plant motifs [landscape motifs]. That is not to say that naturalistic images such as

human and animals figures were not a part of the visual vocabulary. We see human
figures and animal forms in book art, objects for use such as bowls, carpets and

textile arts and in manuscripts. The places where we do not see imagery of animate
forms, in most cases, are in places of worship or on walls of residences.

3

The question on the minds of most western writers, coming from a culture where
art and naturalistic imagery are synonymous, move immediately to the idea of a

prescribed religious taboo, since historically, the art of Europe and consequently
Christian traditional art was and is heavily inspired by Greco-Roman visual

traditions and story telling. Religious art in the West continues to be inspired by

events and symbolism from the Bible, which lends itself to visual representations. It

is understandable that we could base all our arguments on the lack of animate
imagery in the art of the Muslims solely on the various hadiths, yet Muslims

understand the difference between Quran and hadith, between the revelations and
the sayings that were collected centuries later. Rather than a question of taboo

perhaps it was the Prophet’s foresight, seeing that representation of sentient forms
had in the past become objects of veneration, and could be the reason why he

personally saw them as interfering with total absorption during worship. For us to
decide what was behind the Prophet’s disfavor is an assumption at best. It is quite
possible that Muslims because of their high regard of Prophet Mohammed as the
living example of Insan al Kamil – the perfect human (Quran 1999, Vol. II 1109

&1142) emulated his behavior. Hence lack of sentient imagery in places of prayer,

especially mosques as well as public spaces where salah may be performed would
be in keeping with his preference (Nadwi 2008, 114-12). However, this lack of

depicting sentient objects and storytelling for words and geometry, especially in

architecture, has dismissed the art of the Muslims as decorative and ornamental,

and labeled it with the term aniconic. This is especially the case because most of the
calligraphic construction of sentences could not be read easily by early western art
4

scholars to whom the geometry appeared as decorative pattern. Could Edward Said

be right when he said that “ historically, through literature and art, the ‘East,’ as seen
through a Western lens, becomes distorted and degraded so that anything ‘other’

than what we Westerners recognize as familiar is not just exotic, mysterious, and
sensual but also inherently inferior?”(Said 2013, 1).

Although the term aniconism was first used to refer to the first 400 years of

Buddhist art in which the human image of Buddha was not depicted but rather

elements from his life, such as his empty throne alluded to his presence or lack of,

the term is most frequently used to describe the art of the Muslims, better known as
Islamic art. When Alfred Foucher used it disparagingly in 1911, he called the act of

not depicting the Buddha image as ‘monstrous abstention,’ and ‘anomaly’ in Indian
art history (Foucher 1911, 8). Susan Huntington challenged this ‘stigma’ towards

Buddhist art of that period (Huntington 1990, 401-408) but the damage was done.
The term with its adverse attribute was in place labeling the art of the ‘other’ that
looked towards other directions for visual representation.

Question: How do we define an art form that has no precedent in art history? Should
we not look for new explanations as modernist writers have towards the works

of artists who broke away from naturalistic representational art for a more idea
and concept based art as in the case of Vassily Kandinsky, Mark Rothko, Franz
Kline and Barnett Newman. In his writings, Kandinsky explained that he

removed naturalistic representation from his paintings because it detracted
5

viewers from seeing the content behind his paintings (Vergo and Vergo. 1994, V).
Absence of something does not necessarily mean being off-limits. The fact that

Muslims may choose to pursue a break with the tradition of naturalism and

introduce something new in the realm of visual art, very much like the western
artists of the early and middle twentieth century had, is overlooked.

Even though the authority on Islamic art, Oleg Graber in his book, The Formation

of Islamic Art, builds a case for ‘aniconism’ and discusses the impact of images on

the lives of the early Muslims, he also clearly documents that early Muslim

literature derived from the Hadith and the Quran does not ban the image-maker

but rather objects (italics mine) placed in places of worship (Grabar 1987, 72-83).

He testifies to the fact that the earliest source where images of humans and

animals are banned is first noted in the edict of the Umayyad Caliph Yazid II in

721-724 CE. This edict can be found in its entirety in the Iconoclastic Edict of

Caliph Yazid II, A.D. 721 by A.A. Vasilivev (Vasiliev 1956, 23-47). It is very clear

from the edict that bans on images whether directly or indirectly was something
that depended on the political wishes of men in power. In the same book, which
includes Grabar’s revision and expansion, he recants aniconism in Islamic art by

accepting Arabic writing as a major iconographic and ornamental device (Grabar

1987, 197, italic mine). In the Postscriptum: Twelve Years Later of that same book, he
discloses the discomfort “art historians [in particular] have with

nonrepresentational art and with an architecture that is striking but that lacks the
6

immediate presence of the real or mythical ceremony that gives life to so many

palaces and large Christian sanctuaries”(Grabar 1987, 203) In this context, Grabar

prefers to discuss the ‘Islamic ‘attitude’ to the arts based on social ethos rather

than on religious, intellectual or aesthetic ones. He addresses the desire or need
to physically accommodate the newly converted Muslims masses as a practical as
well as political reason 7. The political reason however, is more complex. In the

conquered Christian lands, the Muslim Caliphs were surely dazzled by the large

churches and palaces filled with beautiful colored mosaics, elaborate and evocative
paintings and larger than life statues glorifying the divinity of Jesus, the holy family

as well as the key players of the Christian church. It is human nature that when

stricken by awe and admiration the response is to either compete through mimicry

or with something totally new. Earlier, history tells us that the Ka ába housed many
statues of the different gods and goddess worshipped by the Meccans. So the Arabs

were not unfamiliar with figurative works. For the newly formed Muslims, Allah was
an invisible presence ‘closer to them than their jugular vein’ (Quran Chapter 5. verse
38). This pronouncement, reinforced by the second most repeated verse from the

Qur ‘an, which incidentally is also the third last chapter specifies, “There is nothing
like unto Allah.” This fact is reiterated throughout the Quran with descriptions of
The All-Presence (‘whichever way you turn, there is the Face of Allah’ – Quran:

chapter 2, verse 115), none of which is given a definitive universal shape or form.

Words in the Quran glorify and describe the invisible Face, with quantifying words

such as The Infallible, Imperceptible, All Compassionate, and many more, hence it is
not implausible to assume that words recited and spoken would be the subject
7

matter in the plastic arts as well as the inspiration; recitation made visual. The
visualized form of the recited words was the most logical way to keep The

Imperceptible, in sight. Omar ibn Khattab, the second of the Four Rightly Guided
Caliphs, a persecutor of the early Muslims became a Muslim when he heard his

sister reciting the Quran. Bilal ibn Rabah al- Habashi, an Abyssinian freed slave was
the first muezzin chosen to recite the call for prayer because of the sonorous and

majestic way he could make the words resonate in the hearts of men (Hoberman
1983, 2-3). What unified a diverse body of Muslims into a community or ummah,

regardless of ethnicity or nationality, was the power of the words, recited five times

a day, and once a week during collective worship. It is not improbable that specific
words and verses from the Quran that expressed and reinforced the words of The

Imperceptible, took on a hierarchical place within community life as it does today;

and was visually expressed through calligraphic compositions in communal spaces.
It is my contention that what started simply as simple word-images created for
dikhr – remembrances as seen in this image of the Arabic word Allah for the

Imperceptible, prompted new ways of recreating the ‘word-sign’: contextually, the
word was the image, the image the icon.

Fig. 1 Anonymous, Allah, Kufic script
(Ink on Paper).

Fig. 2 El Said, Essam, Allah (repeated)
Oil painting. 1974
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Historically, the Arabic language was and is a source of artistic, social and aesthetic

significance to the Arabs. The lore of the origin of the Arabic language as handed by
the Ikhwān as- Safa (the Brethren of Purity), a group of philosophers of the tenth
century CE, speak to the foremost status of the Arabic language in the arts of the

Arabs as witnessed in their poetry. According to the lore, the ever-continuous

process of creation was symbolized by script in which twenty-eight alphabets

symbolized cosmic harmony and planetary rhythm. Each alphabet was prescribed a
designated number. In the script, the straight line, the first letter of the Arabic

alphabet alif or A – the vertical – and the curved line the second letter ba or B – the
horizontal – symbolized the duality of man’s nature –human and animal (Khatibi

and Sijelmassi 1996. 129), celestial and terrestrial and assigned the numerical value
of 1 and 2 respectively. The first human (Adam) was the first of his kind to converse
with the creator, elevating him from the rest of creation. The Quran reinforces this
relationship and elaborates on the special relationship between Adam and the

Creator in chapter 2, verses 31 and 34. Both verses establish the ground that Adam

was given the knowledge of all things in creation. This special gift included

alphabets, numbers, names and nature of all things. Intriguingly enough, the Quran
sets a model at the beginning of some surah (chapters) with a futuhāt-mysterious

letter-symbols, also referred to as muqatta'at ('disjointed letters') or, occasionally,
fawatih (openings) because they appear at the beginning of the relevant surah.

9

Fig. 3 28 Arabic letters.
www. Language of the quran.com

Fig. 4 Futuhat letters

This grouping of unrelated letters such as Alif Laam Meem (A, L, M) as in the second
chapter of the Quran are given hierarchal significance when followed by preceding

sentences, and are there to be explored by the reader. Out of the twenty-eight letters

of the Arabic alphabet, exactly one-half, that is, fourteen occur in this position, either
singly or in varying combinations of two, three, four, or five letters. These are

always pronounced singly, by their designations and not as mere sounds - thus: alif,

lam, meem, or ha, meem, etc. (isolated letters). (Asad 1993. Appendix II, 992). These
letters have defied every attempt at explanation and for some, stimulated mystical
speculations. Mohammad Asad quotes Abu Bakr (the First of the Rightly Guided

Caliph) regarding these futuhāt, summarized in these words: ‘In every divine writ
(kitab) there is [an element of] mystery - and the mystery of the Qur'an is

[indicated] in the openings of [some of] the suras’" (Asad 1993. Appendix II, 993).
What is a consensus amongst all the writers on these letters is that the ‘isolated

letters’ in the opening of the fourteen chapters of the Quran are symbols, whose
10

esoteric meaning is revealed through each individual’s capacity for inner reflection.
Bismillahi r-Rahman r-Rahim
Alif, Laam Meem
This is the book – there I no doubt
In it,
A guidance for the ones who are GodFearing:
Those who believe in the unseen and
perform
The formal prayer
And they spend out of that We have
provided for them
And those who believe in what was
sent forth to you
And what was sent froth before you
Translated by Laleh Bakhtiar

Fig. 5 Al Qu’ran. Chapter 1. Verse 1-5

It is to the credit of the Arabic language that words and alphabets in particular,

create a framework, whereby the individual can visually explore meanings and
descriptions to match the cadence of the sounded words.

Today, as well as in the past, the words of the Quran in Arabic is the most recited

form of literature, regardless of whether it is the language of the country in which
the Muslim resides. The first sound that a Muslim child hears after birth is the

adhan, 8(call to prescribed prayer). These words remain as presences, embedded

deep within a Muslim’s unconscious to be awakened each time when heard and felt,

and rekindled each time the word Allah is heard. Sound frequencies as we

understand today affect our body, emotions, mind, and spirit. As in this case, the

word Allah O Akbar, always written in Arabic, transfers the ‘energy-shape’ of the

word into a pattern of frequencies, the vibration of which, rearranged as image and
vice versa, invokes feelings regarding The Imperceptible as it pertains to each
11

viewer. The sound vibration of the word is given a visual shape through various
calligraphic forms, the chosen form for visual expression. Word as image

encounters in every individual’s mind an expression that stays as a concept, an idea,

each individual connecting and completing the meaning to register with their
emotional need for that time. In that sense, the image is mobile and alive, re-

shaping itself in the viewer’s mind. It is an image par excellence because of its
changing nature to accommodate the viewers’ needs. Like good abstract art,

calligraphic words are built on the emotion and structure of ‘plastic sight’ as it is the
visual sensation that creates unique sensory experiences (Greenberg 1940, 33- 34),

reinforced by subjective knowledge of the meaning of the word.

The two calligrams, Allah and Basmala or Bismillah (B-ismi-llāhi r-Raḥmāni rRaḥīm 9(In the name of Allah, the Most Gracious and the Most Merciful,)

Fig. 6 Haji Noor Deen Mi Guanjiang,
Bismillah, Sumi ink on silk. 40” x 28”
1999. Photo by Halide Salam

Fig. 7 Ahmed Moustafa, Bismillah
Silk screen 44” x 30” 1997
www.fenoon.com/artist/artist.html
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shown in this presentation is the most commonly used Arabic words Muslims use,

regardless of country and ethnicity. In both calligrams, the structural composition is
through the manipulation of the physical nature and emotional character of the
letters to act as a key to a door. The calligraphic image, constructed through

structuring letters into words and sentences is not the message; it is not a single
point of view but an opening to multiple perceptions, multiple dimensions of

thoughts and feelings. The artist constructs an object based on Tawhīd, the essential

message of the Quranic understanding on the nature of what the Creator is and what
the Creator is not. Tawhīd can be understood as The Oneness of the Creator and the

separation of things that exist in time and space proclaimed in chapter 112 of the

Quran, namely surah Ikhlas. It is this duality of Creator and creation that is explored
in word-imagery. “Neither can the Creator be ontologically transformed so as to

become the creation, nor can the creation transcend and transfigure itself so as to

become in anyway the Creator” (al Faruqī and al Faruqī 1986, 74 italics mine). The
creator and creation are not transferrable. Taken as a theory, this duality is

expressed through many visual means: the vertical and the horizontal line; organic
and inorganic forms; formed space and ambiguous space; smooth and textured;

hard and pliable; and firm and malleable. In practice, these formal elements are used
to explore the essence of the ideas that stimulate the inner and outer reflections and
emotions of the viewer.
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Fig. 8 Ahmed Moustafa, Psalmody of Surat al Iklas. Silk screen
43” x 32”, 1997/8. www.fenoon.com/artist/artist.html
All these speculations and discussions into the unique quality of Arabic alphabets

and select words incited the imagination of Muslim visual artists over time, giving

rise to the varied scripts within Arabic calligraphy in which letters are stretched and
transformed to fit mathematical proportions10 (Khatibi and Sijelmassi 1995, 100101). From 800 CE, new discoveries by Muslims in the field of the physical and
natural sciences, leading to the interconnectedness of the arts and sciences,

impacted the sexagesimal system in which numerals are denoted by letters of the

alphabet. New discoveries in decimal fractions, spherical geometry and astronomy,
introduced letters and geometrical figures as symbolic explanations to the way the
cosmos was structured. This in turn contributed toward transforming Quranic

verses into geometrical expressions, 11and converted the iconic nature of the word-

image into a mathematical symbol. 12
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Fig. 9 Ceramic mosaics from the western iwan of the Jami mosque, Isfahan, Iran.
Timurid period. 1417 CE.
Syed Hossein Nasr calls it ‘Abrahamic Pythagoreanism. 13’ Twelve volumes of the

Risā’il (Epistles of Wisdom), an anthology of writings by members of the Ikwān al
Safa (Brethren of Purity) is examined in Nasr’s book, An Introduction to Islamic
Cosmological Doctrines. He reviews the contribution of numerous scholars,

philosophers and scientists in the field of the arts and sciences. The Ikwan described
the universe as a unified whole. “Its parts are held together like the organs of a

living body which derives its being and sustenance from the Divine Word”(Nasr.

1993, 44). This unity in multiplicity is expounded through symbolism, particularly

numerical symbolism as a method to visually express tawhīd. In the visual arts and

architecture, Quranic words were replaced with geometrical units and projected as
hemisphere onto surfaces to reflect the celestial archetypes within the cosmos,
nature and the consciousness of human beings. 14 These geometric expressions
15

emulate the creative order of the universe to express the ideology behind verses

such as “And by the heavens furnished with interwoven paths," “And the heaven We
constructed with strength, and indeed, We are [its] expander” (Quran Chapter 51,
verse 7, 47). The central star-form symbolized the Criterion (Quran), the central

player; the lines, pathways connecting everything to it. The continuity of the pattern
takes the viewer on a journey into a state of mind where the viewer becomes the

center of this constructed universe as one of the units, remembering that all is one.
This is the geometric code of nature echoing the life structure of all living things.
Words symbolized by structure, Semantics transformed through symbolism. 15

Fig. 10 Dome of Tura Beg Mausoleum,
Konye, Turkestan w/ a dodecagram
http://samruthandhannah.blogspot.com/2010/08/kon
ye-urgench.html
What was earlier simply letters as image evolved into pure symbolism, channeling
the mind into a more expansive course and into pure feeling. Is it possible that

Muslim artists theorized with the positive, that is, with expressing tawhīd visually,

rather than wading into visual expressions that would lead their viewers away from

it? The concept of tawhīd is distinct, 16 in that it allows humans to acknowledge their

potential as “unique with a repository of knowledge that includes all the
16

gnoseological functions of memory, imagination, reasoning, observation, intuition

and apprehension and so on. ” Tawhīd incorporates “The Will expressed in words,

directly by God to Man, knowledge and understanding through a higher sense –

derived vertically, and when that divine will is deducible through observation of

creation, knowledge derived empirically – horizontal knowledge. ”(al Faruqī and al
Faruqī 1986, 74) Tawhīd by its extension is an endowment that prepares

individuals to understand their role as custodians of the world. It is Jalaluddin Rumi

who reminds us in his poem below that word-symbols are a platform to recognition
provided we understand them to be open gateways.

As I think of rhymes and verses, my beloved says
Think only of my form.
I answer: will you not sit beside me and rejoice,
O Rhyme of my thoughts?
Then what are these letters that they should absorb your mind,
What are they?
Why, they are the thorns that surround the wine.
Yes, I shall annul the letter by means of voice and language
And I shall hold with you a conversation beyond all letters,
Beyond all voice and language.
Jalal uddi Rumi (Khatibi and Sijelmassi 1995. 142)

Ahadith are attributed to the sayings and actions of Prophet Mohammad. These
are categorized into ahadith qudsi (sacred), marfu (elevated), mauquf (stopped),

1
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maqtu (severed). It gets complicated when the reporters are consecutive, isolated
famous or rare and even more complicated when the same reliability of the
reporter’s memory is considered sound or weak.
2 Exodus 20. New King James Version. Verses 3-5. You shall have no other Gods
before me. 4. “You shall not make for yourself a carved image, or any likeness of
anything that is in heaven above, or that is on the earth beneath or that is in the
waters below. 5 “You shall not bow down to them or serve them, For I, the Lord
your God, am a jealous God, visiting the iniquity of the fathers to the third and fourth
generation of those who hate me.
3 Sahih Al-Bukhari. A Collection of authentic sayings of Prophet Mohammed was
transmitted orally for generations. It took Muhammad al-Bukhari 16 years to
compile this collection authenticating the chain of transmission. In the early
centuries these sayings were categorized as Sahih (sound) and Da`if ( weak ). AlTirmidhi in the late 9 CE, re-categorized it in to three groups of sahih, hasan (good)
and da ‘if.
4 In one narrative, the prophet disapproved using a cloth with images to be hung as
a curtain, yet allowed that same cloth in cushions (Al- Bukhari 1996, Vol. 7. 541547). In another narrative, the Prophet even disapproved cloth with pictures in
cushions (Al-Bukhari 1996, Vol. 7. 542). And yet another where an artist is told that
if (s)he is taking the role of a musawwir, that is disallowed but if (s)he is not then
(s)he is allowed to make that image. The most absolute meaning of musawwir is ‘The
One’ who fashions and forms each and every thing in all of creation. Musawwir is
also used in a lesser sense to refer to an architect, a designer and one who shapes
and produces things. If we were to take the hadith in its absolute sense then
individuals could not design and build houses, places of worship or shelter, all of
which requires architectural knowledge or fashion clothing or design and invent any
object. Interestingly enough, there is another hadith, which states that pictures of
animate objects on wall are disallowed but are allowed on curtains and on
embroidered garments. The same hadith cites a disagreement between the hear
Sayers (Al-Nawawi 1999, 1263-1267). Lastly, Prophet Mohammad disapproved
making pictures of animate forms [defined as forms with souls] but allowed Aisha to
play with dolls and animals, a horse, in this case (Al-Bukhari 1996, Vol. 8. 95).
5 From reviewing the many hadith on forms of art that address the depiction of
naturalistic and figurative images, what is most relevant is the following: 1. Pictures
should not be in places of worship. 2. Pictures of animate forms could be used for all
purposes with the exception of walls or for commemoration, lest these become a
place of veneration as it had in the past (Al- Bukhari 1996, Vol. 1. 419, & Vol. 2. 425).
Lastly, if one was interested in picture making, landscape was preferable (AlBukhari 1996, Vol. 2. 235).
Muslims acknowledge that as the Qur’anic verses were revealed through
Mohammed, the verses were committed to memory and written down while he wa
still alive, compiled and put into the format that exists today during the Caliphate of
Uthman ibn Affan CE 644-656.
Sahih Bukhari, Volume 6, Book 61, Number 510
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Clarification: Muslims do not consider the Qur’an to be the words of the Prophet
Mohammed, but the words of God. The prophet Mohammed’s words and actions are
preserved in the ahadith, which were put into written form long after his death. He
had forbidden the Muslim’s from writing down his words during the lifetime so that
they would not be mistaken as part of the Qur’an. The first and most authentic
hadith collection is Sahih Bukhari, which was written about 200 years after the
death of the Prophet (s.a.w).
7 It should be noted that in the early years of the forming of an Islamic civilization,
no written indication of an aesthetic or symbolic attitude to the Ka ába literally, the
Sacred House,7 (considered by Muslims to be the first mosque), existed, and that
‘ architectural ostentatiousness was not a typical feature of the traditional Arab
society although evidence has shown that in places like Ghumdan in southern
Arabia, and in the northern Arab dynasties grandiose architecture did exist,
complete with alabaster and onyx decorations of lions and eagles (Grabar 1987, 76).
8 Adhan (call to prescribed prayer)
Recital
2x

2x
2x
2x
2x
2x
1x

Arabic

Transliteration

هللا
ربكأ,هللا
ربكأ

Allahu
Akbar,Allahu
Akbar

ال نأ دهشأ
هللا الإ هلا
نأ دهشأ
لوسر ادمحم
هللا
ىلع يح
ةالصلا
ىلع يح
حالفلا
ربكأ هللا
الإ هلإ ال
هللا

Ash-hadu an-la
ilaha illa llah
Ash-hadu anna
MuħammadanRasulullah

Translation

God is greatest, God is greatest

I bear witness that there is none worthy of worship except for Allah.
I bear witness that Muhammad is the Messenger of Allah.

Hayya 'ala s-salah Hasten to the prayer ('salat').
Hayya 'ala 'l-falah Hasten to success.
Allāhu akbar

Allah is greatest.

La ilaha illa-Allah There is none worthy of worship except Allah.

This phrase is recited before each Quranic chapter, except for the ninth. It is
recited several times during the five prescribed prayers and Muslims usually recite
it prior to any form of daily action such as eating, starting on a journey so on and so
forth.
10 Ibn Muqla’s theory on calligraphy stated in his Epistle, discusses the general
principles on the mathematical and geometrical proportions of the shape of Arabic
letters based on the movement of the sound of the words. Letter preserved in the
Dar al kutub al Misriyya, Cairo. Translated by Abdelkebir Khatibi and Mohammed
Sijelmassi.
11 Quran, Chapter 51, verse 47. “And it is We Who have constructed the heaven with
might, and verily, it is We Who are steadily expanding it.”
Quran, Chapter 51 verse 7. "By heaven furnished with paths;"
9
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Developments in the natural sciences in mathematic, astronomy that started
around 800 CE, especially with al- Khwarizmi ‘s invention of algebraic objects” and
al- Biruni’s translations of Greek texts, encouraged during the reign of Caliph Harun
a Rashid and his son Caliph al-Ma ‘mun established the House of Wisdom in
Baghdad. Al-Khwarismi’s work with mathematics introduced Algebra through
which “algebraic objects” allowed mathematics to be applied in ways it had not in
the past. Al Kharji freed algebra from geometrical operations and replaced them
with arithmetical operations (the core of algebra today), which could be used in
planning architectural structures and provide graphic descriptions of the universe
through expressions of geometry.
13. Critchlow, Keith, Islamic Patterns, 1976, p.6.
14 Ibid., p. 6
15 The Ikwan in their treatise on music explained that the whole world was
composed in conformity with arithmetic, geometry and musical relations.
16 The Cultural Atlas of Islam. Ismaīl al Faruqī and Lois Lamya al Faruqī, London,
1986, pp. 89 and 90. The authors discuss the word with reference to Hinduism,
Ancient Egypt, Ancient, Greece, Christianity, Buddhism but connects the word to ‘the
tradition of Semitic prophecy… the ontic separation of God and the world created
that distinguishes tawhīd from all the theories that apotheosize man or humanize
God, whether Greek, Roman, Hindu, Buddhist or Christian.
12
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Day of “Adoring" in Iranian Families

Ali Anizadeh, M.A. in Persian literature, Research center of Islamic Republic of Iran Broadcasting

Topic Area: Folklore
Presentation Format: Paper
Abstract
The Day of “Adoring” in Iranian family is an occasions which is observed in many countries but with
different forms. Pre-Islamic Iran has on its calendar “Sepandarmaz” as the Day of Adoring one’s spouse.
This tradition continued to be present in Iranian culture in different rituals such as house cleaning,
lighting the stove, cooking a special stew, reading Hafiz Poetry, storytelling, playacting, and giving gifts
to married women. Today, the first day of Zhul-Hijja, of the Islamic lunar calendar, marked as the
wedding anniversary of Imam Ali and Fatimeh (two great Muslim figures) is introduced as the Day of
Marriage and Family. However, like many other countries, Iran has recently witnessed a widespread
enthusiasm to celebrate Valentine. The qualitative and quantitative analyses done about these three Days
of Love, which have three fundamentally different philosophical backgrounds, indicate people’s
confusion and discrepancies between the taste of the country’s policy-makers and general public.

Keywords: Family, Sepandarmaz, Mother Day, Wife Day, Ali & Fatimeh’s Wedding Anniversary
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Abstract	
  
	
  

This study examines the experiences of communication apprehension, communication
competence and willingness to communicate for English as second language first-generation
students.

Based on Burroughs’ communication orientation model and literature on

communication apprehension and first-generation students, we propose that this group of
students encounter unique communication problems. Results indicate that English as second
language first generation college students who were more apprehensive were less willing to
communicate, but those that reported to higher levels of self-perceived communication
competence report to be are more willing to communicate.
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Theoretical Framework
In the current study, Burroughs’ communication orientation model for non-native
speakers of English (Burroughs, 2008) has been applied to examine the communication patterns
of our target population. The theoretical model indicates that for non-native speakers of English,
communication apprehension will influence self-perceived communication competence and
willingness to communication. Self-perceived communication competence and willingness to
communication will then impact people’s actual oral communication competence (See Figure 1).

Lower Self-perceived
Communication Competence

Non-native
Speaker of English

Higher
Communication
Apprehension

Lower Oral
Communication
Competence

Lower Willingness to
Communicate

Figure 1: Burroughs’s Communication Orientation Model for Non-native Speaker of
English
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self-perceived

communication

competence,

and

willingness to communicate are the three basic constructs in the model. Communication
apprehension (CA) is defined as individuals’ level of fear or anxiety associated with either real
or anticipated communication with others (McCroskey, 1984). Self-perceived communication
competence (SPCC) refers to individuals’ perceptions of their own competence as a
communicator (McCroskey & McCroskey, 1988), and willingness to communicate (WTC)
captures individuals’ predisposition to initiate interactions with others (McCroskey & Richmond,
1987).
Previous studies have explored the relationship among all these three constructs.
Richmond and McCroskey suggested that the primary effects of apprehension can be divided
into two categories: (1) those that are experienced internally and (2) those external effects that
others can observe (Richmond & McCroskey, 1998). Following these categories, first of all,
communication apprehension relates to internal experiences, such as communication competence.
Secondly, communication apprehension relates to behaviors that can be observed by others. High
communication apprehension relates to communication withdraw, avoidance, and willingness to
communicate (McCroskey & Sheahan, 1978; Richmond & McCroskey, 1998).

Allen and

Bourhis’s meta-analysis found that as a person becomes more apprehensive both the quantity and
quality of communication behavior diminishes (Allen & Bourhis, 1996).
To summarize, based on Burroughs’ communication orientation model, higher
communication apprehension can lead to lower self-perceived communication competence and
lower willingness to communicate. In the current study, this theoretical model has been applied
to examine the communication orientations of English as non-native language of first-generation
college students.
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Literature Review
Communication Orientations in Different Cultures and Populations
A number of studies have revealed substantial differences in levels of communication
apprehension, self-perceived communication competence, and willingness to communicate
among cultures internationally (Burroughs, Marie, & McCroskey, 2003; Hsu, 2004; Hutchinson,
Neuliep, & More, 1995; Kim, Aune, Hunter, Kim, & Kim, 2001; Klopf, 1997; Klopf & Cambra,
1979; McCroskey, Burroughs, Daun, & Richmond, 1990; McCroskey, Fayer, & Richmond, 1985;
McCroskey & Richmond, 1990; Neuliep, Chadouir, & McCroskey, 2003; Porhola, 1997; Watson,
Monroe, & Atterstrom, 1989). In effect, people in different cultures have somewhat different
orientations toward communication, with individuals in some cultures experiencing higher or
lower levels of communication apprehension, self-perceived communication competence, and/or
willingness to communicate than those in other cultures. Burroughs and colleagues compared
American and Micronesian students to examine the effects of culture on communication
apprehension. The study found that Micronesian students see themselves as more apprehensive,
less communicatively competent, and less willing to communicate than U. S. students
(Burroughs, Marie, & McCroskey, 2003). Watson et al.’s study found a significant main effect of
culture when they examined the levels of communication apprehension of Swedish and
American participants, with Swedish subjects showing greater communication apprehension than
American subjects (Watson, Monroe, & Atterstrom, 1989). Several studies have reported that
Japanese subjects score higher on measures of communication apprehension than people from
the U.S. (McCroskey, Gudykunst, & Nishida, 1985; Neuliep & McCroskey, 1997). Klopf
investigated the levels of communication apprehension of students from Australia, Philippine,
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Japan, Korea, Micronesia, the United States, and China. The findings suggested that
apprehension among students varied significantly, with Japanese students being most
apprehensive and Korean students being least apprehensive (Klopf, 1984). Kim and colleagues
found the differences of communication apprehension between Americans, Chinese, and
Koreans (Kim, Aune, Hunter, Kim, & Kim, 2001). Hsu’s study discovered that Chinese
undergraduate students’ communication apprehension scores were higher than those of
Americans. Specifically, the less Chinese value being independent, unique, and direct in
communication, the more fear or anxiety they have about communicating with people, as
compared to Americans. She suggested that cultural orientations, together with personality traits
and communication competence, influence communication apprehension scores (Hsu, 2004).
Studies also indicate that communicators experience higher CA when using non-native
languages than when speaking in their own native language (Allen & Andriate, 1984; Applbaum,
Applbaum, & Trotter, 1986; Burroughs, Marie, & McCroskey, 2003; McCain, Hecht, & Ribeau,
1986; McCroskey, Fayer, & Richmond, 1985; McIntyre & Gardner, 1991). In addition, Miura
(1985) reported that bidialectal speakers report higher levels of CA when using ‘‘standard’’
English than when speaking in their own local dialects. ESL speakers are also likely to mentally
block communication if they feel uncomfortable speaking English (Dulay & Burt, 1977)
resulting in communication situations in which the speaker may be unwilling to initiate
communication with others. This is consistent with research discussed earlier that people
generally feel they are less competent in second languages than they are in their native languages,
and that these perceptions are substantially correlated with their less willingness to communicate
in those languages (Burroughs, Marie, & McCroskey, 2003). Recently, Woodrow (2006)
reported a negative effect on the oral performance of speakers of English as a second language.
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The most frequent source of anxiety reported was interacting with native speakers as opposed to
other non-native speakers. As a result, the degree of perceived competence of the paired secondlanguage speakers impacts their communication interaction, with secondlanguage speaking
anxiety to be a significant predictor of oral achievement in both retrieval interference and skills
deficit.
These results indicate that communication orientations are influenced by whether or not
individuals are called upon to communicate in their own native language or if they must
communicate in a second language. Taken as a whole, these results suggest that culture
influences the level of communication apprehension, self-perceived communication competence,
and willingness to communicate.
First-generation College Students’ Communication Orientations
First-generation college students are a research population that has gained more scholarly
attention in the recent years. Numerous studies have been conducted to examine their personality
characteristics, cognitive development, academic preparation, and first-year performance.
Pascarella and colleagues summarized that this area of research falls into three categories. The
first category consists of studies that compare first-generation and other college students in terms
of demographic characteristics, secondary school preparation, the college choice process, and
college expectations. The second category of research examines the transition from high school
to postsecondary education. The third category explores first-generation students’ persistence in
college, degree attainment, and early career labor market outcomes (Pascarella, Pierson, Wolniak,
& Terenzini, 2004).
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Few studies have examined this at-risk group in the field of communication. Orbe and
Groscurth (2004) used co-cultural theory to explore the ways that first-generation students
communicate on campus and at home. The study found that situational contexts influence the
selection of specific co-cultural practices and communication orientations for first-generation
students. Participants regarded their communicative choices as significantly different within the
two situations of communicating at school and communicating at home. In another study, Orbe
applied Communication Theory of Identity to capture the nature of identity negotiation for firstgeneration students. The findings suggest that the salience of first-generation status in their daily
interactions varies considerably among students. The status appears to be more important for
individuals who also identify as co-cultural group members; and this group of students appear to
lack any significant sense of communal identity (Orbe, 2004).
Most close to the current study, Francis and Miller (2008) examined the oral
communication apprehension levels of first-generation college students at a 2-year community
institution. The study found that first-generation college students had a communication
apprehension profile similar to reported levels for national norms. Further, students were shown
to use a variety of ways, such as intrapersonal communication, visualization, physical selfregulation, preparation, and humor, to deal with their communication apprehension.
To summarize, literature suggested that culture influence communicators’ levels of
communication apprehension, self-perceived communication competence, and willingness to
communicate. People experience anxiety when they communicate using their second language.
First-generation colleague students have their unique ways of communicating both at school and
at home.
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Hypotheses
This study examines the experiences of communication apprehension, communication
competence and willingness to communicate for English as second language first-generation
students.

Based on Burroughs’ communication orientation model and literature on

communication apprehension and first-generation students, we propose that this group of
students encounter unique communication problems. First-generation students confront anxieties,
dislocations, and difficulties involving cultural, social, and academic transitions. Moreover, as
non-native speakers of English, they will experience communication apprehension and likely see
themselves as less competent communicators. Communication orientations and the relationships
between them will influence willingness to communicate. We propose that:
H1: English as second language first generation college students’ perceived
communication apprehension will negatively predict students’ willingness to communication.
H2: English as second language first generation college students’ perceived
communication competency will positively predict students’ willingness to communication.

Method
Sample
Respondents are a convenience sample of 81 students at a state university in the United
States. They were given extra credit for their participation. The sample is 21 percent male and 79
percent female and their mean age is 21.62 (SD = 4.71) years old. The majority of respondents
are Hispanic (78%). Other ethnic groups represented include Caucasian (9%), Asian (9%),
Native American or Alaskan native (1%), and Pacific Islander (3%).
Operational Measures
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Communication Apprehension The Personal Report of Communication Apprehension
(PRCA24, McCroskey, 1982) was used as the operationalization of communication apprehension.
Four contexts are included in this instrument (public speaking, meetings, groups, and dyads).
Previous internal (alpha) reliability estimates reported for the total score have ranged from .91
to .96. In the present study the alpha estimate was .95.
Self-Perceived Communication Competence The SPCC scale developed by McCroskey
and McCroskey (1988) was used as the operationalization of self-perceived communication
competence. The SPCC scale consists of 12 items. Four communication contexts are included
(public speaking, meetings, small groups, and dyads) and three types of receivers (strangers,
acquaintances, and friends). The internal reliability estimates of the total score in earlier research
(McCroskey, Burroughs, Daun, & Richmond, 1990; McCroskey & McCroskey, 1988) were .92
and .93. In the present study, the internal reliability estimate for the scale was .90.
Willingness to Communication the WTC scale (McCroskey & Richmond, 1987) was
used as the operationalization of willingness to communicate. This is a 20-item instrument with
12 items composing the measure and eight filler items. In a previous study (McCroskey & Baer,
1985) the internal reliability reported for the total score was .92. The reliability of the scale in
this study was .87.
Analysis
The Statistical Package for the Social Sciences (SPSS) version 16.0 was used to analyze
the data. The Pearson product-moment correlations were computed. Communication
apprehension, self-perceived communication competence, and willingness to communication
were significantly correlated. Experimentwise error rate (EER) may be present in that one or
more of the significant tests results may be significant just by chance. However, EER is not
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necessarily a problem. O’Keefe (2003) proposed that adjusting the alpha level should be
abandoned because it has no principled basis, commits one to absurd beliefs and practices, and
reduces statistical power. Tutzauer (2003) argued that alpha adjustment should be applied only in
the narrowly circumscribed instance when the researcher wants to make a strong claim that there
is no Type I error in a specific collection of tests. Standard regression analyses were run to test
the hypotheses.
Results
The Pearson product-moment correlation coefficients between variables are presented in
Table 1. The figures in the diagonal are the reliability alpha coefficients. The means and standard
deviations for each variable are shown in the columns to the right of the table.

Table 1: Means, standard deviations, reliability estimates, and intercorrelations for variables
PRCA

SPCC

WTC

Mean

SD

PRCA

.95

3.35

1.14

SPCC

-.657** .90

79.63

15.81

WTC

-.492** .705**

74.67

16.64

.87

The first hypothesis predicted that English as second language first generation college
students who perceive higher communication apprehension will less willing to communication.
The regression analysis indicated that communication apprehension predicted students’
willingness to communicate. R=.460, R2=.212, F(1,72)=69.36, p=.000. Communication
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apprehension to willingness to communicate b=-.460, t=-8.328, p=.000. Hypothesis one was
supported.
Hypothesis two proposed that English as second language first generation college
students who have high perceived communication competence will more willing to
communication. The results of the regression analysis supported this hypothesis. R=.713,
R2=.509, F(1,72)=266.96, p=.000. Self perceived communication competency to willingness to
communicate b=-.713, t=-16.339, p=.000.

Discussion (Work in Progress)
It appears that the model for Non-native Model of Communication remains stables for
Non-native speakers who also happen to be first generation college students.

That is, first

English as second language first generation college students who were more apprehensive were
less willing to communicate, but those that reported to higher levels of self-perceived
communication competence report to be are more willing to communicate.
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CHEKHOV AND FATE

The role of fate in one’s life has been a much debated and controversial issue
over time. Do one’s actions really play a fundamental role in determining one’s life?
Does fate liberate or limit an individual’s life and actions? If one is unable to be in
full control of making one’s decisions, then no one is truly free. Although today the
role of fate in one’s life is often dismissed as too ambiguous to comprehend, for
ancient Greeks, for example, the concept was of paramount significance and a
frightening reality. They considered fate to be an insurmountable force and believed
that all efforts to change one’s future were pointless and doomed to fail.1
Although the issue of the role of fate (sud’ba) as well as chance (sluchainost’)2
in man’s life is significant and ubiquitous in Chekhov’s oeuvres, the topic has
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received surprisingly limited critical analysis.3 Fate is shown to operate in man’s life
essentially in two principal ways: one, in which the individual is largely at the mercy
of fate, that is, instances of a genuine role of fate in a person’s life rendering one
helpless, and, the other in situations where the individual is or could be largely in
control of his or her predicament, but conveniently and falsely relegates the
responsibility for that predicament to fate or some other force.
Prose works analyzed in the present study such as “The Looking-Glass”
(Zerkalo, 1885), “Typhus” (Tif, 1887), “Gusev” (Gusev, 1890), and “The Black
Monk” (Chernyi monakh, 1894), exemplify situations in which fate plays a genuine
and critical role in an individual’s life, while “Enemies” (Vragi, 1887), “Verochka”
(Verochka, 1887), “Thieves”(Vory, 1890),“Ward No. 6”(Palata No. 6, 1892), “Head
Gardner’s Tale” (Rasskaz starshego sadovnika, 1894), “His Wife” (Supruga, 1895),
“The Lady with a Pet Dog” (Dama s sobachkoi, 1899), and “The Bride” (Nevesta,
1903) illustrate life experiences where the individual is in a position to alter his or
her predicament for the better, and at times does so, while another individual, for
various, largely personal shortcomings, fails to act resolutely and instead blames
fate for the unhappy situation. It should be mentioned that the theme of fate figures
prominently also in Chekhov’s major dramatic works. Analysis of the works cited
reveals they address a fundamental and overarching moral issue – the issue of
man’s freedom, or free will, and its inherent and inseparable counterpart of
responsibility. The portrayal of the role of fate in Chekhov’s works reflects
important aspects of the author’s Weltanschauung.
In “The Looking-Glass” (Zerkalo) Chekhov offers an early example of an
individual, Dr. Stepan Lukich, limited in his action to provide medical assistance
due to his serious illness which incapacitates him both physically and
psychologically. Nelly, an unmarried young girl, the heroine of the story, looks in
the mirror to learn what future fate has in store for her. She sees herself pleading
3
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with the doctor to come and treat her husband, sick with typhus, but due to blind
chance or fate, the doctor himself is ill with typhus which he contracted while
ministering to typhus patients.4 When Nelly threatens to take legal action against
the doctor should he refuse to go with her, the completely prostrated doctor relents,
however, after reaching Nelly’s house loses consciousness and is fated unable to help
her husband. She is forced to seek the help of another doctor. Although we are left
in the dark about Dr. Lukich’s fate, whether he survives his bout with typhus, it
appears Nelly succeeds finding another doctor and her husband does survive his
illness. In her further imaginings she and her husband have children, experience a
series of financial and health setbacks and finally she imagines her husband dying.
Even though her husband is fortunate enough to survive typhus, years later he does
not escape death which is fated for all mortals. Although the narrative is presented
from Nelly’s point of view, and is the product of her imagined reality, it is vivid and
totally convincing. When the mirror drops out of her hand her imaginings filled
with horror come to an end.
We are introduced to Klimov, the protagonist of “Typhus” (Tif), as he is
suffering the initial symptoms of the serious disorder called typhus, often deadly
louse-borne disease which was endemic and at times epidemic in both rural and
urban areas in late nineteenth and early twentieth-century Russia. As he is
gradually overcome by the disease, he becomes extremely irascible and offensive
both in thought and action. He manifests resentment and hate toward his fellow
traveler, a Swede, and reveals prejudicial thoughts regarding other foreigners and
their cultures. Klimov’s thoughts and actions appear to be a venting of deep-seated
prejudices manifesting themselves as a result of his suffering from typhus which
affects his ability to control his thoughts and actions.5 It appears Klimov most likely
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contracted typhus due to pure chance. During her care of Klimov, his sister Katia
also contracts typhus. And pure chance seemingly decides why the Swede and
Klimov’s aunt who also takes care of him do not contract the disease. Given that
typhus is infectious but not contagious, that it is not transmitted from person to
person, it is possible that Katia may have contracted the disease before Klimov’s
return home, or, she contracted it after having contact with him following his
arrival, when “vectors” either lice or fleas from his clothes may have transferred to
Katia and infected her.6 Although Klimov’s and his sister’s contracting the disease
may have been the result of pure chance, fate’s role becomes manifestly and
dramatically clear in terms of the final result of their illness. They are completely at
the mercy of fate: Klimov survives the disease while his sister dies of it.7 Ironically,
Katia dies even before Klimov recovers.8
Following his famous trip to the Island of Sakhalin in 1890, Chekhov wrote
“Gusev”(Gusev), the story reflecting his experience at and observation of the
horrific penal colony. The eponymous hero suffers from tuberculosis of the lungs
which he contracted while serving on the Russian equivalent of “Devil’s Island.”
Living and associating with prisoners many of whom suffered from tuberculosis, the
chance for Gusev to develop the disease was greater than in a generally normal
healthy environment. Gusev, a meek naïve and simple peasant, a “submissive,” is
contrasted to Pavel Ivanych, an intellectual “protester” who also suffers from
6
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Fifteen years after “Typhus” appeared we meet the hero of “The Bishop” (Arkhierei), a prince of
the church, who succumbs to the fatal typhoid fever disease. He had lived a life dedicated to the
church and the faithful yet, when death comes, he is isolated from the very people who meant so
much to him; most tragically, from his own mother. Throughout the story he suffers the various
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tuberculosis. Once again the workings of chance and fate are in evidence. Both
contract tuberculosis by chance, both are on an ill-fated return trip to Russia, and
both suffer the same fate. Irrespective of their status in life, they both die, are buried
in the same sea, and both are fated never to return home. The blind bull serves as a
metaphor for the irrational, the blind chance; the fated in human existence. Blind
chance, the irrational, and the feckless nature of fate are also powerfully symbolized
by the ship and the sea; each can on the one hand crush and on the other hand be
crushed:
The sea is senseless and pitiless. If the ship had been smaller, and not
made of thick iron plates, the waves would have crushed it without the
slightest remorse and devoured all the people, making no distinction
between saints and sinners. The ship itself possessed the same cruel
expression, devoid of any meaning. This beaked monster pressed
forward, cutting a pathway through a million waves, fearing neither
darkness nor winds, neither space nor solitude—all these were
nothing, and if the ocean had been populated, the monster would have
crushed its inhabitants, making no distinction between saints and
sinners (7, 337).
In “Gusev” and many other works, Chekhov “uses the symbolic power of his
dying protagonists … to emphasize life’s transience as well as the individual’s
subservience to forces greater than his or her own will—subservience to the whims
of fate.”9
Fate deals Kovrin, the protagonist of “The Black Monk” (Chernyi Monakh) a
terrible hand early in his life as both of his parents die when he is a child.
Moreover, his mother died of tuberculosis which exposed him to the disease and
predisposed him to developing it.10 In the course of his young adult life, fate deals
9
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him another blow as he develops the psychopathological condition of megalomania
which leads to the complete disintegration of his family life, the decline of his health,
and contributes to his eventual death.
As a young man he had a very promising future but, he began to hallucinate
seeing a black monk of some uncertain legend. When Kovrin realizes that his
hallucinating about the monk is an illness he is frightened, but then brushes this
concern aside, says he is all right and rationalizes that he does not do anyone any
harm by hallucinating and talking to the monk and feels happy again. Similar to
famous megalomaniacs such as Alexander the Great, Nero, Hitler and Stalin who
demanded flattery which combined to produce in them delusional fantasies of
power, Kovrin is flattered by the monk who tells him “You are one of those few who
are justly called the chosen of God … A grand, brilliant future is in store for you
men. And the more there are like you on earth, the sooner this future will be
realized” (8, 241-42). The monk predicts Kovrin’s fate: “The time is near at hand
when you will give up life itself to it” (8, 242). He calls him a “man of genius”
adding, “genius is allied to madness,” and “healthy and normal people are only the
common herd” (8, 242). Regarding this encounter with the monk Kovrin reflects: “I
have just passed through an exalted, wonderful, unearthly moment” (8. 244).
After he admits he is mad, gets medical attention and rest and appears to
recover, he is unhappy stating: “I had megalomania, but then I was cheerful,
confident and even happy. I was interesting and original. … Now … I am a
mediocrity”(8, 251). In reality, he never truly recovers either from tuberculosis or
megalomania. He receives a professorship at the university, but is unable to start
working due to two successive pulmonary hemorrhages. He abandons his wife and
adoring father-in-law and ends up with another woman in Yalta. He is visited by the
monk for the last time who reiterates to him that he is a genius. He suffers a fatal
hemorrhage and dies with a blissful smile on his face. Yearning for and pursuit of
fame is a key symptom of megalomania; the mental disorder which controls

after a decade or so.” (http://www.buzzle.com/articles/incubation-period-of-tb.html). This appears
to explain the cause, how the disease was transmitted to Kovrin from his mother and the timing of
Kovrin’s developing the disease when he did. Antibiotics used today to treat tuberculosis were
nonexistent in the nineteenth century which explains why it was a leading cause of death at the time.
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Kovrin’s thoughts and actions. It is important to recognize that his is not a
conscious, sane pursuit of fame, but a mental illness, insane driven pursuit
rendering him helpless throughout the narrative which to some extent mitigates his
responsibility for his devastating actions. In the final analysis, he finds peace and
happiness in a state of madness, dying of the combination of mental and physical
illness of tuberculosis fated him long ago.
The opening scene of “Enemies” (Vragi) introduces the reader to the poetic,
serene and tragic situation of Dr. Kirilov’s desperate but futile effort to save his only
child from dying of diphtheria, a serious infectious and contagious disease, and a
leading cause of death among children in the nineteenth century.11 It may be pure
chance is responsible for the boy’s contracting this life-threatening disease. But,
given that medicine, his father, is unable to heal him, the boy is completely at the
mercy of fate whether he lives or dies. We are reminded of Chekhov’s treatment of
a mother and two daughters sick with typhus in 1886. Despite his intense efforts, the
mother and one daughter died the same day while the other daughter survived.
Chekhov was obviously personally and painfully aware of fate’s role in who lives
and who dies.
One tragedy dictated by fate, and its resultant genuine, sympathetic grief,
leads to another tragedy, the result of man’s irresponsible and deplorable conduct.
The fateful loss of his child, gives rise to the doctor’s display of feelings of anger and
hate completely unbecoming a doctor or any human being for that matter. The
doctor and the landowner engage in an explosive verbal confrontation with the
doctor displaying the more offensive and insulting attack. In a rare occurrence in
Chekhov’s works, the narrator explicitly rebukes the doctor for being the more
aggressive, intolerant, judgmental and responsible party in the confrontation. The
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fateful death of his child leads to the doctor’s fateful confrontation resulting in hate
and “a conviction, unjust and unworthy of the human heart [which] will remain in
the doctor’s mind until the grave”(6, 43). Although fate certainly played a key role
in the child’s death, the doctor is completely responsible for his actions. The true
character of an individual is often revealed in times of crisis as it is in this case.
The story “Verochka”(Verochka) offers an interesting variation on the theme
of fate.

Ognev, the protagonist statistician, maintains a fatalistic outlook with

regard to memory and experiences – he believes with the passage of time all
experiences are fated to be forgotten which also includes his belief in the vanity of
vanities. Chance or fate has brought him in contact and a relationship with estate
owner Kuznetsov and his daughter Vera. After completing his rural research he
prepares to leave telling his host “I wonder shall we ever meet again.” Kuznetsov,
resorts to theological fatalism stating “God knows. Probably never” (6, 70).
Ognev ponders “how sad it is that [people we meet] leave but memories
behind,” and adds: “faces and voices tremble a moment before us, and slip away
into the gone-before, leaving behind them nothing but the vain records of memory”
(6, 70). His thoughts reflect fatalistic resignation and helplessness with respect to
the future. He also reflects that his stay and experiences will “become memories,
void for evermore of real significance. A year – two years – would pass, and all
these kindly images, dulled beyond restoring, would recur only in memory as the
shapeless impressions of a dream” (6, 70-71). In parting he tells Vera: “This is the
last time we meet” (6, 72). Soon after he modifies his view somewhat declaring:
“Perhaps someday, in ten years’ time, we’ll meet somewhere again … Things will be
different … But ten years hence we shall remember neither the date nor the month,
nor even the year, when we sat on this bridge together for the last time”(6, 75-76).
His theory of experience has failed as is evident in the first line of the frame part of
the story where his recollection in the present is concrete and detailed. Moreover,
he has quite vivid recollections not only of his past experience at the Kuznetsov’s but
even his recollections of recollections. All that he has to say about experience, his
recollections, what he claims to be fated, in contrast to the frame of the narrative,
acts as a gross irony.
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When Vera declares her love for him, he becomes confused, helpless,
frightened and unresponsive. Once again, his fatalistic outlook becomes apparent:
“He felt … he had lost something very dear which he would never find again… He
felt the precious moments he had let slip away without profit would never return”
(6, 80). To his credit he admits that the cause of his unnatural coldness “lay not
outside himself, but within.” He realizes that it is “the result of impotence of soul,”
however, he quickly switches from admitting personal responsibility for his
predicament to blaming “his training, his grim struggle for bread, his friendless,
bachelor life” (6, 80). His name related to the word “fire” (ogon’) and “fiery”
(ognennyi), suggests a potential in him which he fails to live up to. And Vera whose
name means “faith” has clearly placed her faith in the wrong man. He is a typical
“superfluous man” (lishniii chelovek) of 19th century Russian literature. Given a
chance at happiness, he is paralyzed in the decisive moment by weakness and
indecision which lead to failure of communication and missed opportunity. Instead
of acting responsibly, assertively, and possibly altering his fate, he assumes an
attitude of resignation and passivity and concludes that love is irrevocably lost.
Misha Podgorin in “A Visit to Friends” (U znakomykh, 1898), Ognev’s literary
spiritual twin who is also emotionally bankrupt, comes to mind. Unable to respond
to Nadezhda (whose name means “hope”), he is advised by one of the characters:
“Misha, don’t run away from your happiness. Take it while it offers itself to you
freely; later you will be running after it, but you won’t overtake it” (10, 18). It is an
exhortation appropriate for many of Chekhov’s characters who, given a chance to
create a happier future for themselves prove to be irresolute, irresponsible, resigned
and fatalistic.
Ergunov, the protagonist of “Thieves” (Vory) is a case study of an individual
who blames fate in the guise of society and even nature for his failure, both
professionally and personally. A medical assistant (fel’dsher), he is entrusted with
the doctor’s best horse to go on a medical assignment. He gets lost in a snowstorm, a
symbol foreshadowing his cerebral confusion and chaos, finds himself in the
company of thieves who, because of his curiosity, prejudices, desire for sexual
gratification, naiveté and carelessness, steal his horse and his possessions. His
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ineptitude, impracticality, and total failure as an individual become evident in his
conduct with the thieves. He envies their lifestyle and decides to become one of them
so he can enjoy what he imagines their unlimited freedom.
Ergunov

is

dismissed

from

his

employment,

relieved

of

official

responsibilities and left “free.” He chooses to become a wastrel, asking paralogistic
questions such as: “Why there were in the world doctors, hospital assistants,
merchants, clerks, and peasants instead of simply free men?” He assumes
erroneously that all these are not free. He continues: “There are, to be sure, free
birds, free beasts, a free [thieves], and they are not afraid of anyone, and don’t need
anyone!”(7, 324-25). The credibility of this claim is obviously questionable. He
questions life’s social order and, in effect, circuitously questions fate: “And whose
idea was it, who had decreed that one must get up in the morning, dine at midday,
go to bed in the evening; that a doctor takes precedence of a hospital assistant; that
one must live in rooms and love only one’s wife? … Who says it’s a sin for one to
enjoy oneself?”(7, 325). A year and a half after losing his job his new questions
reflect helplessness, resignation, a fatalistic outlook:
Why and with what right do people … divide their fellows into the
sober and the drunken, the employed and the dismissed, and so on?
Why do the sober and well-fed sleep comfortably in their homes while
the drunken and the hungry must wander about the country without
a refuge? Why was it that if anyone had not a job and did not get a
salary he had to go hungry, without clothes and boots? Whose idea
was it? Why was it the birds and the wild beasts in the woods did not
have jobs and get salaries, but lived as they pleased? (7, 325)
--questions which are a parody of genuine cognitive inquiry. His logic criticizing
society’s order and nature’s design reveal the magnitude of his cerebral vacuity and
spiritual bankruptcy. He sees only chaos. No definitions add up, nothing makes
sense. He comes face to face with the Existentialist’s universe in which “all is
allowed” but fails to comprehend the bigger picture, which includes personal
responsibility and the ability to bear the burden of aloneness. His new perspective
on life does not transform him into a better individual, spiritually or morally; rather
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it leads him to a complete downward slide into the existence of a petty thief. His
conduct reinforces the truth, that neither society nor nature, nor fate, but his faulty
perception is responsible for this distorted, unhealthy and fatalistic perspective on
life. At the end, his is not a rebirth into a new, glorious, meaningful life of genuine
freedom.
Ergunov has become disconnected from ‘work’ as a meaningful human
activity, and blames fate in the guise of ‘society,’ for his unhappiness. While he
yearns for freedom, once he acquires it, he does not know how to reinvent himself
meaningfully. His outburst of dissatisfaction, his absurd rhetorical questions, are
not shared by Chekhov. The protest comes from a totally discredited individual.
Although he attempts to challenge what is fated or dictated by society and nature,
and exercises his free will, he fails to accept the concomitant personal responsibility
for his actions blaming everyone and everything instead. Chekhov was a strong
advocate of freedom and an opponent of everything that suggested external and selfimposed constraints on the human spirit. However, he firmly believed that with
freedom comes responsibility, and that there was no morally acceptable way of
avoiding this basic truth of life.
Fate plays a sgnificant role in the lives of Ivan Dmitrych Gromov and Dr.
Andrei Efimovich Ragin, the principal characters of “Ward No. 6”(Palata No 6),
Chekhov’s most famous prose work. Gromov is shown to be essentially at the mercy
of fate while Ragin uses fate as a convenient excuse for his passive, dishonorable and
strikingly irresponsible existence.
From early youth Gromov was fated to experience a series of disasters. His
brother Sergei died of consumption and his father was found guilty of forgery and
embezzlement and died of typhus in a prison hospital. Subsequently Gromov
experienced deprivation and insecurity which predisposed him to persecution
mania, despair and terror, which in turn led to his lunacy and confinement in Ward
No. 6. Dr. Ragin’s fatalistic outlook conveniently enables him to blame everyone and
everything for his predicament instead of acknowledging responsibility for the
situation. Ragin and Dr. Chebutykin from The Three Sisters are Chekhov’s two
most unprofessional doctor characters. Ragin never intended to become a physician;
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rather his father forced him to become one. He took charge of the provincial
hospital which, by his own admission, was an immoral institution detrimental to its
inmates’ health, deserving to be closed, however, also by his own admission, “he
lacked the will-power” (8, 83) to do so. In accordance with his fatalistic philosophy,
what Peace calls aptly, “supine fatalism,”12 Ragin claims “it would be useless [to
close the hospital], because if you expel physical and moral filth from one place it
will only crop up elsewhere, so one should wait for it to evaporate spontaneously” (8,
83). He adds: “If people have opened a hospital and tolerate it they must have a
need for it…. [the] sickeningly foul living conditions are needed since they become
transformed into something useful in due course” (8, 83-84). Thus, he adopts an
attitude of indifference to the deplorable hospital conditions. The narrator openly
criticizes Ragin placing the responsibility for the deplorable state of the hospital
squarely on Ragin’s shoulders: “Andrei Ragin much admires intellect and integrity,
but lacks the character and confidence to create a decent, intelligent environment …
he is positively impotent” (8, 84). Ragin dismisses everything in life as vanity of
vanities: “Everything in this world is trivial and boring” (8, 88). He adds: “Life is a
deplorable trap” (8, 89). As evidence of fate’s role in man’s existence, he observes
that an adult individual “can’t help feeling hopelessly ensnared. And it is against his
will, actually, that he has been called into being from nothingness by certain chance
factors” (8, 89).

Regarding his current locus, he agrees with his friend’s

observation: “Fate has landed us in a remote corner! The most maddening thing is,
we have even got to die here” (8, 90).
Although Ragin does not believe in immortality he also rejects the belief in
the transmutation of matter. He wonders however “Why [is man endowed with]
vision, speech, self-awareness, genius, if all these things are doomed [i.e., fated] to go
into the soil and finally to cool along with the earth’s crust – and then to rotate with
the earth around the sun for millions of years, all for no reason? Cooling, rotating
… these were no reasons for calling forth man, with his lofty, almost divine intellect,
out of nothingness and then turning him into clay as if to mock him” (8, 90-91).
With regard to fate’s role, the irrationality of the “blind workings of the natural
12
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process,” Ragin bemoans man’s helplessness thinking they “are even more primitive
than human folly since folly does at least imply awareness and deliberate intent, of
which natural processes are entirely devoid” (8, 91).
A doctor is bound to uphold the Hippocratic Oath. Ragin violates it
profoundly stating: “Why stop people dying if death is every man’s normal regular
end [i.e. fate]? … If one sees medicine’s function as relieving pain with drugs the
question naturally arises why pain should be relieved. … Suffering is said to bring
man nearer to perfection” (8, 85). This last statement is a clear allusion to
Dostoevsky’s philosophy of acceptance and passivity before fate which is satirized in
“Ward No. 6.” Ragin offers a fatalistic viewpoint amounting to a gross perversion of
the duties he swore to uphold according to the Hippocratic Oath. He maintains that
there is no need to alleviate pain yet the oath he swore requires him to do precisely
that. He attributes his professional neglect and failure perversely to the omnipotent
influence of fate, in the guise of the times: “I swindle … I’m dishonest. But … I’m
only part of the inevitable [i.e., fatalistic] social evil. … It’s not my fault I’m
dishonest, it’s the fault of the age” – a truly pathetic, dishonest disclaimer of
personal responsibility. He concludes his prevarication maintaining “If I had been
born two hundred years later I’d have been different” (8, 92).
According to Ragin’s pessimistic, fatalistic philosophy, man ought to seek the
meaning of life and have utter contempt for the vain bustle of the world. Then man
will be happy “in spite of all the barred windows of the world.” His philosophy is
one of withdrawal, escapism, a sort of futliarnost’. He says “man must seek peace
and satisfaction not in the world outside him but within himself” (8, 100). Therefore
why struggle, why go to the trouble, why try to improve life or get any system into it.
Quoting Roman stoic philosopher Marcus Aurelius, Ragin says “Pain is the vivid
impression of feeling pain; will yourself to change that impression, shake it off, stop
complaining, and the pain will disappear” (8, 100) – a clear echoing of Kirilov’s
philosophy in Dostoevsky’s The Possessed. Ragin tells Gromov, if he can find inner
happiness, then it does not matter whether you are physically free or not. Gromov
challenges his philosophy: “The vanity of vanities, externals, internals, despising
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life, suffering and death, the meaning of existence, true happiness … it’s the
philosophy best suited to a typical Russian sluggard” (8, 103).
In response to Gromov’s demand for logic for his being locked up in the
mental ward, Ragin reaffirms his belief in fate’s role in such matters: “Logic [is]
neither here nor there. It’s all due to chance. … There is no … logic about my being
a doctor and your being a mental patient, it is sheer blind chance [pustaia
sluchainost’]” (8, 95). He emphasizes fate’s complete arbitrariness stating: “Since
there are such things as prisons and lunatic asylums someone must be shut up in
them … If not you – then I, If not I – then someone else” (8, 96). Ironically and
justly, at the end, Ragin suffers the same fate as Gromov. He is declared insane and
locked up in the same mental ward as Gromov. Here his entire philosophical system
topples over. When he is beaten by guard Nikita, he protests loudly against violence,
pain and oppression. Gromov’s prediction comes true – that Ragin would shout if
he hurt even his little finger. The day after his beating, Ragin dies of a stroke. Only
two people out of the entire town attend his funeral – a sad but just situation which
is not the result of fate’s role in Ragin’s life, but clearly the end result of his
inauthentic and irresponsible life.
The saintly doctor in “Head Gardener’s Tale” (Rasskaz starshego sadovnika),
Dr. So-and-so, another consumptive protagonist, was seemingly fated to live a short
life not only because of his suffering from tuberculosis. To everyone’s astonishment,
one day, he is found dead with strong indication that he may have been murdered.
However, it appears also possible that he had a fatal fall off his horse as he was
making his medical rounds. Despite suffering from advanced tuberculosis, he
devoted himself to ministering to all inhabitants of the village with insufficient
regard for his own health or safety. He took no fees for his services. When his
patients died, he even attended their funerals and wept for them. He lived by love
and infected everyone else with his love. He was ready to lay down his life for them.
If the good doctor was murdered, he may have contributed to his demise as a result
of his blind faith in the goodness of man. The devastating loss to the community he
served is indescribable. The judicial panel concludes it is unimaginable that anyone
could stoop so low as to kill the Christ-like doctor. Rather, they argue death must
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have been the result of a fatal fall, which, if true, suggests fate is indiscriminate in its
negative effect on people, irrespective whether they are good or bad, whether they
are “saints or sinners.”
Dr. Nikolai Evgrafych, the protagonist of “His Wife”(Supruga), another of
Chekhov’s consumptives, faces, when we meet him, a critical confrontation with his
wife over her adulterous conduct. He married her seven years earlier thinking he
had found the right woman and genuine happiness. Now, he wanders how he, “the
son of a village priest … a plain, blunt man and a surgeon by profession, could ever
have let himself be enslaved. Why this shameful surrender to a creature so feeble,
mean-spirited, dishonest and generally beneath contempt?”(9, 94). He compares her
“flying” into his life from a completely different world and creating sheer havoc, as
fatefully as a bird once chanced to fly in from outside into his father’s house and
crashed furiously against windows knocking things over. His marriage to Ol’ga has
cost him emotionally, physically and financially. “It seemed to him …his life was
irreparably wrecked” (9, 95). However, it appears the comparison is less than
correct. The bird flew into his father’s house by chance whereas Ol’ga’s “flying”
into his life cannot be attributed to pure chance. He consciously permitted Ol’ga to
“fly” into his life and must take responsibility for that choice. Numerous indications
of their incompatibility punctuate the story. Nikolai’s naiveté, immaturity and
idealism contribute significantly to his predicament.
At the end of the story he examines the photograph of the family taken
shortly after the wedding which reinforces the contrast between him and his wife.
“Nilokai’s … good-natured, schoolboy smile was written all over his face and he had
been naïve enough to believe that this bunch of vultures [i.e., Ol’ga and her
parents], with which fate (sud’ba) had happened to have landed him, would bring
him romance and happiness and all he had ever dreamed of when he was [young]”
(9, 99).
In his pursuit of happiness and love, Nikolai feels that fate is responsible for
his life full of suffering and turmoil over which he has no control. Actually, his is a
lot self-created. At the story’s end he is still naïve enough to think that it was fate
and not his own lack of insight that created his disastrous marriage. At the moment
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of choice, he did not, could not, or would not see the error he was committing. It
may have been partly fate, but it was primarily character that led Nikolai to choose
a woman so completely foreign to himself. One recognizes Nikolai’s own
responsibility for his actions. Fate indeed plays a role in his developing tuberculosis
from which he faces impending death. We are reminded of the deathly ill Professor
Nikolai Stepanovich in “A Boring Story” (Skuchnaia istoria), who complains: “I
have been sentenced by fate to the death.” The professor’s personal tragedy is the
result of his inauthentic, irresponsible life, while his terminal illness is indeed his
fated demise. Similar to the professor’s experience, Nikolai’s terminal illness is his
fated demise, but his personal tragedy in his marriage is the result of his own making,
choosing, for choices have consequences.
One of the most striking examples of fate as a positive force operating in
people’s lives is illustrated effectively in “The Lady with a Pet Dog” (Dama s
sobachkoi), Chekhov’s most famous story and polemic with Tolstoy on the Anna
Karenina theme. It appears Anna and Gurov meet in Yalta by chance, but, at the
end, it also appears they were fated to be together. Each is unhappily married.
Their marriages do not seem to have been arranged, rather, they married at a
young age and the choice appears to have been theirs. Eventually and sadly they
realize they are married to incompatible spouses. A romantic relationship develops
between Anna and Gurov which leads to a sexual relationship. He has been
unfaithful to his wife for many years; for her it is the first incident of infidelity. The
result of their apparently fated meeting suggests that except for his intimate
relationship with Anna (he apparently has no such relationship with his wife), there
will be no other women in his life. As for Anna, Gurov will probably be the only
man in her life other than her husband.
After a brief romance, they part seemingly fated never to meet again. Anna
says to Gurov “It’s a good thing I am going away … It is fate (sud’ba)” (10, 134). In
a resigned tone with regard to her future and also critical of fate’s having brought
them together, she adds “We shall never meet again —that’s all for the good, for we
should never have met” (10, 135). Gurov appears to adopt the same fatalistic
attitude: “The train moved off rapidly…its lights vanished …, the engine grew silent
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as though everything were conspiring to put an end to this sweet oblivion, this
madness.” He feels “he will never meet this young woman again” (10, 135).
He senses that fate has a gloomy future in store for him, as if he had no
control over the circumstances of his life: “He felt he was left to live out a curtailed,
bobtailed life with his wings clipped – an idiotic mess – impossible to run away or
escape – one might as well be in a madhouse or a convict settlement” (10, 137). And
yet, to his credit, Gurov assumes control over his fate. He travels to Anna’s town
and resolves to see her again. Standing in from of her house, unsure as to how he
can manage seeing her, he leaves it up to fate or chance thinking “the best thing is to
trust to chance” (10, 138). And by chance he meets her at the theater.
Gurov’s dissolute life prior to meeting Anna changes as a result of his
genuine love for her, his first true love, which arouses hope in him for happiness and
motivates him to challenge fate by pursuing her. Gurov the philanderer transforms
into a sincere lover dedicated completely to one woman, Anna. Love proves to be a
stronger force than fate’s dictates. They begin to meet regularly and their genuine
love proves to be resilient despite seemingly insurmountable obstacles. Fate
influences their lives once again, but in a positive way. We learn “It seemed to them
that fate (sud’ba) had intended them for one another, and it was beyond
understanding that one had a wife, the other a husband” (10, 143). It is clear their
relationship will continue but their most difficult challenges may still lie ahead.
Despite these challenges, this is Chekhov’s most positive portrayal of a love
relationship.
Fate’s role in Gurov’s and Anna’s life fluctuates. Their fateful trip to Yalta
brings them together thus having a positive effect. When they part, they perceive
fate having a negative role in their future; that they will never see each again and
they become resigned to this perception. Both abdicate their responsibility for the
direction of their future ascribing instead that responsibility to fate. When they
reunite again, fate appears to change their life for the better. However, it is
significant that they are together again solely as a result of Gurov’s asserting his will
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to change the course of their lives. Related to one’s attitude towards the role of fate
in one’s life is the important question of “hope” and “despair.” As Geoffrey Borny
observes, Chekhov’s vision of reality included “the precarious balance between
‘hope’ and ‘despair.’”13 In “The Lady with a Pet Dog,” hope wins over despair and
free will is shown empowering Gurov to play a significant role in his and Anna’s
fate.
Sasha, the young man in “The Bride”(Nevesta), the last consumptive in
Chekhov’s large gallery of those dealt by fate a cruel hand of being inflicted with a
fatal disease, faces death stoically. But helplessness and resignation are alien to him.
He has a positive view of the future and encourages and succeeds in persuading
Nadia, the bride to be, to abandon her wasteful, empty and unhappy provincial
existence in favor of education and a productive future. He tells her: “You won’t be
sorry, I swear it. You won’t have any regrets … You’ll start your studies and then
it’s all in the hands of fate (sud’ba). Drastically alter your way of life and then
everything else will change too. The most important thing is to make a completely
fresh start, the rest doesn’t matter” (10, 214). Despite Sasha’s fated, impending and
premature death, he continues to act as a positive force. The advice uttered by a
consumptive like the author himself, in the author’s last prose work prior to his
death, appears to be a simple but important exhortation to all those who appear
desperate, helpless and resigned before their fate, that life can be different if people
act resolutely and responsibly to realize their potential and their dreams.
People’s passivity, their submission to fate is a major motif in all of
Chekhov’s mature plays. For example, Anna Petrovna in Ivanov who dies of
tuberculosis laments: “I am beginning to think that fate has cheated me” (11, 232);
Sonya in Uncle Vanya willingly and stoically accepts fate’s design: “We shall
patiently bear the trials fate sends us” (13, 115), while Ol’ga in The Three Sisters
declares: “Nothing ever happens the way we want it to … we are not to be in
Moscow”(13, 184 ). Irina’s fatalistic attitude is evident in her accepting that the
Moscow notion is dead. She submits saying: “If I am not destined to be in Moscow,
13
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then so be it. It is fate. There is nothing to be done. It is all God’s will” (13, 176),
and Masha, who is married, reveals a fatalistic outlook regarding love: “I love
[Vershinin, who is also married] – such is my fate. Such is my fate … and he loves
me” (13, 169); Ol’ga who is unhappy says: “It’s all good, all from God” (13, 120).
Tuzenbach’s fatalism is expressed in his vision of cosmic drama when he says
“What trifles, what silly things in life will suddenly, for no reason at all, take on
meaning. You laugh at them … consider them trivial, and yet you go on, and you
feel that you haven’t the power to stop” (13, 181); Vershinin states: “We’ll be
forgotten. Such is our fate, we can do nothing about it” (13, 128). In parting, Ol’ga
asks Vershinin “Shall we meet again someday?” to which he responds “Probably
not” (13, 183). And, from the opening scene it becomes evident that the orchard in
The Cherry Orchard because of its owner’s passivity and submissiveness is fated to
be sold and destroyed.
The note of fatalism heard in Chekhov’s plays has led some critics to argue
they are plays of despair. Their interpretations remind us of Leon Shestov’s
erroneous claim that “Chekhov was the poet of hopelessness … who was killing
human hopes.”14 These same critics overlook the fact that the plays are also plays of
hope. The fact is there is a precarious balance of hope and despair in the plays,
illustrated superbly in the ending of The Three Sisters which significantly and
appropriately ends on an antiphony; there is an expression of faith in the future but
it is seriously undermined by present sorrow which cannot be so easily discounted in
the expectation of better days to come. What also emerges in all the plays is that
given a chance to do something about their predicament, the characters fail
miserably because of their passivity, blaming fate or some other forces instead.
One of the most explicit acknowledgements of fate’s omnipotent role in
people’s lives and resignation before fate is expressed by Dr. Varvara Pavlovna in
“A Visit to Friends” (U znakomykh, 1898): “’Life is not easy’ said Varya … ‘You
are always threatened by a loss … someone close to you falls ill and you fear for his
14
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life … But what’s to be done? One must submit to the higher Will without a
murmur, one must remember that in this world nothing is accidental; everything
has a purpose, no matter how remote. … I know nothing is accidental, that
everything that happens to us is necessary” (10, 15).
Although Chekhov partly shares this view, as Robert Louis Jackson notes,
being “deep[ly] aware of … the element of accident and chance in human fate …
[Chekhov’s] view of tragedy extends far beyond the notion of man as the victim of
blind chance.” As a scientist, Chekhov had a “[deep] sense of the limits of human
will in interaction with the given – the multiple and complex elements of reality,”
but he also recognized “man’s involvement in his own fate, his ‘guilt,’ his
responsibility for his condition and therefore, his responsibility before the present
which he is preparing for the future.”15
Jackson also observes, “Man’s tragedy, for Chekhov, lies primarily not in
any absolute helplessness before his fate, but in the fact that he is continually
affirming fate’s autonomy through abdication of his own responsibility.”16 The
statement appears to be only partly correct. Chekhov the humanitarian, the
sympathetic observer saw no less tragedy in instances in which man is or could be
essentially in control of his condition, but fails to act and instead, blames fate for his
predicament, than in instances in which man, as a result of having contracted a
fatal, terminal disease, is completely controlled by fate – helpless in changing his
predicament either present or future. At least in the first instance, man has the
possibility of doing something; in the second instance he experiences existential
angst as he can do nothing about his fate or alter the “given” and the inevitable.
In some of Chekhov’s mature works, especially “The Lady with a Pet Dog”
and “The Bride,” we see individuals interacting with a reality “which contains a
creative potential.” As Jackson rightly notes, “Chekhov stands with Sophocles,
Shakespeare, and Dostoevsky in his mature view of man’s fate, in his affirmation of
15
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the freedom as well as the limits of man confronting reality and himself.”17 Richard
B. Sewall’s observation is particularly germane to the subject of Chekhov and fate.
At times, “tragedy reveals simultaneously, in one complete action, man’s total
possibilities and his most grievous limitations – all that he should and can do as a
creator of good, all that he does or fails to do or cannot do as a creature of fate,
chance, or his own evil nature … the stress on one side or the other of the paradox
of man differs from one tragedy to another.”18 Chekhov’s works examined in the
present study which deal with the problem of fate’s role in man’s life reflect various
features of the paradox.
One could argue that fate was instrumental in Chekhov’s attaining the
prominence of one of world’s greatest writers, despite his being the grandson of a
serf. However, to a huge extent, his success was also the result of his personal
responsibility and enormous efforts and dedication; as a result of what he called
“squeezing the slave out of himself drop by drop.”19 It should also be noted that fate
played another major role in Chekhov’s life considering he died of consumption at a
relatively young age. His family’s history of suffering from tuberculosis predisposed
him to the disease. It appears the tuberculosis strain, “the sinister side of Morozov’s
blood,”20 was passed on to Chekhov and his brother Nikolai through his mother’s
side. His mother’s brother and sister died of the disease as well as Nikolai and
Anton himself. However, the grim reality of his energy draining, terminal illness
did not deter him from working and creating until his final days. Chekhov the
physician consumptive, despite suffering from the disease for twenty years, made an
arduous trip to the Island of Sakhalin, wrote a monumental sociological study of the
notorious penal colony, treated patients (mostly gratis), built schools, planted trees,
left an epistolary legacy second only to Pushkin’s, and created some of the finest
prose and dramatic works in world literature, all for the benefit of mankind. And,
in the process, Chekhov served as a model, as a contrast to those of his
17
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contemporaries who claimed fate was deciding their life as a justification or
rationalization for their senseless, passive and irresponsible existence.
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Abstract
Corruption in the Nigerian society has been of great concern for well-meaning Nigerians
who feel that with the natural and human resources available, the country ought to be a true
leader in Africa. In The Fate of Vultures by Tanure Ojaide, the theme of corruption is explicitly
explored to show how it manifests in the body polity of Nigeria.
This paper therefore, seeks to analyse the various syntactic devices employed by Ojaide
in Fate of Vultures to portray the level of corruption in the Nigerian society.
Keywords: Corruption, impoverish, syntactic devices, populace, Nigeria.

Introduction
The Concise Oxford English Dictionary (2004) perceives syntax “as the arrangement of
words and phrases to create well-formed sentences”. M. H. Abrams defines syntax as “the study
of the way that sequences of words are ordered into phrases, clauses and sentences”. In line with
the above definition, Tanure Ojaide in The Fate of Vultures (1990) has, through the selection of
words portrays how the Nigerian leaders have impoverished the nation through corruption.
Leech and Short (1981)

Style in Fiction posit that an explicit understanding of language is

required in order to make progress in understanding style. Therefore, they suggest, that language
should be “scrutinized” carefully, even from time to time under a microscope. To emphasize the
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importance of “scrutinizing” language, Leo Spitzer, the eminent linguistics critic, in Style and
Fiction (1981) affirms:
I would maintain that to formulate observation by means of words
is not to cause the artistic beauty to evaporate in vain
intellectualities; rather it makes for a widening and deepening of
the aesthetic taste. It is only a frivolous love that cannot survive
intellectual definition; great love prospers with understanding p.2.

Going by the above declaration, I subscribe to Spitzer’s insistence that the smallest detail
of language can unlock the ‘soul’ of a literary work. Thus, an explanation of how a particular
effect or meaning is achieved will lead to a better understanding of not just how it is achieved,
which in itself is essential to the critical task of explanation but also gain a greater appreciation
of what the writer has created. The adoption of neo-Firthian systemic model of linguistic
description reveals that, grammar indeed constitutes the basis of the poet’s utterances / writings.
Thus, efforts will be made to analyse how Ojaide uses words to criticize and condemn leaders
that have continued to exploit the masses and mismanage public funds.
Every language, English inclusive, has rules that must be observed in order to use the
language in an acceptable manner. This rule involves how words are to be selected and combined
to form acceptable sentences. An example is the rule that states that the verb must agree with the
subject (noun) in number and in person. The inner grammar rules hold that preposition and
adjectives go with nouns, while conjunction and adverb go with the verb. Thus, a competent user
of language is one who is able to combine the different rules of grammar in language. However,
there are instances when these rules are broken: the result is that we have deviant construction. It
is the use of these deviant constructions that granted poetry its peculiar characteristic often
referred to as “poetic license”. This means the rule of grammar is deliberately broken by poets so
they could achieve foregrounding. Concerning the argument proposed in some quarters about the
3

ungrammatical utterances of poets, Lyons (1970) has advocated for adjustment “…that will
enable the poet generate all the actual sentences of the poem…”. As will soon be obvious, an
analysis of the various realizations of the syntactic properties of the persona poetry will reveal
how the use of syntax has enabled Ojaide to sensitize the people and expose the corrupt leader
who has impoverished both the people and the nation as a result of corruption.
Corruption
Corruption is a word used to refer to a dishonest exploitation of power for personal gain. The
BBC English Dictionary (1992) aptly captures the term as “dishonest and illegal behaviour by
people in positions of authority or power. Corruption is a global issue. However, it is much more
endemic in some societies than others. The prevalence of corruption depends upon the attitude
and manner with which the people are ready to accept or reject it. A report released by an Anticorruption nonprofit Transparency International TI 2013 shows Global corruption Barometer on
nations’ ranking according to their involvement in corruption. The report has it that Nigeria is
the 8th most corrupt country in the world, (PM NEWS July 11, 2013). Corruption in some
countries like China, attracts death penalty, (see Business Day BDlive, Wednesday October 2,
2013 by NATASHA KHAN AND DARYL LOO, July 18, 2013) on “China Turns its attention to
Medical Corruption”. In other countries such as Britain, corruption attracts jail term. While in
some other countries still, the act is applauded and the predator is hailed for “smartness”. Even
when the act is charged to court, the issue is swept under carpet, (see Daily Independent,
Tuesday October 1, 2013). Nigeria happens to belong to the third category. In the above
newspaper, James Ibori, a former governor of Delta State from 1999 – 2007 was accused of
corruption after his tenure in office. Victor Anya views Ibori’s persecution by EFCC (Economic
and Financial Crime Commission) as political rather than corruption. Anya bases his argument
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on an earlier judgment by Justice Marcel Awokulehin of the Federal High Court Asaba, who
discharged and acquitted Ibori in Nigeria. Ibori was later convicted on the same charges and
jailed in London. In the DAILYPOST, Nigeria online newspaper of October, 2013, Wale Odunsi
recurs Liyel Imoke’s lamentation speech. Liyel Imoke is presently Governor of Cross River
state. Imoke recalled how the instituted President Ibrahim Badamasi Babangida’s Structural
Adjustment Programme (SAP) destroyed the Civil Service. Imoke remembered how in just eight
years of Babangida’s rule, the administration destroyed the values and the dignity of Civil
Service which have painstakingly been built since 1934.
Ojaide vehemently protests against the neglect of the Niger Delta region and the
compromise of self-centered leaders. Ojaide hails from the region where the bulk of crude oil is
mined. He recalls how this region has been devastated, polluted and abandoned. Ojaide reacts in
The Fate of Vultures with such words which are capable of piercing the consciousness of the
overlords and the “vultures” who wield political power. Sunnie Adagbonyin (2012) , notes that
the awareness of the corrupt role of the overlords and political leader is what has engendered
vehemence in Ojaide’s poetic creation. This paper attempts an analysis of the syntactic devices
employed by Ojaide to expose the activities of corrupt leaders that have impoverished the people
they are supposed to care for. The neo-Firthian systemic model of linguistic description will be
adoption in this analysis.
Sentence Types
Identifiable in the text are structures of the mood system. Mood is the mode or method by
which a verb is used to express a particular action. Simple sentences may be divided into four
major syntactic clauses whose use correlates with different communicative functions:
Statements, (declaratives), questions (interrogatives), commands (imperatives) and exclamatory.
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Statements (Declaratives)
Statements that are declarative usually assert or state ideas that are based on facts. The structure
of a declarative is + subject + verb with an optional (+ object + complement and adjunct). The
basic function of the structure is essentially to communicate information. The use of this feature
helps to portray our poet as informant and the addressee who are the recipient of the information,
the informed. The poet like the gadfly watching over the society is in a hurry to inform the
readers of the corrupt leader’s ploy to impoverish the populace. Ojaide’s assertive attitude is
reflected in his declarative structures thus:
1

I would not follow the hurricane
nor would I the whirlwind
in their brazen sweep away,
they leave misery in their wake.
(Tanure Ojaide’s The Fate of Vultures:

“Players” 11).

The above extract is an example of a declarative sentence pattern. The poet’s use of the
structure enables him to state fact which they expect the readers to accept and not contradict.
Here, Ojaide’s revolutionary voice spits against social ills. Terhemba Shija (1987) affirms that
Ojaide’s message is a burning desire to change society. Terhemba notes Ojaide’s “… intense
concern for the underdog” in Ojaide’s (1986) Labyrinth of the Delta, where he fearlessly refers
to the behaviour of the corrupt leaders as ‘hurricane’. Ojaide distances himself from the leaders
who “in their brazen sweep-away leave misery in the land”. The subject ‘I’ in line 1 is the
speaking voice representing the poet persona. The poet persona addresses his reader and expects
him to be aware of the corrupt attitude of leader. The speaking voice loathes the behaviour of the
corrupt leader who by virtue of his position causes pain in the land through corruption. The
speaking ‘I’ reassures the reader of his unflinching loyalty to the people. The poet expects the
reader to accept and not to doubt him.
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2

And if a juggler ever arrives in town
with an eagle in a glittering cage,
beware of gifts and numbers.
Beware of the season, beware of twilight and worse…
(Tanure Ojaide’s The Fate of Vultures: “When tomorrow is too long” 18).

In the above poem, Ojaide likens the political leader to a “juggler” in a circus who, after
performing his act (using gimmicks), disappears only to re-appear again when there is another
show to perform. In like manner, political leaders during election campaign “season”, toy with
the emotions and feelings of the masses with the intention of persuading the people to vote for
them. The definite article “the” in the last line is used as pre-modifier to specify the “season”
being referred to, the election “season”, a season to beware of because of the deceptive nature of
the corrupt political leaders.

Here, “SEASON” = + CAMPAIGN, + DECEPTION, +

MANIPULATION, + RIGGING to realize “success”. The generic use of the season is in the
sense that it has become an unacceptable norm for political leaders to continue with political
gimmicks in order to win elections.
Rhetorical Questions
A rhetorical question is one which functions as a forceful statement. It is a sentence in the
grammatical form of a question which is not asked in order to request information or to invite a
reply, but to achieve a greater expressive force than a question, M.H. Abrams (2005). A
rhetorical question is often negative. As a negative question, it is like a strong positive. And as a
positive question, it looks like a strong negative. For example:
Positive: Is that a reason for despair? (‘the response to this would be certainly not’).
Negative: Is no one going to defend me? (the response here would be ‘surely someone is going
to defend me’). The following is an instance of the use of rhetorical question as a persuasive
device:
7

5

And with every oracle
Shooting out of graveyard homes
Prey to the trickster-lord
Profiteering on tears and howls
Who will relieve the land
of this rage, this thirst?
(Tanure Ojaide’s The Fate of Vultures : “Questions of state” 94)

Ojaide examines the voiceless state of the masses. He likens their state to a “graveyard
home” because he perceives them ignorant and a people who do not know their rights. The
componential analysis of GRAVEYARD = + an AREA, + DEAD BODIES, + SILENCE.
However, among the masses, there are a few enlightened ones who have access to the leader.
These few enlightened ones see themselves as having an infallible authority “oracle” to
manipulate and exploit the masses to the advantage of the leader. Thus, the masses become
“prey” in the hands of the leader “trickster-lord”. The use of the Wh – question portrays that both
the poet and the reader do not have the right response to the problem mentioned above. The poet
looks forward for solution from a saviour who will “relieve the land of this rage, this thirst”. The
poet is a victim of the suffering and deprivation perpetuated in the land by the corrupt leader
because he lives in the environment. And again, his calling as a poet does not permit him to be
indifferent.
Ojaide, in the extract below, feels frightened of the hard work that politicians are involved in
to ensure “success”. During elections, the corrupt political leader usually engages in all forms of
dubious practices such as manipulation of figures to rig the election, indiscriminate thumb
printing of ballot papers, stealing of ballot boxes and other vices. The poet asks if he would be
able to take that plunge of an eagle into the dangerous and hazardous political terrain in order to
have a breakthrough and make “success” of it. Thus, the poet rhetorically asks.
8

3

can I, can I,
can I transcend the low ground
That gives the eagle its highflying name?

The extract constitutes a yes / no question with the modal auxiliary ‘can’ which shows
permission. The use of the 1st person singular ‘I’ and the model auxiliary ‘can’ is in the
‘exclusive’ sense. This means that the response to this issue raised rest on the speaking voice,
who probably is the poet. He is the only one that has the authority to respond, particularly as he
is the one providing the information rather than seeking for it. All he is doing is simply to inform
the reader of the information he has about what elections entail in Nigeria, “others are hard at
work”.
4

My heart pounds loud;
Can I, can I,
Can I transcend the low ground
That gives the eagle it highflying name?

What happens at the end is that he simply provides a yes or no response within him.
Syntactic Parallelism/ Pattern Repetition
Parallelism from the grammatical perspective is the use of identical or equivalent syntactic
constructions in corresponding clauses or phrases, American Heritage Dictionary. Where the
elements arranged are sharply opposed, the effect is one of antithesis. Parallelism is the repetition
of syntactic similarities in passages closely connected for rhetorical effect. The repetitive
structure emphasizes the meaning of the clause, thus being particularly effective in antithesis.
Parallelism according to Leech (1980) “sets up a relationship of equivalence between linguistic
items and strongly urges connections between them” (69).
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Ojaide portrays the magnitude of his “anger” against leaders who are enemies of
development, against leaders who are there to enrich themselves. Consequently, the poet persona
tells of his readiness, “hunger” to rid the land of such “bad eggs”. The poet’s use of the 1st
person “I” does not undermine the level of his “anger” and “hunger” The speaking voice uses the
paradigmatic and syntagmatic constituents to emphasize the strong reasons why he wants to
“take” such a “step” in:
6

I am no longer just a man, I am human;
I am a devotee of the faith of justice,
I wave the borderless flag of unity,
I enlist in the army of instant recovery.
(Tanure Ojaide’s The Fate of Vultures: “My next step” 20).

The speaking voice is that of the poet who is knowledgeable about the manipulation of corrupt
leaders. Ojaide is a mature man, a “human” who can no longer be robbed of the right to exercise
his franchise. The effect of the pattern repetition is that, it enables the poet to use the subjective
case “I” and the paradigmatic structures of “anger” and “hunger” to convey the gravity of his
message to his readers as portrayed in text 7.

7

My blood is no longer mine, it is boiling
with the anger and hunger of the Land.
I am no longer just a man, I am human;
I am a devotee of the faith of justice,
I wave the borderless flag of unity,
I enlist in the army of instant recovery.
(Tanure Ojaide’s The Fate of Vultures: “My next step” 20).

The above extract is an instance of the use of parallelism at the sentence level. Features of
pattern repetition in the above extract reflect syntactic equivalence which the poet uses to convey
his message of how the corrupt leader has oppressed the people. This state of oppression has left
the common man with an only option – revolt.
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Imperatives (Commands)
Quirk et al (2000) define command as “ a sentence which differs from a statement in that it has
no overt grammatical subject whose verb is in imperative mood”. An imperative is a verb in the
form that is typically used for giving instructions and orders, and commands and for making
informal invitations. The imperative verb is however, severely restricted as to tense, aspects,
voice and modality. The imperative verb is in the bare form. However, it can also be used to
express politeness and wish, make a gentle request or call attention to something. It is important
to note, that, commands which usually are apt to sound can be made milder with the introduction
of the markers of politeness such as please. It therefore demands some action by way of
response. Our poet has used this mood feature for various reasons as explicated below:
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If there’s ever a juggler in town
with an eagle in a glittering cage,
shun all the trappings of democracy,
do not allow him perform;
he is bound to be the beneficiary
of all accounts
and you the victim
of that gap – toothed shine of a wand.
Do to him what you’ll do
to a cobra in your doorstep;
let tomorrow be too long.
Tanure Ojaide’s The Fate of Vultures: “When tomorrow is too long” (p 18)
From the above, we discover that the persona uses imperative structures to make meaning,

express concern, issue instructions and commands, to warn and to encourage the reader. The
imperative mood expressed put the reader on guard and prevents him from falling prey to the
machination of the political leader. Also, as a reader, the imperative structures serve as a
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blueprint and as a way of establishing a rapport between him and the poet. The fact that the poet
is an active participant in the action taken makes the reader to be more involved.
Nominal Group (NGP)
In the model of systemic functional grammar, a nominal group is similar to a noun
phrase, but slightly different in that it topically comprises a noun surrounded by other items
(words) that in some way characterize that noun. Bas Aarts (2001) defines the noun phrases “as
strings of words whose central element is a noun”. Examples are “the hat”, “the blue hats”, “the
blue hats on the shelf”. He notes that in each of the above strings of words the central element is
the noun “hat” which he calls the central element. The “hat”, is the Head word. Within a clause,
the nominal group functions as the subject which could be a word or phrase, consisting of the
head. The items preceding the head word are called the premodifiers, why those that follow the
head word are called post modifiers.
English, as a highly nominalised language, carry lexical meaning in nominal groups.
Jame Muir’s (1972) view of the nominal group agrees with the above except that while the
formal categorises the element of the structure that follows the head word as post modifier, Muir
categorises his as qualifier. The interchangeable use of both “post modifier” and “qualifier” is
synonymous. The following extract is an instance of the use.
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My next step will go too far.
Let it be treason
If that’s what it takes to revive the land.
( Tanure Ojaide’s The Fate of Vultures: “My next step” 20)

Ojaide in a simple structure, states the extent he would go in order to revive the land
from corruption, “My next step will go too far”. The use of the nominal group “my next step”
presents the speaker, who probably is the poet, as one ready to go all alone, on a one man protest.
12

This action has become necessary because of the level of corruption in the land. Therefore, he is
prepared to do something to change the situation, “let it be treason”. The poet uses the
pronominal group to convey this message. The elements of the following extract are:
My next step will go too far.

M M

H

Q

The use of the simple structure is to ensure that the message is made clear to the reader and
devoid of every ambiguity.
Pronominal Group

( NGP)

Pronominal means relating to a pronoun which syntactically is used instead of a noun or noun
group to refer to someone or something. Pronominal group expresses the role relationship
between or among participants in a discourse. The group is made up of different forms, personal
pronouns such as “I”, “we”, “our”, “my”, “us”, “they”, “them”, etc. Possessive pronouns
(determiner function) “my”, “your”, “our”, “their”, demonstrative pronouns such as “this”,
“these”, “that”, “those” and the indefinite pronoun like “everyone” or “something”. These pairs
of words are used to refer to something, point out its functions in a speech situation. In a poem,
they reflect a kind of interpersonal communication between the persona (or the poet) and the
reader or between him and whatever is specified Ibhawaegbele (2008). Like has been noted, the
pronouns have number contrast (singular and plural) and can function both as determiner (these)
girls and as pronouns (they). Pronouns are words which can function as a noun phrase, as subject
or object of a clause or as the head of a noun phrase.
Pronouns act as substitutes or ‘replacements’ for noun phrases in context. The demonstrative
pronouns as modifiers, belong to the grammatical category of determiners showing ‘near’ or
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distant’ references. This act is indicated in the use of “this” or “that”. Ojaide uses this device to
make meaning.

Personal Pronoun
The personal pronoun consists of the first person singular “I” (me, my etc,) and second
person plural pronouns “we” (us, our, etc,) which have reference to the situation. The personal
pronoun “I” is primarily used in the text to identify the speaker in a discourse. It also functions as
replacements for co-referential noun phrase in neighbouring (usually preceeding) clauses. For
instance, in the statement, “ I would rather lay down my country”. The poet uses the first person
singular form “I” to mark his own voice as the speaker as well as the poet persona addressing the
reader. Also, in the use of the word “we”, the first person plural pronoun represents the common
people, including the speaking voice who probably is the poet. A distinction can be made
between the “inclusive we”, where “we” includes the hearer (‘you and I’), and “exclusive we”,
where it excludes the hearer. In both cases Ojaide uses them to convey the collective experiences
and issues affecting the people. Extract 11 is an example of the use of the personal pronoun .
11

I know I am no longer myself.
I hate faces of masqueraders milling about the cabinet,
I reject the platitudes of the new dispensation,
I abhor whatever dims love.
(Tanure Ojaide’s The Fate of Vultures. “My next step” 21)
In the above extract, Ojaide boils with anger as he denounces the platitudes of the leaders
who have refused to address major issues like unemployment, funding of education, supply of
water and electricity and so on. Rather, these leaders continue to make empty promises and
deceive the people with pacifying words such as, don’t worry, it will be better. The people
become vulnerable and fall victims because of their poor state. These corrupt leaders are only
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after their selfish interest and how to perpetuate themselves in office. They also stack up money
for their generation yet unborn. The poet is aware of this ploy by the corrupt leaders. He poises
to expose those that have constituted a clog in the wheel of progress in the nation. This is
reflected in the sentence, “I know I am no longer myself”. The use of “I” is informative which
the poet uses to show that he is the informant of the information which he is ready to defend.
Also, the poet uses the person plural form to sensitize the people of the ploy of those in
leadership position and how they are responsible for the poverty in the land. This is portrayed in
extract 12:
12

They ran for a pocket-lift
in the corridors of power
and shared contracts at cabals…
(Tanure Ojaide’s The Fate of Vultures: 11).
The use of “they” in extract 12 refers to those in government excluding the speaker. The

picture created here is that of an insider who watches painstaking every movement of those in
leadership position in order to know the devices employed to impoverish the people. The ploy is
unveiled as the poet informs the reading audience of the leader’s strategy to impoverish them.
This information usually elicits a negative action that makes the people not to vote during the
following election circle. The use of the pronominal “they” shows that the supposed leaders have
no hiding place, as all their activities are known as “they ran for a pocket - lift in the corridors of
power and shared contracts at cabals”. These contracts are over inflated and not given to
technocrats. This action leads to poor production. The result is that the people are not imparted
upon socio- politically. Meanwhile, the corrupt leaders enrich themselves at the expense of the
masses.
The analysis of the use of pronominals here shows a relationship between the poet’s persona and
the reader. Also, the use of pronominals has been discovered to form part of the NGP that helps
15

to portray the selfish, corrupt and oppressive role of leaders. Therefore, the poet uses the nominal
group (NGP) not only to expose the hypocrisy of leaders but also to warn the reading audience
against corrupt leaders’ wiles and be guided accordingly.
The Verbal Group
Verbs are very important in the grammar of the English language. Like the “noun” in
noun phrases and “adjective” in adjective phrases, “so we expect the verb to be able to head a
verb phrase”, (Aarts, 2001). R.A. Close (1975) posits that as the subject of a clause is a noun
phrase (NP), the predicate is a verb phrase (VP) . This means that every clause has the following
structure:
NP (subject) + VP (predicate).
The verb phrase consists of two structures referred to as the finite and the non-finite
(auxiliary verb). An auxiliary verb as the name suggests, is helping and does not make up a verb
phrase on its own, but must usually be accompanied by a following main verb, (Leech and
Svartvik, 1975) The finite verb is the element of the verb phrase which has the present or past
tense. The finite verb reflects person and number concord between the subject and the finite
verb. A verbal group contains only one modal at a time, which is used to express the idea of must
+ CAN within one verbal group. Ojaide uses various forms: the present, past and modal to
convey his message of the corrupt nature of the Nigerian leaders.
The Present Tense Verbs
Quirk and Greenbaum define the tense as “the correspondence between the form of the
verb and our concept of time”. Ojaide’s use of the present tense is probably to convey to the
reader how the theme of corruption has become a recurring phenomenon in the Nigerian society.
The next extract is an example.
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13

More and more the land mocks my heart.
Where are the evergreens of my palm;
Why is the sun of salvation eclipsed
by coups and intolerable riots?
(Tanure Ojaide’s The Fate of Vultures: 41)

The above extract portrays the use of the present tense to convey messages about the
disappointment felt after independence and to state the deceptive nature of our leaders. For
instance, when an elected person has ascended the position of leadership, he forgets about his
campaign manifestos and begins to enrich himself, leaving the people and the land impoverished
and in pain.
In extract 13, the speaking voice which probably is the poet’s uses the present tense to
communicate his message of disappointment and frustration that characterize Independence, “the
land mocks”. Immediately after Independence, the euphoria of self rule which would have led to
self actualization and boom was short lived. This was occasioned by the self-centeredness of the
corrupt leaders who took over from the colonial masters. This action of the leaders led the nation
into coups and riots which resulted in the loss of precious lives and property “evergreen”. In the
process, our youths, the “evergreens” of the land were destroyed. Independence, which was
supposed to bring liberation, progress, development and freedom for the people has continued to
elude the nation, “eclipsed”. The use of the simple present tense “mocks” in “the land mocks my
heart”, and “is” in “why the sun of salvation is eclipsed” suggests that Ojaide is speaking about
the present state in the sense that the whole essence of the independence has not been fully
realized.
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The Past Tense.
According to Close, the past tense is normally used when “the speaker is referring to an
act or state occurring in time that he considers to be no longer present”. The idea “no longer
present” is usually marked by an adverbial of time, such as twenty years or by any other means,
including the context in which one is speaking or writing. Also, the simple past tense is used to
“show that an action was completed” (Murthy’s, 1998). The poet engages the use of a
combination of both the simple present tense and the simple past tense. The past tense here
portrays previous activities of corrupt leaders and how their corrupt activities have continued to
be endemic. The following is illustrative of the above.
14

They ran for a pocket-lift

and shared contracts at cabals..
the record produce and sales
fuelled the adolescent bonfire of fathers.
(Tanure Ojaide’s The Fate of Vultures and Other Poems: 11).

In the above extract, Ojaide relates to his reader the evil perpetuated by the ruling class,
“they ran for a pocket-lift”, “shared contracts at cabals”. The use of the past tense “ran”,
“shared”, and “fuelled” shows how the corrupt leaders, “flock of flukes” are more interested in
the gain they would make than the care of the people, for whose sake they have been put there.
The use of the past tense does not mean that this corrupt practice has stopped. The status quo
remains the same even today.
Modal Auxiliaries
The modal auxiliaries as posits by Aarts (2001) are always finite (i.e they carry tense) and
they do not take typical verb endings such as the third person singular present tense (-s) endings
or the past tense (ed) ending, (Close, 1979; Leech and Svanrtvik, 1977). Informally, modals are
18

said to “colour” the meaning of the verbs they precede, Aarts (2001). The full verb which
follows a modal will always be in the bare infinitive, except in the case of ought, e g. can see,
could see, must see, but ought to see. With regard to meaning, Close notes that the modals
express a variety of moods or attitudes towards a possible action or state to which the lexical
verb (e. g see) refers. Modal auxiliaries are considered according to their uses. For example, the
use of the auxiliary “can/could” suggest willingness on the part of the speaker in 2nd and 3rd
person and intention on the part of the speaker, only in the 1st person. (for example, I shan’t be
long. We shall let you know our decision). It also suggests insistence. The persona portrays
meaning in his choice of the modal.
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My next step will go too far.
Let it be treason
if that’s what it takes to revive the land.
(Tanure Ojaide’s The Fate of Vultures: “My next step” 20)
Ojaide uses the modal auxiliary to portray meaning. “Will” in “will go” (line 1) portrays
knowledge of the state of the situation and the possible action to take to restore sanity and good
governance to the nation. Ojaide’s choice of the auxiliary “will” is that of insistence. He has
insistently spoken of the need for good governance. The corrupt and selfish nature of the leader
has prevented him from distributing the dividends of democracy. The speaking voice is ready to
die for his fatherland. This is as portrayed in the use of the word “treason”. In Nigeria, the
offence of treason carries death penalty. The speaking voice, who possibly may be the poet, is
not mindful of his security; he is ready to shed his blood “if that’s what it takes to revive the
land”, that is, a better nation which leaders will embrace.
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Conclusion

The role of the poet in a developing society like Nigeria is an uphill struggle. This is because the
poetry antagonizes the corrupt and selfish tendencies of leaders. The specific syntactic features
such as declarative, imperative, rhetorical questions, syntactic parallelism, Nominal and
Pronominal group, Verbal Group and others have been artistically employed to convey the
message of how the corrupt leaders have impoverished the citizenry.
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Abstract
Benji Egede is one of Nigeria’s great poets who have been critical of the strategies
adopted by leaders to exploit the citizenry. Egede in Songs of fuellessness utilized various
devices to portray the effects of bad leadership in the Nigerian society. Leadership here
refers to those who have been invested with the power to see to the day to day running of
the Nigerian state, Governmental and Non-Governmental organizations and parastatals.
Thus, bad leadership in this study refers to the inability of those in authority to impact on
the people positively.
This paper therefore, examines the lexico-semantic strategies adopted by Egede to
expose how leaders in various positions and capacity, have failed Nigerians because of
their bad style of leadership.
Key Words: Citizenry, suffering, exploitation, and bad leadership.

Introduction
This paper is a lexico-semantic analysis of Benji Egede’s poetry text Songs of
Fuellessness (1998) and how he innovatively and artistically manipulates lexical items in
order to foreground the adverse effects of socio-economic and political misrule by
Nigerian leaders. Nigeria is a great country with ample opportunities to become a very
wealthy nation. This is informed by the known fact that it is the second largest oil
producing country in Africa, the sixth in the world, (Saturday Sun, October 19, 2013 p
71) on “ I Weep for thee, Nigeria”, an article by Kalu. Nigeria has a large arable land.
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2012 World Bank report states that Nigeria has a land area of 910770 sq km with an
arable land (hectares) of 37500000.0 (www.tradingeconomics.com/Nigeria/land‐

area‐sq‐km‐wb‐data.html). Nigeria is a nation of diverse tongues, rich in natural

resources and human (the like of Wole Soyinka, the noble laureate and Moses Noel, 2013
overall best in both Academic and Military Studies from the Sandhurst Royal Military
Academy and was also presented with the Queen’s Medal of Honor), and. It has a
carefully drafted constitution to cater for the interest of the nation. The question is, why
there is there controversy; that is, why is there discontentment, hunger, strife and so on in
the country. This question will form the bases of our analysis.
Leadership is the ability to lead, to guide, direct, or influence people. It is a
necessary factor in every sphere of life, especially at the political level where decisions
and actions affect the entire members of a nation. On Leadership and Development, the
Oxford Advanced Learner’s Dictionary defines it as the power of leading and the gradual
growth of something so that it becomes advanced and stronger, ( 2000 ). The power of
leading can be exercised positively for good, which is seen as good leadership, or
negatively which leads to underdevelopment, hunger, depression dissatisfaction and strife
as a result of bad leadership . When issues of bad leadership are discussed, what comes
to mind is corruption – the bane of National development. A very important factor
necessary in the practice of government is the process of decision-making. A leader who
goes against all the norms of rationality and dictates of conscience notes Eyitayo
Oyelowo (2011) qualifies to be classified as a bad leader.
The term lexico-semantic refers to the relationship between the lexicon of a
language (i.e. its root-words) and the various possible semantic categories created by the
human mind. Every language divides up differently according to how the word is
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perceived in the reader’s world view. Ibhawaegbele (2008) sees lexico-semantic analysis
as an attempt to offer linguistic explanation to structure and meaning of a given text as
can be deduced from the author’s use of language. This means that a poet may decide on
which word to use and for what purpose as he is at liberty to do so. Thus, the lexico items
and their combinations will help to unravel the underlying meaning and ideas. This is
because unlike the every day language where structures are made up of simple words and
meanings, the language of poetry is a combination of both plain and figurative language.
Leech (1995) sees figures of speech as:
Incidence of features which are foregrounded by virtue
of departing in some way from general norms of communication
by means of the language code; for example, exploitation of regularities
of formal patterning, or of deviations from the linguistic code78.
The lexico-semantic patterning used in the text covers the traditional figures of speech
(metaphor, personification, hyperbole etc), revealing the significance of deviation and
meaning of communication.
Figurative Use of Language
The New International Webster’s Comprehensive Dictionary of the English Language
(2004), describes figurative as not literal; metaphorical; symbolic, (472). Abrams (2005)
views figurative language as:
a conspicuous departure from what competent users of a
language apprehend as the standard meaning of words,
or else the standard order of words, in order to achieve some
special meaning or effect (101).
Kenedy, X.J. (1983) Literature, An Introduction to Fiction, Poetry, and Drama posits a
figure of speech may be said whenever a speaker or writer for the sake of freshness and
emphasis departs from the usual denotation of words, (479). Figurative is sometimes
described as primarily poetic, but they also constitute an essential part of a whole

4

necessary for completeness of the functioning of language. They are indispensable to all
modes of discourse. Egede employs the use of lexico-semantic features to communicate
how the corrupt leaders have reversed the fortune of the nation from grace to grass.
Metaphor
Abrams (2005) sees metaphor as “a word or expression that in literal usage denotes
one kind of thing is applied to a distinctly different kind of thing without asserting
comparism (102). I. A. Richards notes that the use of metaphorical expression involves
two elements, the metaphorical term and the subject to which it is applied. Richards
introduced new terminologies such as: “tenor”, “vehicle” and “grounds” in the
description of metaphorical structures. To him tenor refers to the subject, that is, the thing
talked about, vehicle refers to the metaphorical term to which we compare the thing,
while the common associations between the two (tenor and vehicle) in a given context are
the grounds of metaphor. Leech and Short (1995) note that:
the Prague School of poetics has distinguished
the ‘poetic function’ of language by
its FOREGROUNDING or DE-AUTOMATIZATION
of the linguistic code, This means that the
aesthetic exploitation of language takes the form
of surprising a reader into a fresh awareness of,
and sensitivity to, the linguistic medium which
is normally taken for granted as an ‘automatized’
background of communication. The aesthetic theory
of foregrounding or de- automatization enables us to
see the references to TRANSPARENT and OPAQUE
qualities of prose style. (28-29).

Halliday (1985) observes that metaphorical modes of expression are characteristic of all
adult discourse and that metaphor and simile serve to animate and humanize what is
inanimate (321). An instance of the use is text 1.
1.

Niyi, Pen harder and live always
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a poet of poets
to ensure that the eye of the earth
blinks hope and love
not blood and despair,
so that from the gulf beyond
our forebears shall arise,
then join forces with those of the forgotten generation
and together fashion a new song
to fight oppression
and man’s sin against man.
(Songs of Fuellessness: a collection of Poems: “For the poet, on his
Prize” 12).
In the above text, the proposition is a clarion call on the poet to stand as the watch dog of
the common people. The poet is urged to use his pen to continue to write objectively so
as to ensure that good leaders whose vision and mission would be to promote
development and impart on the people positively emerge, “blinks hope and love” and not
“blood and despair”. The use of the personification “eye of the earth” emphasizes the
significance of good leaders. The tenor, which is talked about is the nominal, Niyi. The
vehicle of the description of tenor, are the following:
Good Leader
+
hope
+
love
_
blood
_
despair
The above are variations between the good and the bad leaders. The semantic
ambivalence intensifies metaphor and emphasizes the meaning conveyed. The speaking
voice has implicit confidence on the power of the poet to influence the thinking of the
reader.
Simile
Simile like metaphor serves to animate and humanize what is inanimate. Simile is an
expression which describes one person or thing as being similar to another. For example,
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He behaves like a frightened rat. The simile here is “like” which is used to compare the
attitude of the man to that of a frightened rat.
This is because in a smile, two things which are distinctly different are compared by the
word “like” or “as” to indicate a relationship. Like metaphor, simile shows the
relationship between the thing that is being talked about (Tenor) and that to which we are
comparing it (vehicle). The use of simile here is that unlike orthodox similes, a number of
the constructions suggest an “explanation” which we know is not true. Adagbonyin
(1999) notes that the elements of mystery and unfathomability present in a poem help to
strengthen the impression of a mind stretched to explore and understand. This means that,
simile increases the eyes ability to explore a wider area and to keep alive the reader’s
imagination. The text below is an example of the use of simile.
2

They bite like bug
and hoot like a night owl
weaving bags of fear and anxiety
for sleepless women and children.
(Songs of Fuellessness: a Collection of Poems: “Faces of lies” 62).
In the above text, Egede presents a scenario where flies on the royal table are

likened to the followers of the corrupt leaders who “bite/bug” and “hoot/a night owl”.
These followers see themselves as important and relevant because of their association
with corrupt leaders. These followers intimidate, oppress and lord it over the masses
especially the “women” and the “children” whom they see as having no voice and can not
defend themselves. They boast of what they would do if their orders are floated by the
masses. Just as the “bug” sucks the human blood that is how these followers of the
corrupt leaders are used as stooges to further exploit the masses. In line 2 above, the use
of the verbal phrase “hoot like a night owl” goes with terror and hallucination. NIGHT
OWL = + a BIRD, + VERY BIG EYES, + DARKNESS, + SOUND. The sound and sight
7

of the owl connote evil and fear such that no child or woman will want to hear let alone
experience it. It is the fear of what the owl is seemly capable of that sends spasm down
the spine of the people (especially women and children). The poet persona points out to
the reader that the idea of intimidating and causing fear for the children and the women
would make them live in perpetual fear. The significance of the comparism is to show
that the people really do not know their rights and are ignorant of the functions of
political leaders. The ground therefore is that the people continue to live in perpetual fear
as these followers of the corrupt leaders “bite like bug” and “hoot like a night owl”.
Personification
Personification is another type of figurative language that has been fully employed in this
text. It is a situation in which either an inanimate object or an abstract concept is spoken
of as though it were endowed with life or with human attributes or feelings. Leech and
Short (1981) note that the “Prague school of poetic” recognizes that the foregrounding
that exists in metaphor and simile is also present in personification. This means that the
poet can through the form of surprising, shock his reader and so draw closer attention to
his message. Therefore, they (Leech and Short) see personification as a kind of metaphor,
an evident deviation from a commonsense view of things which they call “the pathetic
fallacy” (198). The use of personification here is not only to heighten the pleasure and
feeling of readers but also to heighten the effect of the statement or description.
The use of the device shows zero limits to which language and meaning can be
extended. Examples of such use are: “the land mocks my brooks rushing in song”,
“pregnant cloud roared”, “greener pastures are busy”. The essence of these imageries is
to intensify meaning. Text 3 is an example of the use of personification.
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3

Greener pastures at the hill-top
Are busy beckoning to our eggheads
to come over to the shore
where the sun never goes to sleep.
(Songs of Fuellessness and Other Poems: “Travails of a dying Calendar” 59).
In the text above, we notice that what is presented is Egede’s recount of the

phenomenon of broken academic calendar resulting from incessant strikes. These strikes
actions were necessitated by poor conditions of service. The most obvious of a broken
calendar is the migration of academics to foreign universities. The poet personifies
“greener pastures” as capable of the human attribute “beckon”.

BECKON = ( +

HUMAN + GESTURES + MOVEMENT + THE HAND OR HEAD). Personification
can be used to convey the poet’s economic and psychological disposition, and this is fully
appreciated in the extract as “greener pastures … are busy beckoning”. The “greener
pastures” is not capable of the human attribute it is ascribed. The componential analysis
of “GREENER PASTURES” is (+ NON-HUMAN + LAND + GRASS + PLANT + FOR
GRAZING). The result of the invitation (beckoning) is that there is brain drain in the
Nigerian University System. This is as a result of bad leadership. The leader is not able to
prioritize the developmental programme of the nation. Education which is central to all
developmental projects is not given its pride of place. Therefore, lecturers are left to go
on endless strikes when they ask for better conditions of service. The poetic significance
is that these academics (eggheads) that are not appreciated in the country are in high
demand outside the nation. And because they need better environment and satisfying
conditions of service to function maximally, there is mass exodus to foreign universities.
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Irony
According to Abrams (2005), irony is a sense of dissembling, or of hiding what is
actually the case in order to deceive, and to achieve special rhetorical or artistic effect.
Leech (1995) sees it as a figure of speech which suggests ambivalences of meaning by
subtle deviations from expectation. It is a linguistic term which is applied to language in
human disposition to adopt a pose, or to put on a mask. What is concealed here is meant
to be found out. Semantically, irony is a feature of nonliteral uses of language. Irony
enables the user to satirize while appearing to be praising.
4

They say Khaki can be agbadaed
to shield us from the rain of want
For my generation
The condition remains the same:
hunger, fear, anger, tear…
(Songs of Fuellessness: “The pauper’s song”. 47).
As regards providing amenities and being sensitive to the needs of the people,

The poet persona compares governance under the military “khaki” and democracy,
“agbada” in text 4. The poet exposes the literary mask of metamorphosing from “khaki”
to “agbada” as unrealistic and not able to “shield us from the rain of want”. This hopeless
situation is captured as the poet recounts that “tomorrow could be agbada, surely today is
khaki”. The poet does not envisage a change in the peoples’ condition of living even
when they transform from “khaki” (MILITARY) to “agbada” (DEMOCRACY) because,
the leaders remain the same people. Therefore, he affirms, “For my generation, the
condition remains the same: hunger, fear, anger, tear…”. The poet expresses displeasure
over these corrupt leaders whose intentions are to perpetuate themselves in power for
selfish gain. The irony is that the military which overthrew the democratic government
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because they were corrupt turned out to be worse off. The people suffered the same
deprivation under the military as they did under the civilian, “agbada”.
Neologism and Coinages
Neologisms and coinages are new words or expressions in a language, or familiar
expressions that are now being used with new meaning. Coining new words is a common
practice in everyday usage especially in poetry. Feelings and opinions are expressed with
a new meaning. Neologism results from the tension between what the poet has to say and
the words to use in saying it. What happens is that, the poet in his desire to put across his
unique vision, finds, that the words that exist in the dictionary already are ineffectual to
convey the weight of his message(s), he therefore begins to create new ones. The new
words that are coined serve a particular occasion without the aim of augmenting the
English. This is called “Nonce – Formations”, (Leech 1969). Osakwe (1993) observes
that most novel usages in poetry belong to this category. She however remarks that
coinages often last longer than the occasions that give rise to them. The reason being that
poetry, as written discourse is available for retrieval. Neologism is not a violation of
morphological rules. Word formation in English follows the processes of affixation and
compounding. The former includes prefixes and suffixes while the latter allows for two
or more items to combine in order to form a single word.
Affixation
This is a morphological process whereby Grammatical or Lexical information is
added to a root with a change of word-class, e.g., “Truth”, truthful. Affixes are classified
depending on their position with reference to the root, eg-foot/feet. Those preceding the
root are called prefixes. An example is “unhappy”, where “un-” is the prefix. While those
which follow after the root word are called suffixes, e.g., happiness, and those which
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occur within a root are called infixes. There are times when both the prefix and suffix
combine in a word as “en” light “en” to become “enlighten”. In this study, our concern is
in the area of prefixes and suffixes employed by Egede to highlight issues of sociopolitical imbalances between the bad leader and the people.
Thus, in highlighting the deceitfulness and selfish nature of bad leaders, Egede finds
that the words that exist in the dictionary are not able to carry the weight of his message.
Therefore, he avails himself of the opportunity of his robust ability of coinage to form
new words. He joins the free morpheme (agbada) with a bound morpheme (ed) to have
“agbadaed”. “Agbadaed” here means transforming from the military regime to civilian
regime. The poet sees all leaders as the same, that is, whether as a military (head of state)
or as a civilian president. This notion is informed by the irony that played out. First, the
military overthrew the civilian regime in 1966 because of what they (the military)
considered misrule in Nigeria. The irony here is that this group of leaders that imposed
themselves on the people by means of the gun is not able to salvage the nation from the
hardship brought upon the people by the civilian regime. Rather, they turned out to be
worse of and more corrupt. During the military regime, several obnoxious, harsh and
autocratic decrees were promulgated which made life unbearable. For instance, the
Structural Adjustment Programme (SAP) instituted by President Ibrahim Badamasi
Babangida led to serious devaluation of the naira. It was so terrible that the naira lost its
purchasing power. These decrees further heightened the suffering of the people, and there
was austerity in the land.
Meanwhile, the leaders continued to wallow in affluence. Therefore, the poet’s
“condition remains the same for his generation” as there is hunger, fear, anger, tear…
Thus, the poet, who had the experience of the two regimes, does not believe in the notion
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that “khaki can be agbadaed to shield us from the rain of want”. In his rejection and
condemnation of the two regimes, Egede contrasts the idea expressed by combining a
free morpheme “agbada” with a bound morpheme “-ED” to form a neologism which
vividly drives home the evil machination and manifestations of bad regimes.
Again, the use of the words “khaki” and “agbada” in text 5 below is succinctly
crafted to communicate effectively and economically the theme of bad leadership. The
poet’s ingenuity in comparing and contrasting the two bad regimes through the use of the
coined word “agbadaed” in this context has an added impart on the diction and meaning
of the poem. Thus, by use of the coined word, the reader has a fuller meaning and
understanding of the processes involved in the transformation of corrupt military regimes
into corrupt civilian regimes. As the poet persona rightly puts it, “Tomorrow could be
agbada, surely today is khaki”. Egede notes that for his generation, “the condition
remains the same: hungry, fear, anger, tear”.

5

Tomorrow could be agbada,
surely today is khaki
for my generation
the condition remains the same:
hungry, fear, anger, tear…

Compounding
This is a morphological formation which involves a combination of two or more words to
produce a single word. The process involves adding one base to another (e.g., “tea” +
“pot” will give “teapot”), Quirk and Greenbaun (2000). Egede avails himself of the
opportunity of unlimited number of roots and stems of English to form new words in the
following text.
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6

For you, Samora and Dele,
Crusaders of peace and truth
two-some black patriots
murdered by mindless men
two-some black patriots
murdered by midwives of death.

Sunday.
That black Sunday
for Samora and Dele
two-some black patriots
has fashioned for us their admirers
a martyrdom of solid rock
monument of countless birth days.
Songs of Fuellessness. “For the patriots (Samora Machel and Dele Giwa) 43.
Egede recounts the gruesome murder of two important personalities who were
known to be “crusaders of peace and truth”. Samora Machel was president of
Mozambique who stood for the development of his country and imparted on the common
people. Also, Dele Giwa was a renounced journalist who was critical of corrupt and bad
leaders. The poet compares the wickedness of their killings to black. In Africa, especially
in Nigeria “black” connotes evil, wickedness etc. In describing these two great
personalities, Egede combines the noun “two” + a determiner “some” because he feels
that no better word could capture vividly their outstanding character. The use of the
repetitive structure “two-some black patriots” emphasizes the unique qualities of the two
which “has fashioned for their admirers a martyrdom of solid rock”.
Collocations
This is a technical term in linguistics. Collocation as asserted by Hartman (1972) is an
instance of occurrence of two or more words considered as individual lexical items, used
in habitual association with one another in a given language, e.g.; green collocates with
grass, dark with night, Hartman and Stork. Collocation is a set up to account for how
certain items in a language occur close together.
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Egede in a bid to relay the effects of bad leadership on the people, resort to the
use of “usual” and “unusual” collocations. He goes beyond the normal range of lexical
choices to establish his own paradigms. This is particularly because he is writing from the
perspective of poetry and the language of poetry permits poets to yoke words the way
they like. An instance of the use of unusual collocation is in the text below:
7

Once Upon an age in a jungle
Of foxes and elephants and snakes
there was a town crier
outstanding among his peers
like the dazzling northern star.
…
Back home in his native land
the town crier summoned steel courage
borne of a mistaken season of rain
to trade his wares hot and quick.
(Songs of Fuellessness: “The Town Crier (Dele Giwa)” 38).
In text 7 above, there is the feature of an unusual collocation which the poet

persona has used to drive home his point. For instance, “once upon an age” is the unusual
collocation in the text which Egede uses to give a historical background of the life of the
character he has written about. Egede uses the term “once upon an age” against the usual
“once upon a time” to depict the long period of military rule in Nigeria, which was a
period of injustice, assassinations, corruption, man’s inhumanity to man and so on. The
text is an obvious reference to the killing of Dele Giwa during the military regime of
General Babangida in 1988. Dele Giwa was a renounced journalist who was outspoken
and fearless in criticizing the obnoxious policies of the military dictatorship. His
outspokenness is shown in the way Egede has describe him. For instance, in the 2nd
stanza above, Egede uses another unusual collocation “steel courage” to describe Dele
Giwa’s boldness in expressing the interest and needs of his people against all odds.
“Steel” is + CONCRETE, + VISIBLE, + METAL, + INANIMATE ATTRIBUTE.
“Courage” is + ABSTRACT + ANIMATE ATTRIBUTE + VIRTUE. From the above, it
is obvious that “Steel” and “Courage” are not collocates. Egede uses them not only to
communicate his intended meaning to his audience but to achieve aesthetic effect.
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Pun
This refers to a play on words, sometimes on different senses of the same word
and sometimes on the similar sense or sound of different words. Technically, it refers to
the use of homonymous (a term used in semantic analysis to refer to lexical items which
have the same form but differ in MEANING. e.g., “bear” = “animal”, “carry”) or “ear” =
(“of body”, “corn”), homophones (a term used in semantic analysis to refer to WORDS
or lexemes which have the same pronunciation, but differ in MEANING, e.g., “threw”
“through”, and “rode”, “rowed”, homographs (a term used in semantic analysis to refer to
words or lexemes which have the same spelling but differ in meaning. Homographs are a
type of homonymy, examples are illustrated from such pairs as “wind” (blowing) and
“wind” (a clock) and polysemy (is a term used in semantics analysis to refer to a lexical
item which has a range of different meanings. E.g., “plain” to mean ‘clear’, ‘unadorned’,
‘obvious’). These terminologies are used to produce multiple meaning with the additional
effect of verbal dexterity. Osakwe (1992) remarks that punning is a kind of intentional
ambiguity and as a traditional poetic device, it is a popular “sporting” event with poets
whose aim is to achieve succinctness and density of local texture through economy of
linguistic resources such as the one in which one phonological / graphitic ‘stone’ kills
two or more semantic “birds”. Ambiguity is not only the use into which puns are put.
They also serve esthetic function as well as for comic purposes. Poets occasionally sport
with puns either for the humour and possible sarcasm or as a way of displaying the verbal
dexterity possible in the language and in the poets’ creation.

8

Sunday,
that black Sunday…
The blackness of that black Sunday
far outshines pot-bottom blackness.
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(Songs of Fuellessness: “For the patriots” 43).
In the text above, the poet puns on the lexical word “Sunday”. He portrays
Sunday as ‘black’. This is because the “Sunday” does not reflect what is generally
accepted as “a day of rest” after a labourious week activities. This is arising from the
assassination of a high profile journalist, Dele Giwa, on that “Sunday”. The poet persona
vehemently compares his gruesome murder to the black nature of a pot that has been used
severally without washing. “BLACK” = + COLOUR, + DARK, representing the dark
nature of the heart of the murderer that felt no sympathy for their fellow human beings
but would rise to silent every opposition in their rule. There seems to be no better way to
describe the wicked act than to compare it to “pot-bottom blackness”. The use of “black”
to qualify Sunday introduces absurdity. The words that will collocate with ‘Sunday’ in
this context should convey, “tragedy” and not the colour, “black”. However, “black” and
“tragedy” can belong to the same grammatical group of adjectives qualifying nouns. This
situation arises from the general belief that “black” in the case of a loss of a life connotes
sadness. At the semantic level, “tragedy” and “black” share an incompatible component.
While “black” is a colour, ‘tragic’ is a lexeme suggesting “sadness”.
Conclusion
Certainly, the use of lexico-semantic features in Songs of Fuellessness has succinctly
conveyed the poet’s message of the effects of bad leadership to Egede’s readers. The
analysis reveals how those in leadership positions exploit the people of Nigeria to their
own advantage. This attitude usually results in youth restiveness that manifest in various
vices such as riot, assassination, kidnapping, unemployment, armed- robbery, and the
like.
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Recommendation
The issue of bad leadership cuts across the length and breadth of the nation. In order to
remedy this ugly situation, there is the need for a re- orientation of cherished values. True
patriots who have the right mind-set for positive change and development should occupy
leadership positions to formulate right policies which will move the country forward.
Human Rights Organizations, the Press and Social Critics and writers are admonished
to expose all forms of misrule in the society.
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Abstract
This paper attempts to analyses the progress of Sri Lanka, being a country that
signed the millennium declaration in 2000, in attaining the primary education for
all by 2015. Only secondary data is used in from both institutional and noninstitutional sources for studying the problem. Based on descriptive statistics for
analytical purpose, it was found that Sri Lanka is nearly achieved the primary
education goal. However, this reveals that this is a result of a long-term process
that started since independence. The free education act and the higher welfare
expenditure on education and allied services have raised the education and human
development related indicators of the country very high. The progress that has
been achieved since the declaration has not been attractive and only marginal.
Besides, there are regional inequalities in the educational service that has been
provided so far. Differences in the quality of primary education between regions,
schools, etc. are another problem. Hence, finally, this paper suggests a stakeholder
participation approach to get the children involved in primary education to
accelerate the progress.

Key words: Millennium development goals, primary education, literacy rate, community
participation, stakeholders.

1. INTRODUCTION

Achieving universal primary education is the second millennium development goal established
by the United Nations’ millennium declaration at the millennium summit in 2000 (UNDG,
2003). This goal same as the other seven goals, should be met by 2015 within 15 years. In order
to achieve this goal, the poor countries planned to achieve education in almost similar ways
while the rich countries helped in different ways like providing aid, training, and consultancy.
Now, 13 years have been passed and only two years are to be completed to reach 2015. During
this period, the UN member countries worldwide launched many activities to achieve the goal of
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primary education within the forms of their governing systems. Hence, it is very important to
examine how far the nations have been successful in reaching the goal.

Any policy or a targeted activity is administered by the prevailing system of governance. As
such, the governing system critically determines the effectiveness of achieving policy goals.The
supply side of education which is directly related to governance consists of the education
administrative system, the leadership method and teamwork in policy making and
implementation, etc. The demand side of education, which should participate in the decision
making and implementation process of education, is comprised of mainly children and their
parents and family members who take decisions on the education of children (Chandrakumara,
2008: Ginnelli and Monfardini, 2000; Behrman et al., 1995; Blundell et al., 1999).Clearly
mentioned, supply side of education is the country’s education institutions, their capacities,
administrative system, etc. The demand for education is the registration of children at schools.
Governance in supply administration and the also in demand management within the family is
crucial in determining the effectiveness of both sides in achieving the goals. In addition,
participation of all other stakeholder of primary education influences the success of achieving the
targets.This paper focuses on the experience of Sri Lanka in achieving the millennium goal,
universal primary education, in the context of Sri Lanka under the prevailing system of
governance and proposes a set of recommendations to accelerate the progress towards the targets
in 2015.

2. A REVIEW OF SELECTED LITERATURE

The literature related to this paper is selected from theoretical perspectives and empirical studies
which are based on the benefits of education issues.

The benefits of education have been articulated since the era of the great philosophers
likeSocrates, Plato and Aristotle. For example, the Socratic method of teaching, searching and
questioning is important to get an idea about the method of teaching that should be followed
even in the present era. Furthermore, Plato’s ideas implied that the early education of a child
should have a relation and role of a life-long learning. At the beginning of modern era, the great
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scholars attempted to link the education with production, growth and development process either
within a capitalist or socialist kind of framework. For example, the ideas of the pioneering
economist, Smith (1776), can be quoted so as to comprehend the significance of education. He
mentioned in his book, ‘An Inquiry into the Nature and Causes of the Wealth of Nations’, ‘The
difference between the most dissimilar characters, between a philosopher and a common street
porter, for example, seems to arise not so much from nature as from habit, custom, and
education’ (P.10), which shows the influence of education, among other things, on the formation
of behavioral type of a man.

The significance of education was reinforced with the introducing of the human capital concept
by Schultz (1961). Human capital is the human beings transformed into more productive labor
through education, training, etc. With this new concept, it was accepted that the economic
growth can be accelerated through the use of human capital in production. Becker (1981, 1974,
1964, 1962) and many others also emphasized the role of education in the entire process of
development of a country.

The ‘Basic Needs Approach (BNA)’ was a development strategy introduced by International
Labour Organization (ILO) in mid 1970s as a development approach for underdeveloped
countries. This approach identified education as one of the basic needs that should be provided
for the poor in the attempt to help them. This is mainly due to the fact that there was a positive
relationship between the level of education of people and their level of income. This approach
practically followed by international organizations and nations in their foreign aid pragrame until
early 1980s.

Capability approach pioneered by Sen also provides the theoretical basis that elucidates the
significance of education. In his article, ‘Development as Capability Expansion’, he mentions,

‘…Some of the subjects thus covered deal with variables that are direct determinants of human
capital (e.g., education and health), while others relate to instrumental influences that operate
through economic or social processes (e.g., the promotion of agricultural and industrial
productivity). (Sen, 2012:54,55).
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This emphasizes that education is so important as to directly determine the human capability.
The capabilities can differ to the extent of education, training, etc. one has got up to then in his
lifetime. Conversion of resources into valuable beings and doings can differ between individuals
depending on their capabilities. Hence, the level of income or the economic position of
individuals is influenced by the education. The Human Development Approach which was
mainly contributed by him also emphasizes the role of education in the development process.

In addition to theoretical facts there isempirical evidence to show the significance of
education.Many researchers have shown that there is a clear relationship between education and
growth and development. The importance of education can be seen in two main ways. First,
individual benefits of education one can get due to education. Second, the benefits spill over on
the society due the education of individuals. Evidence is available for these two main kinds of
benefits.

Psacharopoulos (1995), observing a large number of country-specific studies mentions that the
overall average rate of returns to an additional year of schooling was 10 percent. Furthermore, he
found that the returns were highest in the primary education. The country-wise highest returns
are appropriated by low and middle income countries whilst Latin America Caribbean region and
Sub-saharan Africa are in the front among them. It is not only Psacharopoulos, most of the other
researchers also have found that highest returns to education were appropriated by low-income
countries.

Almost all the researchers have failed to include the externalities of education in their estimates.
However, they are in a consensus that social returns to education are one of the crucial
determinants of development.Psacharapoulosand Patrinos(2002, 2004) reveals based on the
evidence of 93 countries that social returns are always lower than private returns when it was
averaged among the countries. Furthermore, the highest returns for primary and secondary levels
of education have been recorded for low-income countries. Moreover, social returns to education
were highest for primary education whereas it is lowest for higher education.
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Some researchers point out that investment in primary education can be justified on the basis of
human rights, democracy and political stability arguments. Hallak (1999) shows that the
curriculum revisions in Israel attempted to reduce the conflict between Israelis and Palestinians
while textbooks in History and Geography were re-written in South Africa to stimulate and
promote post-apartheid values. On the basis of the human rights argument, the UN basic
declaration on human rights (1948) provides basis that children everywhere in the world should
have the access to primary education (Boissiere, 2004). Furthermore, some researchers show that
primary education has a positive and significant impact on the political stability. According to
McMohan (1994), widespread access to primary education is one of the sources which produce
working capital and middle classes and leads a country for economic growth (McMohan, 1994 as
cited in Boissiere, 2004). As such, it is unambiguous that primary education help strengthen
social cohesion, democracy, political stability and harmonization. However, beyond the primary
education there are possibilities to develop some forces that damage this socially friendly
background.

Although there is a large body of empirical literature with regard to returns to education, this
paper does not take all those studies into account. However, the above selected review of
literature clearly reveals two important things. First, education is an essential and crucial
determinant of the development and poverty alleviation. Second, both private and social returns
are higher for primary education compared to the returns to secondary and higher education.

3. THE CURRENT WORK

Literature shows that education generates valuable private and social returns as well. Besides,
access to education for all is a human right. Especially, primary education becomes a basic need
of any society. In addition, primary education is a compulsory prerequisite for secondary
education which in turn leads to higher education. Moreover, underdeveloped countries, being
capital scarce, have to depend on human resource to a greater extent. This is why the United
Nations selected ‘universal primary education’ as the second goal of the millennium declaration.
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Target 2A that comes under Goal 2 of MDGs of UN declaration mentions that children
everywhere, boys and girls alike, will be able to complete a full course of primary schooling.
Under this goal, it is intended mainly to uplift the three indicators given below:

1) Registration in primary education: whether the children are registered in schools for
primary education when their age is correct for that.
2) Completion of primary education: how far the children registered at Grade 1 have
been successfully completed the primary education from Grade 1 to Grade 05 without
dropping out on the way.
3) To eliminate gender disparity in primary education: children everywhere will be able
to complete a full course of primary schooling and girls and boys will have equal
access to all level of education.

Sri Lanka has pledged to meet the above three targets within fifteen years from the status quo in
2000 to 2015. Hence, this paper is an attempt to solve the following research problem:

The Research problem: Being a signatory to MDGs, Sri Lanka also has pledged to meet the
universal primary education goal. Although Sri Lanka was not low in the status of primary
education, the progress achieved since 1990 to date has not been satisfactory to reach the targets
by 2015. The country averages of primary education indicators in Sri Lanka remain very high.
However, regional variations are also noticeable. This study attempts to solve the problem, how
the progress of primary education can be accelerated so as to reach the primary education goal
within few years. It is expected to achieve the following objectives by solving this problem.

1) To examine how far Sri Lanka has been able to achieve the primary education targets of
MDGs.
2) To identify whether Sri Lanka can achieve the primary education goal of the millennium
declaration by 2015.
3) To identify the role of stakeholder communities in accelerating the progress of achieving
education targets.
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4. METHODOLOGY

In any economy, development goals, theories, policies and data have an inter-relationship.
Development goals are mostly derived from the development theory. The strongest theory that
emphasizes the role of education in development is the ‘human capital theory’ introduced by
Shultz (1961). It shows that education transforms human beings into valuable human capital.
Development policies are derived from the development theory. Development data is the result
of the all these things. All these concepts have reversal relationships with each other. Figure – 1
is helpful in understanding this situation.

The study is mainly dependent on secondary data obtained from institutional sources such as
Census and Statistics Department of Sri Lanka (CDSL) and Central Bank of Sri Lanka (CBSL)
and non-institutional sources such as individual researchers. Especially, the mid-term review
executed by the CDSL (2008) was mainly used for evaluating mid-term progress in the
indicators of the primary education goal. However, primary data collected through keyinformants were also used in order to understand the stakeholder participation in primary
education.

The indicators to measure and monitor the performance of millennium development goals are
common for all UN member countries. The following are the main indicators used for measuring
the performance achieved in primary education (UN, 2003):

1) Student registrations at primary education as a percentage of total student population
of that age.
2) The percentage of students completed the primary education out of the total number
of students who registered at grade - 1.
3) Literacy rate of 15 to 24 year olds (This was taken since the literacy rate of this age
range olds is mainly because of their primary education).
4) Gender, girls and boys, disparity in the performance.
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5. LIMITATIONS

The study was mainly constrained by the availability of data. Especially, baseline data was not
available relatedly to each and every performance indicator. Furthermore, some data were not
given in a way that it can be used for showing the differences between regions, gender, etc.
Despite these limitations, the study attempted to maximize the validity of the conclusions.
However, due to unavailability of data for the Northern Province, that area could not be taken
into consideration.

6. RESULTS AND ANALYSIS
6.1. PERFORMANCE ACHIEVED FROM 2000 TO 2013

Registration in Primary Education:

Sri Lanka, being a country that introduced and implemented a free-education policy for all
children since 1948 and spent a high budget expenditure for education until recently.The
performance achieved in the three main indicators of primary education in Sri Lanka is first
taken into consideration. The very basic indicator, student registration at grade 1, has been
behaved in the way shown in Table – 1.
Table – 1:Net enrolment ratio in primary education
Reference year
1991
Country/province/
District/Sector

Sri Lanka (Average)
Western
Colombo
Gampaha
Kalutara
Central
Kandy
Matale
Nuwara-eliya
Southern
Galle
Matara

Predeclaration
88.0

96.4 (in 2002)
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2006/7
Six years
Gap to be
after
achieved
declaration
2006/7 (2006/7)
2015
97.5
2.5
96.9
3.1
97.3
2.7
97.6
2.4
94.7
5.3
98.0
2.0
98.8
1.2
97.3
2.7
96.8
3.2
97.7
2.3
99.3
0.7
93.2
6.8

*
Rank

14
11
9
18
6
5
11
15
8
2
19

Hambantota
Northern
Eastern
Batticaloa
Ampara
Trincomalee
North Western
Kurunegala
Puttalam
North Central
Anuradhapura
Polonnaruwa
Uva
Badulla
Monaragala
Sabaragamuwa
Rathnapura
Kegalle
Sector
Urban
Rural
Estate

100.0
99.0
98.8
99.1
97.8
99.1
95.5
96.1
94.8
99.1
97.4
97.6
97.1
97.2
97.4
96.9

0
1.0
1.2
0.9
2.2
0.9
4.5
3.9
5.2
0.9

1
4
5
3
7
3
17
16
17
3

2.6
2.4
2.9
2.8
2.6
3.1

10
9
13
12
10
14

97.4
97.6
94.6

2.6
2.4
5.4

Sources: Department of Census and Statistics, 2009b.
*Author constructed through data of above source.
NB: Out of 25 districts 5 are not included due to data unavailability.

According to the trend line shown in Figure – 1, it shows that the primary education target can be
easily achieved by 2015.
Figure – 1: Net enrolment ratio in primary education

Source: Department of Census and Statistics, 2009.
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Table – 1 shows that even before the UN declaration on millennium goals and targets, Sri Lanka
was not low in primary registration ratio. Figure – 1 shows the trend line of the primary
registration ratio. The following comments can be made based on Table -1 and Figure -1 on
primary enrolment ratio:


The country average in 1991 has been 88.0 percent which implies that it would have been
more than that at the year of declaration in 2000. Free education policy implemented
since the beginning of independence along with the higher welfare expenditure that
includes education and other complementary services such as transport, food can be
considered as the reasons behind this situation. In addition, the compulsory primary
education policy enforced and executed by the government must have been a cause to
increase the primary registration ratio.



Hambantota shows the best performance by reaching the target level of 100 percent in
primary registration ratio even before nine (9) years prior to 2015. In addition, Galleand
Kurunegala districts are very close to reach the target.



However, the registration itself does not mean at all that all who have registered are
getting the primary education as expected. Even if the registration increases due to
compulsory education rule, the point that whether they really reach the level expected by
primary education is another thing.



According to the trend line, the target can be easily achieved by 2015. However, it seems
that passing the final gap - even if it is a very small gap equal to 12 percentage points –
would take a very long time. Hence, a special effort should be made in achieving the
target.
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Completion of Primary Education:

The secondly important criterion, proportion of children reached grade 5 out of all the children
who registered at grade 5, is given in Table – 2.

Table – 2: Proportion of pupils started at Grade 1
who reached grade 5
Country/province/
District/Sector
(1)
Sri Lanka (Average)
Western
Colombo
Gampaha
Kalutara
Central
Kandy
Matale
Nuwara-eliya
Southern
Galle
Matara
Hambantota
Northern
Eastern
Batticaloa
Ampara
Trincomalee
North Western
Kurunegala
Puttalam
North Central
Anuradhapura
Polonnaruwa
Uva
Badulla
Monaragala
Sabaragamuwa
Rathnapura
Kegalle
Sector
Urban
Rural

Percentage
(2)
99.6
99.3
99.5
99.6
98.6
100.00
100.0
100.0
100.0
99.9
100.0
99.7
100.0
98.2
100.0
96.4
100.0
100.0
100.0
100.0
100.0
100.0
99.4
99.1
100.0
100.0
100.0
100.0
99.2
99.7
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Dropout rate = Gap
to be achieved
2006/7 – 2015
(3)
0.4
0.7
0.5
0.4
1.4
0
0
0
0
0.1
0
0.3
0
‐
1.8
0
3.6
‐
0
0
0
0
0
0
0.6
0.9
0
0
0
0
0.8
0.3

Estaate

1.1

98.9

Source: Column (1)
( & (2): Ceensus Departtment of Sri Lanka, 20099.
Column (3): Au
uthor constru
ucted based on column ((2).

Figure – 2: Dro
opout rate (Target
(
to b
be achieved by district)
4

3.6

3.5

co
ountry averag
ge

Dropout Rate

3
2.5
2
1.4

1.5

0.9

1
0.5

0.5
5 0.4

0..3
0

0

0

0

0

0

0

0

0

0

0

0

0

0

District

Source: Author constructed based on Departmentt of Census, 2009.

owing interprretations can
n be made with
w regard too Table – 2 aand Figure – 2.
The follo


Thirteen
T
distrricts out off 19 have reeached the ttarget by 20007 well beefore eight yyears.
However,
H
Am
mpara showss the highestt dropout ratte notwithstaanding the vvery high priimary
reegistration raate. The high
her registrattion rate in thhis rural disstrict with a hhigh povertyy rate
seeems to be a reason for the
t highest dropout
d
rate.. The other ooutstanding areas are Baadulla
an
nd Kalutara districts.



Despite
D
the highest
h
infrasstructure and
d school faccilities in thee Western P
Province, all three
districts, Colombo, Gam
mpaha and Kalutara
K
disttricts still haave not reacched the levvel of
t dropout rate is zero.. In the casee of Colombo, the popullation
otther 13 distrricts where the
who
w are livin
ng in slums and shantiess can be thoought of to bbe one mainn reason whiich is
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responsible for this situation. The number of underserved settlements has been estimated
to be near 1500 within the city limits of Colombo (DFID / UNDP / UN-HABITAT /
UMP Urban Poverty Reduction Project (2002).

Completion of primary education:

Although the above section considered only the children who attend school from grade 1 to
grade 5, it did not figure out how many of them complete the primary education. Table – 3 shows
the percentage of children who complete the primary.
Table – 3: Primary completion rate (2006/7)
Country/province/
District/Sector
(1)
Sri Lanka (Average)
Western
Colombo
Gampaha
Kalutara
Central
Kandy
Matale
Nuwara-eliya
Southern
Galle
Matara
Hambantota
Northern
Eastern
Batticaloa
Ampara
Trincomalee
North Western
Kurunegala
Puttalam
North Central
Anuradhapura
Polonnaruwa
Uva
Badulla
Monaragala
Sabaragamuwa
Rathnapura
Kegalle

Percentage
(2)
88.2
88.0
87.9
90.0
84.2
86.8
88.3
n.a.
79.8
88.0
94.0
73.7
n.a.
n.a.
88.6
86.0
91.1
n.a.
87.6
87.2
88.5
92.2
87.4
n.a.
85.4
88.5
80.1
91.0
90.2
91.9
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Gap to be achieved
2006/7 – 2015
(3)
11.8
12.0
12.1
10.0
15.8
13.2
11.7
n.a
20.2
12.0
6.0
26.3
n.a.
13.4
14.0
8.9
n.a.
12.4
12.8
11.5
7.8
12.6
n.a.
14.6
11.5
19.9
9.0
9.8
8.1

Sector
Urban
Rural
Estate

87.0
89.5
69.5

13.0
10.5
30.5

n.a.-not available

Source: Department of Census and Statistics, 2009.
Figure – 4: Primary completion
By 2015

Source: Author constructed based on Department of Census and Statistics, 2009.

The results shown in Table – 3 and Figure –4 can be interpreted in the following ways:


Primary education completion rate remains in a very high position in Sri Lanka by 2007.
The gap to be filled by 2015 is only 11.8.



Regional differences in the completion rate show that the lowest rate is from the Matara
district. However, this result suggested by data is not consistent when the other indicators
of the performance of education are taken into consideration. The best completion rate is
from Gallewhich is adjacent to Matara district.



Apart from that, completion rate at Nuwara-eliya and Monaragala districts remains low.
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Sector-wise differences in the completion rate show that Estate sector is the worst.

Literacy rate of 15 to 25 year olds:

Recent studies show that despite the availability of schools everywhere in the country, there are
huge discrepancies in the availability facilities or school quality between regions
(Chandrakumara, 2012). This situation can affect the differences in literacy rate of 15 to 25 year
olds between the same regions. Literacy rate of 15 to 25 year olds is not directly associated with
the target of primary education. However, the literacy rate of this age group is mainly determined
by the primary education that they have got before the age 15 year. Even though the literacy rate
is not a great measure education success, it reflects how effective the primary education in
making the people literate is. Furthermore, a higher literacy rate implies that people are trainable
so as to build human capital in them in a later stage.

Table – 4: Literacy rate of 15 to 25 year olds
Country/province/
District/Sector
(1)
Sri Lanka (Average)
Western
Colombo
Gampaha
Kalutara
Central
Kandy
Matale
Nuwara-eliya
Southern
Galle
Matara
Hambantota
Northern
Eastern
Batticaloa
Ampara
Trincomalee
North Western
Kurunegala
Puttalam
North Central
Anuradhapura
Polonnaruwa
Uva

2001

2006

(2)
95.6
96.2
95.3
97.3
96.0
94.9
96.4
95.1
91.8
96.0
96.2
95.4
96.6
93.5
93.4
96.7
94.2
95.8
96.1
95.2
94.1

(3)
95.8
96.8
96.5
97.0
97.1
95.5
96.1
96.1
94.2
95.7
96.3
93.2
97.6

Gap to be achieved
(2006/7 – 2015)
(4)
4.2
3.2
3.5
3.0
2.9
4.5
3.9
3.9
5.8
4.3
3.7
6.8
2.4

94.4
93.9
94.7
96.0
97.8
92.7
96.3
96.2
96.4
95.5

5.6
6.1
5.3
4
2.2
7.3
3.7
3.8
3.6
4.5
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Badulla
Monaragala
Sabaragamuwa
Rathnapura
Kegalle
Sector
Urban
Rural
Estate

93.9
94.5
98.8
94.1
95.8

93.4
97.4
94.3
91.6
98.6

6.6
2.6
5.7
8.4
1.4

95.5
96.3
85.5

95.7
96.6
83.9

4.3
3.4
16.1

n.a.-not available

Source: Column (1), (2) & (3): Census Department of Sri Lanka, 2009.
Column (4): Author constructed based on columns (2) & (3).
Figure – 5:Literacy rate of 15 to 25 year olds
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94

93.5 93.4

95.8 96.1
94.1 93.9

92

94.1

2001

90
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88

2015 (Target)

86

District

Source: Author constructed based on Department of Census and Statistics, 2009.
Results given in Table – 4 and Figure – 5 can be interpreted with comments as follows:


Increase in the literacy rate of the 15 to 24 year olds from 2001 to 2006 negligible when
the country averages between the two years are compared.



A regional comparison with respect to districts shows that highest performance is from
the Rathnapura district. In addition, Puttalum, Badulla, Matara districts are outstanding.



A sector-wise comparison shows that the Estate sector where the inhabitant of plantation
laborers has been further deteriorated.
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As a whole performance that has been achieved within the seven years period after the
declaration is certainly not attractive.

Figure – 6: Primary survival and completion rates by gender and sector

Survival Rate Urban Male
100
Survival Rate Urban Female
90
80
Survival Rate Rural Male
70
60
50
Survival Rate Rural Female
40
30
20
10
Survival Rate Estate Male
0

Completion Rate Total Female
Completion Rate Total Male

Completion Rate Estate Female

Completion Rate Estate Male

Completion Rate Rural Female

Survival Rate Estate Female

Completion Rate Rural Male

Survival Rate Total Male

Completion Rate Urban Female

Survival Rate Total Female

Completion Rate Urban Male

Source: Author constructed based on Department of Census and Statistics, 2009.

Figure – 6 shows the male female difference in survival and the completion rates.The
outstanding features of the figure can be identified as follows:


Both survival and completion rates in primary education remains high in Sri Lanka
compared to about 81 percent of children in developing world and just 51 percent of
children in Sub-Saharan Africa complete primary education (UNDP, 2005).



The right side of the figure perfect compared to that of the left side. This means that
completion rates of both males and females are lesser than the survival rates.
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There is no difference in the survival rates between males and females. However, the
completion rates of females are little less than that of males bothin Rural and Estate
sectors. However, the completion rate of females in the urban sector is little higher than
that of the males.



Completion rates of the Estate sector are the worst for both males and females. The
completion rate of females in this sector is much lower than the country average and also
the male completion rate of the same sector.

The above analysis shows that even if Sri Lanka has nearly achieved the primary education goal,
there are inequalities between regions, schools, etc. in the educational facilities and the quality of
education. Furthermore, the achievement of Sri Lanka is the result of a long-term process that
started since independence and the progress after 2000 has not been attractive. In order to
achieve the goal completely the real involvement of children in primary education, the
participation of all stakeholders in the educational decision making process is necessary.

4.2. INVOLVEMENT OF THE STAKEHOLDERS IN THE UPLIFTMENT OF
PRIMARY EDUCATION

Stakeholder contribution is important for the success of any planned or other activity. In the case
of primary education too it is not difficult to identify the different kinds of stakeholders. The
stakeholders can mainly be divided into two parts such as supply side stakeholders and the
demand side stakeholders. In Sri Lanka the primary education is highly controlled by the
Government which is the dominant stakeholder of the supply side. In addition, the other three
main supply-side stakeholders are,

1) All educational institutions (Public, private, semi-governmental, non-governmental, etc.)
2) Teachers (Public sector and other)
3) Complementary service providers (e.g. providers of transport and other complementary
services)
4) Donors
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The main stakeholders of the demand-side are,

1) Children
2) Parents or guardian
3) Elder and younger siblings of children (elder sisters and brothers and younger sisters and
brothers)
4) Alumni or ex-students ( This group may be included in the supply-side also)
5) Those who employee children for labor with or without payment
6) Others who affect the education of children directly or indirectly

Involvement of all these stakeholder communities is important for achieving the goal of primary
education. It is therefore possible to evaluate the role of different stakeholders in the primary
education in Sri Lanka. An analysis in this regard shows that the primary education has been
largely managed by the Government through the supply of educational facilities and the
enforcement of the rule of compulsory primary education enacted in 1997 and implemented in
1998. The following are the main activities responsible by the Government:


Formulating national policy



Monitoring standards at educational institutions



Formulating national curricula and training personnel



Management of government schools and controlling the standards of other schools



Planning and conducting examinations

The governance framework for education has undergone a change with the devolution of power
by introducing provincial councils in Sri Lanka. The central government is responsible for
national education policy while the provincial councils play an important role in school
administration.

In addition, providers of education and complementary services such as transport in the private
sector have also been the stakeholders involved in the primary education.
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The demand–side, which consists of enrolling children in schools, motivating them for attending
school and survival in education and successful completion of primary education, etc. As such,
parents and other family adults, who take decisions, should also participate in the education
governance by way of participating in management decision making.

As a policy, it has been accepted that policy making and education management should further
devolve in such a way that institutional level agents such as principals of schools, sectional
heads, teachers together with local communities should involve in decision making so as to uplift
the effectiveness and the outcome of education. This attempt could herald a new era of
governance related to education if it happens successfully. Under this policy, a pilot project that
includes 1552 schools was initiated to test the method of autonomous governance. School
improvement councils were set up in all these schools including the principal, representative
teachers, parents and alumnae. They were authorized to take decisions on some given activities.
The management of schools based on this method of empowerment of service providers and the
communities was known as the school-based management. Under this method, school authorities
are accountable to the community via the councils while the communities get the opportunity to
participate in school management.
5. CONCLUSIONS

In considering the progress of the primary education towards the achievement of targets by 2015
the following conclusions can be made:


As a whole Sri Lanka can be considered as a country that has been reaching the targets of
the primary education goal. However, the trend towards the achievement of this target
has been started well before signing for the millennium development goals. This
achievement is the result of the free education policy implemented for more than six
decades along with the welfare expenditure on education and complementary services.
This was further supplemented by the compulsory education policy implemented since
1998.
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The progress that has been achieved after the declaration has not been attractive.



Regional inequality in the achievement of primary education targets is conspicuous. In
some areas, the targets have been achieved even before 2013 while some areas are still
backward.



The quality of education andits differences between regions and individual schools and
school types, etc. have been overlooked since such indicators had not been included in
the plans based on millennium declaration.



Community participation, especially, demand-side participation of parents, family adults,
etc. and the participation of stakeholders of other primary education is not satisfactory.

6. RECOMMENDATIONS

The on-going community participation part of the school management system should be further
widened and strengthened. The inclusion of the following activities into an activity plan prepared
for that purpose can be thought to be important:

a) Develop the theoretical basis to justify why community should participate for
improving primary education (social benefits, spillover effects or externalities).

b) Identify all supply and demand-side stakeholders who can positively or negatively
affect the primary education.

c) Identify how the ways that different types of stakeholders can affect the primary
education.

d) Identify or formulate strategies to increase the positive impact of stakeholders while
minimizing the negative impact.
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e) Include the identified activities in national and local level plans and implement it with
a rolling plan system.

Furthermore, introducing some more additional indicators to measure the performance of
primary education is necessary. Such indicators should be suitable to measure the quality of
primary education and its differences between schools, regions, etc. In order to identify the
issues and problems related to millennium goals, it is necessary to study it in depth so that it can
give recommendations for a plan after 2015.
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Abstract: In 2004, Beijing Realism Oil Painting was initiated and established by three
Chinese artists. With the development of this school these artists changed its former
name to Chinese Realism Oil Painting, they published their Realism Declaration and
decided to organize a yearly works exhibition ever since 2005. Until now, they had
been successfully organized nine exhibitions. Their works that were created by
realism were deeply loved by the audience. As a kind of exotic painting type, oil
painting not only occupies an important position in the genre of the Western
countries but also flourish in China. The establishment of Chinese Realism Oil
Painting marks a new development of realism oil painting in the 21st century in
China.
Keyword: China, Realism, Oil Painting, Contemporary Art
Although as the main kind of Western painting type, oil painting into China for more
than two hundred years, Chinese people truly engaged in oil painting creation only
since the 20th century. At the beginning of the 20th century, a group of students who
were interested in developing Western painting brought Western classical realist
painting skill to China. By the founder of the Academy of Fine Arts, they have trained
a lot of oil painting professionals. The school of Realism in oil painting got its name
after Courbet organized an exhibition called "realism exhibition” alone in a house
near the world famous paintings exhibition in Paris and published the “Realism
Declaration” in 1855. Take the responsibility to objectively description of real life and
expose the dark side of the society, Realism oil paintings became dominant in the
literary and artistic creation in Europe. Since the founding of New China, due to the
country's strong proponent, Chinese artists used realism method create a lot of
works loved by Chinese people. These works recorded the revolution, history, war
and real life. Oil painting had a rapid spread and became a powerful weapon in the
construction period of new Chinese to propaganda national politics, ideology and
culture. Especially, since China's reform and opening up, it can be seen that artists
and visitors paid a highly concern to oil painting from the art exhibitions around the
country. Oil painting not only had the same influence as Chinese traditional ink
painting but also had a tendency to overhead of it. Therefore we can say, as an exotic
kind of painting, oil painting rooted, germinated, bloomed in the land of China is one
of the most important phenomenon in Chinese art world in the 20th century. Since
the 1980s, with the reform and opening up of Chinese society, all kinds of Western
art genres flocking into China, realism painting has undergone a huge impact in this
diverse cultural pattern. Although it is no longer occupy dominant position, realism
oil painting coexisting with a diverse variety of painting and seek to grow and

develop in the competition. In 2004, Beijing Realism Oil Painting was initiated and
established by three Chinese artists who lived in Beijing. In 2005, they accepted
artists from Shanghai, Guangzhou and other areas outside Beijing to join in and
changed its former name to Chinese Realism Oil Painting and the team of oil painting
has grown. They published a declaration and decided to have one exhibition each
year to show their personal creations as a group. By now, they have been successfully
organized nine exhibitions. The number of artist are increasing, they attracted the
audience close attention. The establishment of Chinese Realism Oil Painting marks a
new development of realism oil painting in the 21st century in China.
I：The Establishment of Chinese Realism Oil Painting

In the spring of 2004, Ai Xuan, Yang Feiyun and Wang Yidong initiated and
established Beijing Realism Oil Painting. On October 11, they organized the first art
exhibition at the National Art Museum of China, the exhibition lasted for one week.
There are totally 13 artists participate in the exhibition, they are Ai Xuan, Yang Feiyun,
Wang Yidong, Liu Kongxi, Long Liyou, Ligui Jun, Wong Wei, Xia Xing Yuan Zhengyang,
Zhang Li, Zheng Yi, Zhang Yibo, Zhu Chunlin. All the exhibited works were created in a
realistic style, they used several months to create the works, these works showed
their superb realism skills and artistic level, representing the highest level of China's
realism oil painting, fully demonstrated Chinese contemporary realism oil painting.
Although each of them have their own style, these thirteen artists have the same
artistic ideas, that is, advocating rational spirit and traditional culture, adhering to
the "origin" language of oil painting, insisting on the traditional culture, promoting
human civilization by their unique works, as they said in the Declaration of the
Establishment:
When every novelty art form constantly emerging, fashion has become an
important language in contemporary life; When tradition is neglected and forgotten;
When today people use a more immediate or indulgence way towards life and art,
there are still a group of people adhere to the ideals of their own for many years, they
use their favorite way of realism painting to express their own poet's feelings, their
inputs to the production process and the requirement to the perfectness of their
works are almost harsh, their pursuit to rational spirit and tradition culture are
extreme insist.
This is a collective with the same aspiration——Chinese Realism Oil Painting.
Love realistic painting and firmly believe that this approach has lasting value and
vitality. Constantly improve their language and screen characteristics, promote each
other and form a high standard of Chinese contemporary realism oil painting school.
Respect traditional culture, emphasis on the humanities and rational spirit, firmly
believe: no tradition, no civilization!
Advocate serious attitude and rigorous artistic expression methods, use honest
approach treat life and art, advocacy boutique culture, pursuit perfect expression!
Never agree with Low‐level, random and irresponsible attitude in modern

cultural life; dismissive shallow, vulgar and anti‐civilization! Look forward to promote
culture and civilization of the whole society.
Concerned about the emotional and life of mankind, advocating real and natural,
a collective to pursuit the spirit and ideal, works are paeans to human civilization.
In 2005, Chen Yifei, and others joined them and suggested to change its former
name Beijing Realism Oil Painting to China Realism Oil Painting. In March 2005,
Beijing Realism Oil Painting accepted Chen Yifei’s recommendation and officially
named this school of oil painting China Realism Oil Painting, the members also
expanded from the original 13 to 30, on the basis of the original, New comers are
Chen Yanning, Xu Mangyao, He Duoling, Shang Ding, Guo Runwen,Wang Hongjian,
Chao Ge, Li Shijin, Wang Yuqi, Xu Weixin, Xin Dongwang, Pang Maokun, Leng Jun, Yin
Xiong, Shi Liang, Wang Shaolun and Zhang Yibo.
II: The Representatives of China Realism Oil Painting and Their Works’ Art
Characteristic
As the promoters of China Realism Oil Painting, Ai Xuan, Yang Feiyun and Wang
Yidong can be described as the leaders of this painting school. They are not only
played a positive role in the process of the establishment and development of this
painting school, but also have distinct personality characteristics and
representativeness in promoting and explore the language of contemporary realist
painting, in style performance, in subject matter content, in creative field, and in
theoretical research. Such as Ai Xuan showed lonely and peaceful in his works, Yang
Feiyun showed simple and quiet in his works, Wang Yidong’s heavy and beautiful in
his works, Liu Kongxi showed harmony and pure in his works, Long Liyou showed vast
expanse in his works …... these powerful artists in oil painting field persistent in
pursuing their own perfect art on the road of realism painting, although everyone's
style is different, their individual differences shows that they explored on different
path.
Ai Xuan was born in 1947 in Jinhua Zhejiang. He has an artistic background family,
his father named Ai Qing is a famous poet and his mother is a novelist, he began to
have a contact with art when he was a little boy. He admitted to go to the high school
of Fine Arts of Central Academy of Fine Arts in 1963 and received formal art training.
He graduated from his high school in 1967. The Cultural Revolution interrupted his to
continue his studies after graduation and made him to work on a army farm for four
years. Her parents divorced, his father was classified as a "rightist", the suffering of
the "Cultural Revolution" plus the family's misfortune left a shadow in his young
mind, all these external environmental brought him trauma, so when he looked at
this world, it always have some slightly melancholy and desolation, we can see this
from the solitude and indifference eyes his works. When Ai Xuan was in high school,
he accepted professional training by Soviet Qi Siqia Markov system, later in the troop
he was influenced by a style represented by painter He Kongde, that is, emphasized
on the gray part in contrast and use square line to shape the body. In the early 1980s,

the American painter Wise was introduced to China. Ai Xuan mixed Wise’s drawing
skills into his own and formed his own style gradually.

Sadly Beautiful Sound of Wind
The Song of Strange From Far Away
Ai Xuan 130×110cm 2004
Ai Xuan 110×110cm 2005
In most of his works, Ai Xuan described the desolate and remote area of Tibet.
With the wilderness scenery of the Tibetan Plateau, he used the brush to express the
loneliness of the character's inner world, in a poetic lyrical way combined with the
unspeakable natural mystery captured a true moment of the real life, showing the
tranquility and sad of the character portrayed in his works. Even the title of the work
was also desolated, as "The Song of Strange From Far Away”, "Sadly Beautiful Sound
of Wind", "Falling Snow at the Edge of Dream”, " Perhaps the sky is also blue", etc.,
these titles are just like poems, appropriately convey what the picture want to
express, we can not tell whether it’s the artist’s sound or the voice of the characters.
Ai Xuan said in an interview: " What I draw is a feeling of life, influenced by Yuan
Dynasty painter Ni Yunlin. The so called solitary and ethereal, that is think thoroughly
about life, when I see Tibetan I always have this kind of feeling, people are small and
vulnerable, pessimistically reincarnation over and over, a pretty 7 or 8 year old girl
soon to be weathered and tortured into old ones, then another one, you will feel the
cold horizon is always a natural monarch, that made people sincerely lamented
towards creatures. Many of Ai Xuan’s works, are depicted a Tibetan girl, she was
quietly standing or sitting or relying on something or lying on the desolation and
silence of the snow‐covered plateau, staring or thinking or listening or expecting or
waiting to the unknown world, her clear eyes showing some frustration, some fear,
some uneasy. In lonely Wasteland, Winter Solitude, The Song of the Strange from Far
Away, The Child from Wolf Valley, Breeze Teases the Hair, Snow Melting March, there
is only one Tibetan girl in the picture, she is in the center of the screen, only her
upper body appeared, a simple background sometimes is snow, sometimes is the
grass in the plateau. The cold blue, yellow on her wool clothing and the white of
snow in the background, the yellow of the grass in the plateau constitute a
harmonious and peaceful picture. The little girl directly staring at the audience with
her widened eyes, the simple, straightforward, suffering, desolation, loneliness in her

eyes touch your soul and provoke you to think. The eye contact between the
characters in the picture and the audience is more like a deep spiritual collision. The
artist not only wants to convey his attention to the natural environment and the
survival of the state by the characters in the painting but also express his
understanding of the universe and the fate of mankind. The shock to the audience
from Ai Xuan's work comes from the sincere and warm spirit of taking care about
each other in the deep heart of humane beings. His profound and superb skill of
realism, the timeless and beautiful poetry, elegant painting language, the best
expression techniques, solitude and quiet sentimental feelings made his works
deeply loved by art collectors and got a high price in auction recognized by the
market.

Playing in Bridal Chamber——auspicious smoke Dating with the spring
Wang Yidong 150×250cm 2006
Wang Yidong 92×62.5cm 2006
Compared with Ai Xuan’s quiet and solitude of the cold colors, there is another
realism artist named Wang Yidong. Borned in 1955 in Shandong Linyi, he experienced
the beauty of his hometown in his childhood, his happy summer vocation time is
accompanied by every creek, every path, every wood near his home, so he has a
deep feeling to the beautiful mountains and rustic folk in his hometown. He loves art
since his childhood, with a good score he admitted to the Shandong Institute of Arts
in 1972 and began a systematic study here. In 1975, he graduated from this school
and became a teacher there. In 1978, the Central Academy of Fine Arts restart to
admission, he created an old stone carver man image stand out in two thousand five
hundred candidates, successfully accepted by the Oil Painting Department of Central
Academy of Fine Arts. By his hard working and constantly creative practice, he had a
more profound understanding of oil painting. After graduation in 1982, he was
stayed to be a teacher in Central Academy of Fine Arts.
Wang Yidong’s works have distinctive geographical feature, strong colors，
strong sense of form, folk flavor. Borned in Yimeng mountainous area, Wang Yidong
has a deep affection to the land which was raised him and the industrious rustic folks
who lived here, therefore, the eternal theme of his paintings are depicted his
hometown with beautiful mountains and rivers as well as the honest folks. "The Old

village", "Have a Rest in the Morning", "Go to the Marek", "The Mother and the
Daught," Wang Yuzhen "are his works to described the life of Yimeng mountain
farmers. In these works, Wang Yidong applied realistic skill, simple distinctive artistic
expression and exquisite strict language of painting to show people a mountain
farmers’ fresh and simplicity image to the art world by portrayed the fate of the
characters. In addition to the subject matter of geographical features, Wang Yidong
also has his personality in the application of color. The traditional "Red" reached a
peak in his works. In Dating with the spring, the painter depicted a braid girl who is
dressed in traditional red cotton jacket and red trousers sitting slightly on the trunk,
wearing a red hair band and plaid scarf in the chest, plus one pair of black cloth
shoes that perfectly showed the festive atmosphere on the picture. The white snow
in the background, the clear sky and the black winter tree trunks, simple and cleanly
mixed the whole picture into the black, white and red combination. Innocent of the
girl was told from her eyes, an athletic, generous, lovely girl of Shandong suddenly
leap off the paper, the audience admired the painter subtle observation of life and
the ability to control colors. Wang Yidong’s creation of Playing in Bridal
Chamber——auspicious smoke described the northern rural wedding as a theme,
perform the Bride who wearing a red coat with a red candle in her hand to light
smoke for the young men who came to celebrate their wedding on the night, the
bride’s shyness and tension was fully reflected through her cautious eyes and her
nervous hands. The groom was holding a white bowl to toast for everyone. A dozen
young man put their eyes gathered to the bride, waiting for the bride to light their
cigarettes. This work fully reflects the northern customs and strong Yimeng mountain
ambience.
By studied on Western classical oil painting, Wang Yidong put distinctive Chinese
characteristics into his pictures. He also found his own unique expression and
painting language in creation, with concise summary of the Chinese folk painting, the
bright colors, simple and generous shapes and other style was fully performed on his
works, a painting style with oriental charm was formed and stood out in the
domestic and international realist painting artists and made a great contribution to
the development of the local Chinese oil painting.
Yang Feiyun is an artist who is good at figure portrait and body paint in the
realist school of painting. He was born in 1954 in the suburb of Baotou City, Inner
Mongolia, China. His parents worked in a local middle school. He loved drawing
when he was very young, he often copied old picture albums which were bought by
his father. In 1974, he met several teachers who were worked in the Inner Mongolia
Normal School and graduated from the Academy of Fine Arts. He learned some basic
knowledge of the fine arts from them. In 1978, he was admitted to the Central
Academy of Fine Arts. In this one of the country's most prestigious universities in art,
he worked hard to think and tried his best to absorb the nutrition of art everyday. He
eagerly filled the shortcomings in his works, to solid drawing foundation by a large
number of drawings, sketches and also supplemented theoretically, that made his
drawing techniques got a great improvement.
Four‐year college life played a solid foundation on his creation both practically

and theoretically. In 1982, he graduated from the Central Academy of Fine Arts. Due
to his outstanding results, he was allocated to work in the Central Academy of Drama
and back to teach in Central Academy of Fine Arts in 1984. Since then, he has been
studying on the works of the classical masters. On the basis of classical style, he
combined with his own feelings, his works like Little actor，Xiao Yao have complete
compositions, accurate images, rigorous modeling, elegant color, exquisite technique,
his skill was reflected in every corner of his works. So his works reached the new
heights in art exploration of Chinese oil painting.

Three Friends
Yang Feiyun 200×155cm 2002

Lingering Melodies from the Xunyang River
Chen Yifei 190x234cm 1991

1989, Yang Feiyun traveled to the United States and visited the major art
museums and galleries of France, Italy and UK. The classical masters’ painting
boutique gave him a deep impression and he got new experience and feelings from
them, while the sincere emotion and the frankly courage to confront life from the
works of the Post‐Impressionist artists also deeply shocked him. After returning to
China, his works not only focus on the accurate modeling of the depicted characters
but also became mature in describe the emotion and life of the figures. Until that
time, Yang Feiyun’s classical realist style to depicting the characters’ spiritual world
and inner feelings was formed based on inherit and learn from the masters of the
ancient and modern painting.
Yang Feiyun’s works emphasis on ration, he performances the love and praise of
life through his solid foundation in realism and the ideal for color demands.
Compared with the acknowledged beautiful models, he is more willing to draw his
favorite, familiar people, because of familiar intimacy tend to be more prone to his
pursuit of beauty and also made him easily to control the screen. He often takes his
wife as his model in his works such as "Northern girl", " The Song Recalls Memory ", "
The Girl with the Toy", "Sudden", "Thinking about Return" Three Friends "," Beautiful
Red", etc. The lady in his painting either stand or sit, sometimes smiling, sometimes
thinking, sometimes calm, sometimes waitong, her glimpse or breath of sadness fully
showed her soft, quiet and sensual. We can see the artist’s careful observation of

women and the beautiful moments of women in their lives, actually, it’s such a
superb deep perception and understanding of the female collective, so that we have
to admire his observation and perception.
To artist Chen Yifei who joined China realism oil painting school in 2005, it is very
appropriate that American magazine "Art News" defined him “a romantic realist with
his works reveal a strong nostalgic atmosphere, especially, the atmosphere of quiet
and silence filled among it "in 1984. Born in 1946, Chen Yifei’s learning process has
not been easy, in that relatively closed times of art, anything related to art has
become his object of learning. At the age of fifteen, he was admitted to Shanghai Art
College Preparatory, in order to lay a solid foundation for future artistic creation, he
learned comprehensive basic skills of Fine Arts such as art history, sketching, drawing,
molding. He graduated from the preparatory classes with honors and ascended to
this University’s Oil Painting Department. In 1968, two years ahead of schedule to
graduate, he was assigned to Sculpture Studio of Shanghai Painting and Calligraphy
Academy. During that time, he created revolution historical painting like “Eulogy of
the Yellow River”, “Red Flag” and "Seizing the Presidential Palace” which was
cooperate with Wei Jingshan, "these works created in the techniques of realism
showed his solid basic skills and the capacity to create large piece of oil painting
works, the heroism, idealism in his works had a great influence at that time.
In 1980, Chen went to Hunter College located in New York, United States for an
MFA. He contacted with a large number of works of Western oil painting masters and
spent two months visit the Museum of Spain, Italy, the Netherlands and other more
than a dozen countries. After he visited the countless European painting
masterpieces, he had a better understanding towards the production of Western oil
painting. After returning from abroad, the main theme of Chen Yifei creation
concluded southern part of China’s water village scenery, musician figures,
traditional ladies as well as Tibet series. His works The memory of hometown—— The
Twin Bridges, Bridge, Where I Palyed as child, February and others depicted beautiful
and ancient water village scenery in southern part of China. After the painter’s
process, the bridges, water, people and even the usual lanes were extraordinarily
beautiful and poetic. The Flutist, Duet, Young cellist depicting the ladies stick figures
playing music, their serious look, slightly moving lips and slender flexible hands
brought the audience into the music world. Their vivid interpretation of the music as
if the melodious tunes would come through the screen to reality. In his works
Lingering Melodies from the Xunyang River, Poppy, he depicted dressed in classical
costumes Ladies, he used lines, beautiful body, authentic traditional costumes, rich
and varied color, to reflect the oriental female’s implicit, beauty and gentle.
Compared with the delicate and warm in his previous series of works, his Tibet
serious works are rough, passionate, and the color also stronger. Like the man
walking with indomitable spirit in Wind of the Mountain, the sway strokes in Mother,
the weather‐beaten faces in Father and Son（Tibet）, they all reflected the distinct
regional characteristics of the Tibet region. There is always a feeling of using
European realist painting way interpret oriental spirit of China when looking at Chen
Yifei's works. He is a bridge across the Eastern and Western cultures, we Chinese

people can see through his oil painting the international influence, and people from
abroad may understand the national spirit of Chinese oil paintings.
III: the social responsibility of Chinese Realism Oil Painting
These artists who belong to Chinese Realism Oil Painting not only pursue their
own ideals in the realism road, while in the face the moment of disaster they have
courage to took their social responsibility through the brushes in their hands light up
the hope of the people in the disaster areas. On May 12, 2008, China's SiChuan
province Wenchuan area had a 8 level earthquake. The next day, the artisets of
Chinese Realism Oil Painting proposed to have a collective creation works which
would be donate to the disaster’s area people, the proposal got the positive
response soon. On May 17, Ai Xuan, Yang Feiyun, Wang Yidong, Liu Kongxi, Shang
Ding, Yuan Zhengyang, Xia Xing, Zhang Li, Long Liyou, Xu Weixin, Zheng Yi, Wong Wei,
Shi Liang, Li Guijun, Zhang Yibo, Chen Yanning, Xu Mangyao, He Duoling, Guo
Runwen, Wang Hongjian, Chao Ge, Li Shijin, Leng Jun, Wang Yuqi, Xin Dongwang,
Pang Maokun, Yin Xiong, Zhu Chunlin, Wang Shaolun, 26 famous contemporary oil
painters participated in the collective creation disaster relief huge oil painting
"Bloody May ∙ 2008". On May 27, this huge oil painting sold for 33.5 million by China
Guardian auctions, the money was donated to the disaster area.
The Oil painting work "Bloody May ∙ 2008" has 2 meters high and 20 meters long,
26 painters completed it in 14 days and nights. If they did not consider the painting
scene as the first line of the earthquake relief, did not put instant noodles and
rollaway beds next to them, did not take the pain suffered by the people of disaster
areas as their own pain, did not printed the smile on one of the child who covered by
his mother on their mind, did not moved by the touching scene of the paratroopers,
firefighters, angels, volunteers, they could not complete the painting. The
masterpiece of the first large‐scale collective cooperation by the realists of oil
painting in such a short time, fully embodies the collective spirit and social
responsibility when a nation was in a big disaster. As Yang Feiyun said when he
mentioned the creation of "Bloody May ∙ 2008”:" This large‐scale oil paintings work is
embodied that the inner heart was deeply touched, facing with such a big natural
disaster, our love was inspired, human glory and the power of moral were enlarged
in artistic expression. As a painter I was nurtured by the society, encountered with
such a mega disaster, it is also an excellent return of social opportunities to
participate in this love action by my brush."
Chinese Realism Oil Painting has gone through nine years since its establish, the
number of artists is in a growing trend and its influence is deeper. They work
diligently in their own road to pursuit their ideal art. Every time they hold the annual
exhibition is not only their outcome show, but also an exchange chance with the
audience. The artists of Chinese Realism Oil Painting created their works under the
same artistic instruction. They grab the beautiful moment of life and dig the nature
of life and the true meaning of art by realism creative approach. More important,

they also retain personality and creative spirit from each other. When facing disaster,
they took collective creation and made earthquake relief, they are a group with social
responsibility and mission. Wish they are getting better and better in the future art
road!
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Art in Ode to a Nightingale and Ode on a Grecian Urn
Abstract
The Ode on a Grecian Urn and the Ode to a Nightingale may be considered
together because right after writing the Ode to a Nightingale, Keats went on to write
Ode on a Grecian Urn. In restricting itself to one sense, the sense in the Ode on a
Grecian Urn is sight, while in the Ode to a Nightingale the sense is hearing. It is no
accident that both odes were first published in Annals of the Fine Arts, a journal
whose readers would have taken Nightingale to be a poem on the art of music, and
Urn to be a poem on the bas-relief sculpture.
In the Ode on a Grecian Urn the truth that art is not “natural” but artificial
seems to extend the representational visuality in space, while in the Ode to a
Nightingale the experiment that art is pure and “natural” seems to prolong the
nonrepresentational music in time. The urn, art itself, tells us a story, a history. It
represents a human fantasy: a universal or archetypal “Truth.” All is fixed at certain
moment, and whatever fixed seems to portrait an eternal truth. However, in the
Nightingale, Keats meditates on lyric as pure, spontaneous, nonrepresentational
melodiousness evocative of rich sensation. Keats seems to remind us that in truth
that art object exists in a given medium. Sensation and Thought are respectively
aligned to Beauty and Truth. In the study, the senses of sight and hearing will be
taken as the standpoints to explain elaborately how John Keats represents art in the
two typical poems of his.

Art in Ode to a Nightingale and Ode on a Grecian Urn
The Ode on a Grecian Urn and the Ode to a Nightingale may be considered
together. After writing the Ode to a Nightingale, Keats went on to write Ode on a
Grecian Urn. In restricting itself to one sense, the sense in the Ode on a Grecian
Urn is sight. In the Ode to a Nightingale the sense is hearing. It is no accident that
both odes were first published in Annals of the Fine Arts, a journal whose readers
would have taken Nightingale to be a poem on the art of music, and Urn to be a poem
on the bas-relief sculpture. In the Ode on a Grecian Urn the truth that art is not
“natural,” like leaves on a tree, but artificial seems to extend the representational
visuality in space, while in the Ode to a Nightingale the experiment that art is pure
and “natural” seems to prolong the nonrepresentational music in time.
In the Ode to a Nightingale, Keats seems to choose music as its artifact which
decides for beauty alone, without truth-content. The song of Keats’s nightingale is
pure vocal without verbal content. Such kind of music may be ideal for Keats, but
the isolation of a pure principle of expressive beauty seems not to satisfy him
completely. Keats possibly feels puzzled over the relations between art and sense,
soul and body. Helen Vendler in “Wild Warblings from the Aeolian Lyre” quotes
Keats’s poem which conceives at one point of the soul, inspired by Apollo, as a
creature in flight, while the body is “earthward pressed”:
Aye, when the soul is fled
Too high above our head,
Affrighted do we gaze
After its airy maze. (79)
The soul loses itself in an airy maze of sunshine while fled too high to be seen by the
body pressed to earth. These details remind us of the Ode to a Nightingale,
mentioned by Helen Vendler, “which nonetheless changes the occasion of the soul’s
flight from a sunlit idyll to a darkened nocturne” (80). Keats brings his view of art
in nature. In other words, Keats’s view of art is mingled with an audience, with the
power of the senses. Art in the Ode to a Nightingale is taken as the projection of
beauty and sensation into an external medium of heard melody, describes Helen
Vendler, “numbers not tuneless but audible, not timeless but changing in time, and
consequently vanishing”:
Keats has deliberately chosen in this ode to forgo gradually in his role as

protagonist all immediate sensory experience except that of hearing: that is,
in this experiment he represents himself eventually as pure ear, pure
audience, alone. In this almost perfect aesthetic separation from
“habitual self,” he explores what one version of the aesthetic response can
be. The ode is remarkable by the fitness and profundity of Keats’s
meditation on listening. (81)
The song of joy, the music of delight, or the melody of beauty can only be
correspondent with the careful listener’s pure ear, the soul.
The nightingale, thus, appears to be the poet’s voice of pure self-expression.
Keats gains poetic authenticity from nature by echoing the true delightful sound that
he actually hears. The nightingale among the leaves has never known the woes of
the world, so Keats should sequester himself from the sorrows of the world, too. He
should, suppressing other senses in favor of hearing, listen joyfully to the nightingale.
“Hearing” is here the way to maintain pure aesthetic responsiveness. That is to say,
the Ode to a Nightingale is a poem of wish and will. The Nightingale attempts an
escape from threatening woe, according to Helen Vendler, “by a deliberate averting of
the eyes from human suffering,” and “by its flight from representation” (82). As a
matter of fact, Keats’s genius, power of meditation, and strong sensation all suggest
that he join the nightingale in passionate, living expressiveness. The nightingale is a
free bird. In contrast, Keats seems to be an earthbound poet.
How can Keats
make connections between his pursuit of the idea of music and the
nonrepresentational art? In the Ode to a Nightingale, it is symbolized by a descent.
In the fifth stanza of the ode, Keats suggests the notion of descent:
I cannot see what flowers are at my feet,
Nor what soft incense hangs upon the boughs,
But, in embalmed darkness, guess each sweet
Wherewith the seasonable month endows
The grass, the thicket, and the fruit-free wild;
White hawthorn, and the pastoral eglantine;
Fast fading violets cover’d up in leaves;
And mid-May’s eldest child,
The coming musk-rose, full of dewy wine,
The murmurous haunt of flies on summer eves.

(41-50)

On one hand, the nightingale in the ode refers to beauty or the voice of delight; on the

other hand, it also means death shadow. The “embalmed” darkness is not without
deathly overtones. Time cannot be evaded because the fast-fading violets are
covered up in leaves. To listen to music, for Keats, is very near to experience the
journey of death:
Darkling I listen; and, for many a time
I have been half in love with easeful Death,
Call’d him soft names in many a mused rhyme,
To take into the air my quiet breath;
Now more than ever seems it rich to die,
To cease upon the midnight with no pain. (51-6)
The bird’s music is beautiful, not tragic. It’s Keats’s feeling of pain that colors the
music as he listens darkling. By experiencing the “momentary” death that we die in
aesthetic attention, by making the circuitous journey, and by realizing the rhythms of
the vegetative cycle of fading violets and coming roses, the hope of a sustained
melodiousness becomes in Keats’s poem more wish than fact. In the pained
awakenings from Fancy, we come back to where we actually start. That is, we feel a
strength which helps explore the deepest part of soul.
The Urn suppresses hearing, as the Ode to a Nightingale suppresses sight.
Beauty stimulates the reverie of the musing Fancy in the form of the bird’s song
without words; in the Ode on a Grecian Urn Keats now proposes that art is a
representational shaping which is closely related to the “Truth.” Different from what
he does in the Nightingale, Keats, by making his symbol “unnatural” in a highly
intellectual and conventionalized form, examines the possibilities and limits of an
aesthetic medium. The urn, art itself, tells us a story, a history. It represents a
human fantasy: a universal or archetypal “Truth.” All is fixed at certain moment,
and whatever fixed seems to portrait an eternal truth. In the ode, Keats describes a
series of scenes or pictures which he imagines must have formed the basis for the
artist’s work. However, the urn is not just a illustration of a legend, or a story about
other people as a naive museum-goer may think. It is not just a representation of a
state visibly similar to one of our human aspirations, either. The urn, rather, should
be taken as a whole and simultaneous visual art, where everything can be presented at
once. In other words, this visual art is fresher from his disillusion with the
nightingale, sweeter than a temporally experienced art like music. Keats wishes to
recognize fully both his own participation in the represented “reality” and his
awareness of the constituting medium removing those representations from actual life.

In Keats’s opinion, one cannot experience sensory participation in the represented
scene and intellectual awareness of the medium at the same time. Besides, attention
can change focus very fast from what is being represented to the medium of
representation and back again.
of his negative capability.

Therefore, we may see the whole ode as Keats’s test

In the Nightingale, Keats meditates on lyric as pure, spontaneous,
nonrepresentational melodiousness evocative of rich sensation. Now Keats explores
more complicated modes of aesthetic response by adding to the beauty of sensation
the truth of representation, and the truth of “an-made” artifact consciously shaping a
form. All of the modes of aesthetic response cause that journey outward from
habitual self to swell into reality. In addition, Keats seems to remind us that in truth
that art object exists in a given medium. Sensation and Thought are respectively
aligned to Beauty and Truth. All the metaphors and original charming names of the
urn are projects of sensation rather than that of thought. Illustrates Helen Vendler,
“thought must treat the urn as an artifact”:
When Keats allows philosophical thought to accompany his sensations of
visual response, that thought sees the emotions and acts of the beautiful
represented forms, but also recognizes the gap in psychological continuity
between perception of matter and perception of medium. Allowing
thought as well as sensation full play, Keats recognizes that his own
voluntary submission to the art object entails not only empathy but also the
detached recognition of its specific medium--c—sing that successive
rhythm of entrance and exit which he had found so painful when he
believed it to be caused exclusively by the deceptive cheating of a
temporally dissolving fancy. (132)
Unlike the “natural” nightingale, the urn, therefore, is no longer silent. It is beautiful
in a way the nightingale’s song cannot be. It does not express the artist’s motives,
but a broadly expressive form.
Instead of giving comment on its worth, the last two lines spoken by the urn
emphasize the prophetic statement, looking before and after:
When old age shall this generation waste,
Thou shalt remain, in midst of other woe
Than ours, a friend to man, to whom thou say’st,

“Beauty is truth, truth beauty,”—that is all
Ye know on earth, and all ye need to know.

(46-50)

The truth, for Harvey T. Lyon, is that “the yearning passion for the Beautiful” (43).
However, it is not a passion of the sensuous or sentimental poet. It’s a spiritual
passion. The daring decision in this ode is to make the urn speak. That is, Keats
decides to give his urn, as described by Ian Jack, “a mortal sentiment, and so make
this sentiment an affirmation of the profound significance of Beauty” (223). Keats,
like a painter or an artist, indeed, immortalizes “one moment” much more memorably
than the others in the Ode on a Grecian Urn.
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Abstract
The disruption of harmonic development in art and literature gradually
expresses new conceptions of the nature of consciousness. The changing conceptions
now move, towards transition, from logical deduction to juxtaposition. Coleridge’s
The Ancient Mariner also tends to encourage the artistic expression of the irrational
by breaking down an attachment to the notion that we have a central rational “self.”
In The Ancient Mariner, human beings seem to not only suffer from their
failure of the quest for the meaning of existence, but also the agony of searching for
the peace of mind in the sterile world and waiting for life to come back again.
Psychological explanation and the resurgence of myth and dream are taken as
alternative sources upon which people can rely for the meaning of life. In the same
way, the Surrealists also seek modes of expression to free themselves from the
aesthetic, sexual and psychological preconceptions of their own society. Fascination
with the subconscious mind and the significance of dreams can stimulate very well
their exploration in psychic experience.
In addition, in The Ancient Mariner, Coleridge applies Breton’s principle of
“pure psychic automatism” to eliminate all thought from his mind and then reach the
unconscious. Similar to the Surrealist literary technique of automatic writing which
rejects purposeful thought and expresses words at random, and similar to the
Surrealist technique of mingling the commonplace with fantasies, dreams, and the
unconscious, Coleridge also achieves the surreal effect when he alludes to some
works of the remote past to depict the symbols in The Ancient Mariner. The reality
conveyed in the poem is represented by an enigmatic, dreamlike imagery. Regarding
the artistic process of expressing ideas and emotions through objects, Coleridge’s
poem in some ways actually corresponds to the Surrealist works very well.

The Ancient Mariner: Surrealist Coleridge
River Ya-ling Chiang, Assistant Professor
English Department, Chinese Culture University
The disruption of harmonic development in art and literature gradually
expresses new conceptions of the nature of consciousness. The changing
conceptions now move, towards transition, from logical deduction to juxtaposition.
Coleridge’s The Ancient Mariner also tends to encourage the artistic expression of the
irrational by breaking down an attachment to the notion that we have a central rational
“self.” In The Ancient Mariner, human beings seem to not only suffer from their
failure of the quest for the meaning of existence, but also the agony of searching for
the peace of mind in the sterile world and waiting for life to come back again.
Psychological explanation and the resurgence of myth and dream are taken as
alternative sources upon which people can rely for the meaning of life.
In the same way, the Surrealists also seek modes of expression to free
themselves from the aesthetic, sexual and psychological preconceptions of their own
society. Fascination with the subconscious mind and the significance of dreams can
stimulate very well their exploration in psychic experience. Similar to the
Surrealists, Coleridge also indicates the subconscious mind in The Ancient Mariner.
In the beginning of the story, the ancient mariner appears to be the wedding guest
addressing himself to a gallant who is the bridegroom’s next of kin. The ancient
mariner juxtaposes his story with the special joy of the wedding celebration, but he
doesn’t mean to make the story relevant to those being joined by a sacrament. Under
hypnosis the ancient mariner describes the whole story in great detail. While reading
the story, the reader feels the dreamlike atmosphere in it. The reader has to make a
connection between the dreamlike world and current reality.
Generally speaking, Surrealism similarly seeks to represent the combination of
several tendencies in its production of art. The Surrealists aim to relate the internal
world of the imagination to the external reality by applying Freud’s theories in their
writing of automatic texts. In a sense, the Surrealists attempt to seek the
unconscious experience in their art. Surreal poets not only try to ensure the
importance of the unconscious in artistic creation, but also attempt to portray directly
the content of the unconscious in their works. Their treatment of the metaphor
achieves a combination of emotion, object, and idea, whereas the subliminal
combination of the separate, conscious entities of emotion, object, and idea aims to

stir the unconscious feeling. In Surrealism, Julien Levy quotes Salvador Dali’s
description about the Surrealist experiment in the exploration of the unconscious:
The subconscious has a symbolic language that is truly an universal language, for it
does not depend on special habitude or state of culture or intelligence, but speaks with
the vocabulary of the great vital constants, sexual instinct, feeling of death, physical
notion of the enigma of space—these vital constants are universally echoed in every
human. (6)
The Surrealists expand Freud’s theories in their practice of automatism.
Psychoanalysis provides the Surrealists with the alternative source to investigate the
introspection of the literary mind.
In The Ancient Mariner, the ship is driven by a storm into a realm more drastic
and simpler than the natural world of experience. When the ship is driven into the
sea of ice, there are no living creatures at all, but suddenly there comes the albatross.
Coleridge intends to leave the source of the albatross mysterious. “The poem’s first
great event is suddenly placed before us,” as described by Harold Bloom, “without
apparent premeditation or conscious motive, the narrator murders the albatross” (207).
Coleridge’s poem portrays the means for discovering the basic reality of psychic life
through such an automatic association. Coleridge is able to transform many of his
original sources through his exploration of dream imagery and the freedom to move
beyond the surface of his poetry. In this poem, Coleridge applies Breton’s principle
of “pure psychic automatism” to eliminate all thought from his mind and then reach
the unconscious:
Surrealism, noun, masculine. Pure psychic automatism by which one
intends to express verbally, in writing or by any other method, the real
functioning of the mind. Dictation by thought, in the absence of any
control exercised by reason, and beyond any esthetic or moral
preoccupation.
Encyl. Philo. Surrealism is based on the belief in the superior reality
of certain forms of association heretofore neglected, in the omnipotence
of dreams, in the undirected play of thought. . . .

(24)

Reading the poem, the reader thus is brought to contact with his or her own
unconscious mind through the process of displacement. Like the Surrealists,
Coleridge also stresses and values the realm of unconscious experience. In order to
stir the unconscious, Coleridge constructs the poem by the rapid combination of
disjunctive images: the sudden appearance of the albatross and the gratuitous act of

the murder. Poetry, then, can reach the unconscious before consciousness retards its
entering into the mind. Part of Coleridge’s poetic actually coincides with Surrealist
theory and practice.
The Surrealist literary technique of automatic writing rejects purposeful thought
and expresses words at random. In other words, the goal of the Surrealists is the
liberation of the unconscious. Surrealists emphasize the unusual juxtaposition of
dreamlike imagery. Therefore, a grotesque unity is typical of the Surrealist qualities.
In Surrealist works, objects belong to separate planes, whereas they are placed in
unexpected juxtaposition. Therefore, disorientation in time and space becomes a
basic concept of Surrealism. That is, in Surrealist works, the ordinary objects are
often found in extraordinary situations and the subjects are derived from dreams.
“The realistic technique tends to heighten the believability of these events and imparts
a certain eeriness characteristic of dreams or nightmares,” says Lois Fichner-Rathus
(436). While viewing Surrealist works, the spectators may wonder about the
mysterious ambiguity. Since the Surrealist works contain no rational explanation for
their juxtaposition of strange objects, these works are supposed to reflect a world
humankind does not control. Therefore, Surrealism is often regarded as a means for
discovering the basic reality of psychic life through automatic association. Similar
to the Surrealist technique of mingling the commonplace with fantasies, dreams, and
the unconscious, Coleridge also achieves the surreal effect when he alludes to some
works of the remote past to depict the symbols in The Ancient Mariner. For instance,
this long hallucinatory passage in The Ancient Mariner expresses the nightmarish
quality characteristic of many of the Surrealist paintings. In Part IV of the poem,
described by Harold Bloom, the ancient mariner reaches “a height of emotional
expression, and then is driven to it, fittingly, by solitude”:
Alone with the dead men, and surrounded by the slime of subhuman life,
he wakens first into agony of soul, then into a sense of contrast between
the human and what is “beneath” it in the scale of being, and finally into a
startled awareness of unexpected beauty. (209)
Coleridge’s surreal images, indeed, anticipates similar images in the Surrealist
paintings very well. The reality conveyed in the poem is represented by an
enigmatic, dreamlike imagery. The poet’s “world,” somehow, displays the unity of
sensory experience, emotions, and thought. The precise use of words and images is
closely related to the expressing and portrayal of experience in Coleridge’s poetry.
Regarding the artistic process of expressing ideas and emotions through objects,

Coleridge’s poem in some ways actually corresponds to the Surrealist works very
well.
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AVOIDING HISTORY’S SCRAP HEAP:
THE NEGRO LEAGUE’S LAST NINTH-INNING BATTLE
Before we begin, let me introduce us:
Lester J. Blair will discuss the economic impact on the Negro League
being on history’s scrap heap. Blair is principal in S. D. M. Investments
Capital Management Group with offices in Chicago, IL and Merrillville,
Indiana, and Blair Capital Management. Mr. Blair holds an M.B.A. from the
University of Chicago, and teaches business finance and marketing at
Triton College and the Lake Forest Graduate School of Business. Mr. Blair’s
volunteer work includes being the treasurer of the Illinois African-American
Chamber of Commerce; chairing the board of the Lions Math and
Science Christian Academy, and sitting on the board of the Abraham
Lincoln Center, as well as the WBEZ Community Advisory Council.
Barry N. ZeVan will discuss why the Negro League hasn’t had a greater
impact in the media. He’s president of the ZeVan Corporation, an
international media firm which is also heavily involved in charitable
projects. In 2006, ZeVan won a Telly award and received 3 Emmy
nominations for his documentary about Indian lands. His media career has
spanned over 71 years, and also includes television, radio, movies, and
theater. A pioneer in TV meteorology, Mr. ZeVan still holds the highest TV
rating of any television meteorologist. His honors include an honorary
doctorate in Cinema Arts from the Hollywood International Institute, a
former subdivision of U.C.L.A., and his induction into the Minnesota
Broadcasting Hall of Fame on September 29, 2013.
Judith-Rae Ross, Ph.D. will discuss the history of the Negro League and why
it ended up on history’s scrap heap, as well as discussing the scrap heap’s
dimensions. With a Ph.D. in history from the University of Illinois, Chicago,
Ross has taught and published for over 51 years, somewhere over 1000
articles. Her career combines academics, journalism and politics, resulting
in 5 “Who’s who” citations. She currently is Mr. ZeVan’s Executive Assistant,
writes Judith’s Java, a blog for WCPT radio and sits on the WBEZ radio’s
Community Advisory Council. She is also on the Board of Lion’s Math and
Science Christian Academy.
This panel will discuss:
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Why the Negro League’s in danger of ending up on history’s scrap
heap, as well as how this may occur.




Why The Negro League isn’t given more media coverage.
Why Negro League members don’t receive adequate economic
compensation.

We’re presenting this panel because each of us fears waking up one
morning to the news that the last of the Negro League players has died—
and, alas, will end up on history’s scrap heap.
After we’ve given our presentations we hope you’ll join the discussion—no
holds barred…And now I’ll throw out the first pitch.
INTRODUCTION
Let’s start with the largest questions and work our way down.
What is History? Too often history is defined as a record of the past. That’s
chronology, a passive tool of history. Some view history as a set of rules
which when applied classifies human nature1. That’s either legal
precedent, Darwinian biological classification, or the commercial code of
Star Trek’s Ferenghi. There’s only one law which applies directly to human
nature: Human nature is unpredictable, chaotic, and therefore follows no
laws.
So I define history as an active discipline: the investigative journalism of
the past, and the analyst of past society’s acts.
Historical research revolves around questions; not formulae, as in
mathematics, economics and physics. e.g. “Why is the Negro League in
danger of going on history’s scrap heap?” If we could view historical
research from a low-flying airplane, we’d see a puzzle with one piece
missing. It’s the historian’s job to create an outline of that missing piece
which fits with the rest of the puzzle…And “why” underlies every historical
question.
That’s why historians need both logical minds and humongous doses of
common sense when analyzing the documents, letters, bills; primary

1

Too often I hear comments such as that’s against human nature. If human actions could be defined, our
world wouldn’t be in the sad situation it is today.
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sources, the stuff that historical analysis is made of2. It’s also why most
lawyers major or minor in history before entering law school, and historians
are the first cousins of journalists.
One more thought: Doing history requires written sources. Shards and skulls
are the stuff of Archeology. History began after humankind had a long
enough lifespan to create memories3 and had enough of a food supply
to create an urban way of living, civilization for short. History is one of
civilization’s hallmarks.
History, however, distinctly differs from other academic disciplines. Other
humanities, the sciences, mathematics and economics keep outdated
materials, if only to show a progression to the most recent ideas. History
relegates them to the scrap heap. Why? That brings up…
Question two: What’s the Historical Scrap Heap?
Simply put, History’s scrap heap is the refuse of unpopular persons and
groups who have lost all relevance. It’s the stuff that doctoral dissertations
are made of.4
It’s not the place where the villains and goblins go. Adolf Hitler (although, I
hope he’s frying in Hell) will never end up on history’s scrap heap, nor will
Genghis Khan, Attila the Hun, Cleopatra, Clytemnestra, or the Emperor
Nero and his fiddle.
Case in point, Maximilien de Béthune, duc de Sully, 1560-1641,
was the second most powerful man in France under Henri IV, the first
Bourbon king (1589-1610). Sully’s credited with implementing the fiscal
policies that put France back on her feet after the Wars of Religion and
the financially disastrous reign of Henri III5. But, a Protestant in a Catholic
country, a workaholic, possessing a sharp tongue and little tact made him
heartily disliked.

2

I use the wording Shakespeare used in the Tempest (“For we are the stuff that dreams are made of and our
little lives are rounded with sleep.”) because it’s an excellent and beautiful way to categorize qualities. I’ve
discovered that Shakespeare’s plays are more than the “stuff” of high school and undergraduate analysis.
3
My thanks to Dr. Barbara J. Brotine for this insight about the need for life-spans that go beyond one
generation in order to create historical thought.
4
Ph.D. dissertations are expected to be original. The historical scrap heap is a treasure trove for graduate
studies seeking dissertation topics on people or movements whom/which time forgot. Bringing them to life
makes research “original.”
5
http://www.answers.com/topic/maximilien-de-b-thune-duc-de-sully#ixzz2j8kskPr1
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After Henri, a Kennedyesque monarch was assassinated in 1610; Sully
retired from public life in 1611, but was kicked onto history’s scrap heap
the moment Henri’s funeral mass concluded. The Duke attempted a
come-back by publishing his memoires, Les Economies Royales in 1638.
True to form, he called Henri’s wife, Marguerite de Valois a piece of
“baggage.6” He also spoke of a “Grand Dessein” for world peace.
Sully’s memoires were greeted with universal scorn. Late 19th Century
historians joined the 17th century mob. Adrian Descleauseax7 screamed at
Sully for picking on Marguerite; Christian Phister debunked Sully’s Grand
Design, claiming it was dreamt up in later editions to sell memoires.8
All of this resulted in the Duc de Sully and his work becoming the stuff of
assignments for hapless graduate students, me included9. Only at the end
of the 20th century was it discovered that Sully was right on in his
assessment of Marguerite, and the Grande Dessein while added to the
memoires later was discussed with Henry before he was assassinated. The
term is now used in political coverage, e.g. “Grand Bargain.”…and I wish
both the bargain and design had been successfully implemented, in 1640
and today.
There’s a second category that goes to History’s scrap heap. They’re
groups who had an impact on their times, but have since lost their
usefulness—or relevance.
6

Baggace This word also connotes a something useless, and a burden. I was also taken in and believed
Marguerite a gracious lady, as this was how she was portrayed in many of the late 16th-early 17th century
sources. Then I read Michael Farquhar, A Treasury of Royal Scandals: The Shocking True Stories History's
Wickedest, Weirdest, Most Wanton Kings, Queens, Tsars, Popes, and Emperors, New York & London:
Penguin Books, 2001, 11-16. Marguerite was both a burden and promiscuous to the max. Her bedroom
antic rivaled those of Catherine the Great. Sully was blunt--but very apt.
7

M. Descleauseax published an article on Gabriel D’Estrees, mistress of Henri IV and mother to four of his
sons. His purpose was to prove Gabrielle a kind and gracious lady. In the course of this article he attacked
Sully for not approving of Gabrielle. But he also mentioned that Gabrielle and Sully reconciled, and that
Henri planned to marry her. Alas, Gabrielle was pregnant with his fourth son and suffered from
preeclampsia, in the 16th century a fatal kidney condition. She died in the late 1690s; her sons, all Dukes,
figured prominently in the Fronde an insurrection in the 1640s that nearly dethroned Louis XIV.
8
Christian Phister (1857-1933) was best known for his contribution to the Encyclopedia Britannica. Phister
pointed out that mention of the Grand Dessein only appeared in later editions of Sully’s memoire, therefore
concluding the Sully fabricated it. But Phister failed to take in the detail and the sources Sully used. Also
the times have to be taken into account. The Thirty Years War was raging all over Europe, and France was
about to be plunged into an eight year insurrection, the Fronde. Unveiling the Grand Design may have
Sully’s way of pleading for peace. Henri wasn’t the first monarch to plead for peace. There are sources
which disclose that Henry VIII, Sir Thomas Moore and Cardinal Woolsey also discussed plans for world
peace. But there’s little resemblance between Henri’s and Henry’s discussion.
9
I became acquainted with the Duc de Sully when assigned an oral report on his memoires in September
1971 while taking Professor John B. Wolf’s seminar on early modern France.
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The Negro League is at grave risk of falling into that second category.
Roughly 170 members of the Negro League remain alive today.
And this leads to…
Question 3: What was the Negro League?
Strangely enough, there wasn’t a need for the Negro League
immediately after the Civil War. In that war’s aftermath, black and white
baseball players often played together—at least in the north. There is
even some mention of several African Americans playing on American
and Canadian major league teams prior to 1890.
But with the advent of the Solid South after 1877, and the increasing
separation of the races (often ruthlessly enforced in the south by the
K.K.K.) southern blacks and whites increasingly played on separate
teams…and this separation spread to the north.
Founded around 189010 as a result of that widening social gap between
the races in America, the Negro League provided an outlet for AfricanAmerican baseball players kept out of the game because of their race.
That separation was set in stone as a result of the 1892 Plessy vs. Ferguson
decision, in which the Supreme Court ruled blacks and whites were
“separate but equal.” Segregation became the law of the land…and
African-American baseball players were barred from major league play.
During a time when African-Americans were relegated to separate—and
very unequal--neighborhoods, schools, the back of the bus, and the
balconies of movie theaters, the Negro League provided up front and
personal entertainment. There was even a cross-town Chicago series
between the Chicago Giants and the Chicago American Giants.
African Americans cheered their Chicago teams at Wrigley Field and
Comiskey Park when the Cubs and Sox were on the road. For nine
precious innings African-Americans were no longer the janitors,
mechanics, chauffeurs, cleaning women or nannies of their white
employers, but people in their own right with their own heroes.
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It’s actually difficult to pinpoint the founding of the Negro League because there were several leagues
that recruited African American players. It’s just as difficult to pinpoint the Negro Leagues demise because
various leagues and teams folded at different times. My best estimate is 1887-1966. Perhaps the best
summary of Negro League activities, not including monographs and movies is in the Wikipedia:
en.wikipedia.org/wiki/Negro_League.
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Mainstream Americans were often stereotyped as blond-haired and blueeyed until the late 1960s11. The Negro League wasn’t the AfricanAmerican mirror image. Both whites and women went to bat on their
teams. Had records been kept, Satchel Paige would have edged out Lou
Gehrig, Ty Cobb and Babe Ruth. The problem was records weren’t kept of
many of the Negro League players, leaving them to disappear onto
history’s scrap heap.
World War II began the process of blurring the color-line. Those soldiers
who liberated the Nazi concentration camps or the Japanese prison
camps, and those who saw war casualties up close and personal learned
that no matter the race or religion everyone involved was human. A
murdered child regardless of race or religion was still just as dead. And
some of the American “not our class dear” bias began to fade, as G.I. Joe
choked back tears and vomit while liberating Dachau12.
This blurring took public form. In 1946 Bess Myerson became the first Jewish
Miss America. President Harry Truman desegregated the Armed Services in
1947; that same year Jackie Robinson broke the color line and “went to
the show13.” It wasn’t easy, but Jackie Robinson persisted and after he
retired an All-Star player, The Dodgers retired his number, #42.
Robinson was followed by Ernie Banks and Gene Baker who played for the
Chicago Cubs. By the time I went to my first Cubs game in 1953 Banks was
our hero; race didn’t matter. Today Ernie Banks has attained iconic
stature. We call him Mr. Cub or Mr. Chicago.
In 1954, Brown vs. the Topeka Board of Education ended legal
segregation. After that Supreme Court ruling African-Americans
increasingly played in the National and American leagues. Today batting
and fielding stats, not race, determine who goes to the “show.”
But Brown vs. Topeka changed the law, not racial prejudice. Bigots are
rarely good sports. Cases in point, President Eisenhower sent the National
11

There was a health and social science text used in the late 1950s which graphically attacked both
Communism and Fascism. Its main characters all had blond hair and blue eyes. Reading units during this
time often included sections on our ancestors, the American pioneers. Like many in America, my ancestors
arrived after 1881; a fact largely overlooked by Scott Foresmen texts.
12
I made this point at a conference in Poland, May 15, 1999 in a paper entitled, Trends not Tallied;
Positions not Polled, a Pol looks at American Politics, subsequently published in the Journal of
Psychology, Lublin, 2000. Political scientist Asa Layton came to a similar conclusion when doing research
and publishing a monograph on the creation on the United Nations.
13
The term “Going to the show,” playing in the major leagues was popularized in the movie Bull Durham.
Ron Shelton (Director), Kevin Costner, Susan Sarandon, Tim Robbins, Bull Durham, Arlington, Texas:
MGM, 1988.
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Guard to desegregate Central High School in Little Rock, Arkansas. The
Mitchell Trio recorded a satirical song about missing “Old Miss” in which a
young man warmly recounts how his sweetheart was “crowned Riot
Queen.”
We’re still fighting against racial prejudice; consider the Tea Party’s view of
President Obama.14 It wasn’t until the late 1970s that most Americans
understood that desegregation meant no more separate but equal—and
that meant their neighborhoods too. But block-busting still exists.15
The Negro League limped on until 1966. But its raison d’être had vanished,
and it became a fossil from the time of sitting at the back of the bus was
de rigueur.
Things might have been different if the Negro League had attracted more
attention. But by the mid-1960s it had already dissolved and sports took a
back seat to political and economic issues, as well as the nascent Black
Power movement. Unfortunately, the Negro League symbolized the time
when the races were separated by law, and African-Americans were
second class. These were painful memories that many African Americans
wished to forget. So the Negro League got kicked under history’s bus to
you-know-where.
Those Negro League players who never “went to the show” are at
greatest risk of being caught in the scrap heap’s maws. Many of their stats
have been lost; many of those still alive aren’t receiving adequate
pensions; there’s not much media or academic interest, and time is
marching on.
I first learned of the Negro League in 1988 when my family vacationed in
Cooperstown, New York and visited the Baseball Hall of Fame. I saw the
Negro League exhibit and made a mental note to do further research on
the league when we returned. But when we got back to Skokie, I figured
that many others had already done that research. What could I add?

14

A clip of a Tea Party demonstration during the government shut-down showed one Tea Party member
shouting at President Obama to “come out with your hands up.” Another clip taken during this same
demonstration showed a Confederate flag being waved next to a Marine Corps Flag.
15
I learned this personally in the mid-1980s. Our next door neighbors moved away and sold their home to
an African American family. For the next few weeks at exactly 6 P.M. some realtor or other called asking
me if I wanted to sell my home. I got angry at this and started to be curt and impolite. When I’m serving
dinner I don’t like being interrupted. I complained to a friend; his reply, “Why you little idiot! Don’t you
know block busting when you see it?” No one fled on my block.
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I was right. Sources and stories about the Negro League abound. Some
examples include16:
 Frank Foster & History Caps, The Forgotten League: A History of
Negro League Baseball
 Neil Langtot, Negro League Baseball: The Rise and Fall of a Great
Institution
 Bob Luke, The Most Famous Woman in Baseball: Effa Manley and
the Negro League
 Robert Peterson, Only the Ball was White
There are also movies about the Negro League. Some examples include17:





The Jackie Robinson Story, 1950
The Bingo Long Traveling All-Stars and Motor kings, 1976
Soul of the Game, 1996
42, 2013

But while there are plenty of sources, they failed to make lasting
impressions. Sports research largely centers on personalities, and prowess,
and many of the Negro League personalities didn’t leave much of a mark
on the historical trail.
Another case in point, in the wake of the movie 42, the story of Jackie
Robinson, President Obama invited Negro League members to come to
the White House, along with Ernie Banks and Minnie Minoso on August 5,
2013. Those league members who could afford to attend did so. But many
could not afford the plane or train fare. In the end, that didn’t matter:
Ernie Banks and Minnie Minoso got the lion’s share of the publicity.

16

Frank Foster & History Caps, The Forgotten League: A History of Negro League Baseball, Amazon:
CreateSpace Independent Publishing Platform, September 8, 2012; Neil Langtot, Negro League Baseball:
The Rise and Fall of a Great Institution, Philadelphia: University of Pennsylvania Press, April 25, 2008;
Bob Luke, The Most Famous Woman in Baseball: Effa Manley and the Negro League, Dulles, VA.:
Potomac Books Inc., March 15, 2011; Robert Peterson, Only the Ball was White, New York City: Oxford
University Press, USA, April 30, 1992.
17

Alfred E. Green (Director), Jackie Robinson, Ruby Dee, The Jackie Robinson Story, Los Angeles:
Motion Picture Center Studios, Jewel Pictures,1950; John Badham (Director) Billy Dee Williams, James
Earl Jones, Richard Pryor, The Bingo Long Traveling All-Stars and Motor kings, Monticello, Georgia:
Motown Productions, Universal Pictures, 1976; Kevin Rodney Sullivan (Director), Delroy Lindo, Mykelti
Williamson, Edward Herrmann, Soul of the Game, Birmingham, Alabama: Gary Hoffman Productions,
Home Box Office, Michael Medavoy Productions, 1996; Brian Helgeland , (Director), Chadwick Boseman,
T.R. Knight, Harrison Ford, 42, Birmingham, Alabama: Warner Brothers; Legendary Pictures, 2013.

9

According to Peter Gary Crawford, the Negro League press agent based
in Chicago18, it was “every man for himself.” There was no attempt to get
all the league members en masse to attend the reception. Crawford also
described how he worked tirelessly to get members of the Negro League
to meet President Obama, and the White House schedulers initially
consented. But somehow the meeting always got put off, and never took
place. Had not 42 been so successful, none of the Negro League
members would have gone to meet President Obama.
In addition to the Hall of Fame exhibit there are regional Negro League
museums. The most famous one is in Kansas City, one of the league’s birth
places. Crawford put together an exhibit that resided at Chicago’s Mayo
school. Alas, Mayo school was closed—and the exhibit still needs a home.
Negotiations continue for the exhibit to be placed at Chicago’s DuSable
Museum of African American history. But these have taken a long time,
and only recently seem to have born fruit.
Crawford also decried that many Negro League members didn’t “fight”
hard enough for pensions etc. But these men and women were
conditioned by a society that viewed them as second class citizens
(except during Brotherhood Week and that one Sunday a month when
the Chicago Tribune featured African American stories and
advertisements). We have enough trouble with the Tea Party. How could
one retired baseball player fight the Klan and the bureaucracy that is our
legal system?
So Negro League members stood alone. They left few records and Negro
League members’ impact and stories are vanishing. That’s why, through
no fault of their own, the remaining Negro League members are at great
risk of being forgotten and ending up on History’s scrap heap.
How can this be prevented? Here are my suggestions.

18



Pressure needs to be put on all school systems to incorporate sports
history into curricula with equal emphasis on movements, and
individuals.



Each of the remaining members of the Negro League should be
interviewed “Story Corps” style and those interviews made into a
new TV documentary.

Interviews with Mr. Crawford took place between July and October, 2013.
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A grassroots campaign highlighting the Negro League
accomplishments needs to be launched. Memories take root
locally and rise to the national level.



Research needs to be done on how the Negro League affected
the African-American community during the Plessy-Ferguson era.
That’s one very under-research area.

The story of the Negro league still lacks an ending. But it’s the bottom of
the 9th. And this League needs a winning Casey to bat it out of the park
and into its rightful place in history. By bringing the Negro League’s story to
a panel discussion we hope the ensuing discussion will help create
strategies that keep the league from permanently going to the scrap
heap. We also wanted to place the Negro League’s dilemma in an
academic setting.
After all, was it not for the Negro League, baseball wouldn’t have been
graced with Jackie Robinson, Ernie Banks and countless other baseball
heroes. They’re part and parcel of our national past-time, as well as
American History, and their story deserves to be told, and remembered.
Let’s keep the Negro League off the scrap heap and in its rightful place in
History. Play Ball!
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WHY I FEEL THE NEGRO LEAGUE DIDN’T GET THE
MEDIA ATTENTION IT DESERVED
By Barry ZeVan
To parrot the oft-quoted, “It was the best of times. It was the worst of
times19”, I feel those two thoughts aptly describe what the Negro League
was experiencing. The very creation and existence of The Negro League
was a “best of times” milestone in U.S. history and one for which AfricanAmericans should have been proud, and, in my opinion, most probably
were.
It was also “the worst of times”, in my opinion, because of the era in which
the Negro League was formed and existed. Sadly, the prejudices and slurs
taunting African-Americans are as prevalent today as they were at the
genesis and existence of the Negro League. Because of it, especially in
the days when electronic and print-media journalists were more restricted
in their coverage and what they could say without rancor from their
bosses and the general public, most reporters chose to simply ignore the
existence of the Negro League or any importance it might have had
during that era. Most simply didn’t want to endanger their jobs by praising
the amplified emergence of the Negro into more of mainstream society,
but rather treat the Negro League’s existence as a token entity.
In my opinion, that primitive and ignorant thinking permeated every
element of mainstream society in that era. The media just decided to play
it safe, rather than hit a home run in behalf of the groundbreaking
League.

19

Opening line of Charles Dickens, A Tale of Two Cities
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ONE SPORT; TWO PAY SCALES
Lester J. Blair
Almost from the start Negro League players received less pay than their
white counterparts. Even taking into account that dollars were worth
more than they are today20, two pay-scales already existed: One for
whites; the other for the Negro League.
In terms of pay, The New York Cuban Giants was the first team to get paid
salary wages. Plus, they were the first professional black team, the Cuban
Giants. They called themselves "Cuban" to hide the fact that they were
black. They used "Giants" after the popular New York Giants. It was said
that they spoke gibberish to each other during the game so that fans
would think they were speaking Spanish. Formed and financed by Trenton
promoter and businessman Walter Cook in 1885 -- and without a single
Cuban among them -- the Cuban Giants won all 10 of their games
against white Long Island clubs that first summer and came to be dubbed
the "world colored champions’’ of 1887 and 1888, according to a Negro
Leagues Baseball Museum website.
The Giants won many championships including:







DURATION: 1885-1899
HONORS: COLORED CHAMPIONS (1887-'88)
EASTERN CHAMPIONS ('94)
AFFILIATIONS: INDEPENDENT ('85-'88, '92-'99)
MIDDLE STATES LEAGUE ('89-'90)
CONNECTICUT STATE LEAGUE ('91)

Note that the average major leaguer was paid in 1905 $2000 a season
and the Negro player got $466 for 12 months. This was considered great
pay for Blacks at this time, but Babe Ruth got $80,000.00 in 1930 and
Negro players got $170 a month in the 1930’s down from $230 a month in
prior years 1920s.
As a last stat, major league "Pitchers and catchers were paid $18 a week
(a handsome sum for the 1880s and 1890s), + expenses; infielders got $15
and outfielders got $12," according to Washington’s book.
20

The dollar was worth $21.30 in 1900. CF. Judith-Rae Ross, “And the Riddle lives on…” Allahabad,
India: Journal of Women’s Studies, 2008.
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Many of the surviving Negro League players also have been denied
pensions, because they were required to play four consecutive years; no
exceptions. As many Negro League members enlisted and fought in
World War II, they could not receive full pensions. Many of those league
members who are still alive live modestly.
Today, our sports’ heroes get paid in the 7 figures. Negro League players,
alas never made it to that show.
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Internationalization of Dance in Higher Education: A Case Study

JuanAnn TAI
Associate Professor/Department of Dance
Tainan University of Technology, Taiwan

Abstract
Internationalization of higher education is a key local response to the globalizing
world, and this is seen across a spectrum of academic disciplines. The presentation
details such an initiative by the dance department of a Taiwanese university, the
Tainan University of Technology. The initiative is a summer workshop for children's
dance education that links the East with the West. Western scholars, most of them
members of Dance and the Child International (daCi), are invited to share their
knowledge and practices in teaching creative dance to children by leading sessions on
a summer weekend. In these intensive sessions, Taiwanese participants are led to
experience the materials with their bodies and imagination.
By using the workshop as an example, this study demonstrates how
internationalization has become a key pursuit in higher education in Taiwan. This case
study was examined through the use of participant observation and semi-structured
interviews along with the researcher's personal experience as part of the organizers.
Alongside the topic on internationalization of dance in higher education, this study
will also discuss how the workshop promotes lifelong learning and cooperative
learning and acts as a community of practice in creative dance among participants.
Keywords: community of practice, cooperative learning, creative dance, daCi,
internationalization, lifelong learning

Introduction
Internationalization research has focused on both 'education abroad' and
'internationalization at home'. This study has its focus on the "internationalization at
home" and is one part of my research on the Internationalization of dance in higher
education in Taiwan. I will discuss one of the case studies, the Summer Workshop of
Dance Education for Children, which is sponsored by the dance department at Tainan
University of Technology in Taiwan as part of its internationalization program. Dance
is a popular activity for children in modern day Taiwan.
It is common to find dance being offered in formal or informal curricula in state
sector schools as well as at privately owned institutions; however, dance classes are
often considered as training for technique rather than creativity. This is true
particularly in the south of Taiwan, where few private dance schools concentrate on
fostering creativity for children, instead emphasizing technique drilling and
performing abilities. This situation probably stems from the instructors themselves not
having had much opportunity for creative exploration in dance when they received
their training, so in that light, a remedial workshop was proposed and instituted that
would foster dance creativity in dance education.
In 2004, the department of dance at Tainan University of Technology (TUT),
where I have been one of the faculty members for two decades, began to sponsor the
Summer Workshop of Dance Education for Children. Its aim is to promote the
development of creative dance curricula for local dance instructors and student
teachers, linking the knowledge and experience in dance between the East and the
West, between technique and creativity, and between the young and the old. It also
provides an opportunity for dance instructors to fulfil what Michael Young (1998)
terms "lifelong learning," a goal now widely espoused in all types of education.
Many guest teachers who were invited to participate in the workshop since its
launch are all members of the dance and the Child international (daCi) organization.
Through their affiliation, the workshop has become the medium connecting local
dance communities with developments in children's dance education throughout the
world, and eventually led to the establishment of daCi TAIWAN in 2011. Over the
past decade, the workshop, an initiative for internationalization by the dance
department, has become a forum for creativity and cooperative learning (Johnson and
Johnson, 1987) and serves as a "community of practice" (Wenger, 1998) for teaching
creative dance among dance students, instructors and educators.

The workshop contributes as a forum for cooperative learning
The Summer Workshop of Dance Education for Children is a two-day event that is
usually held on a weekend of July, although it has been held in different months in the
past years. Most of the participants are dance instructors and university students
majoring in dance. In 2012, the workshop reached out to non-dance faculty members
at TUT and responses were positive. Thus, the workshop expanded to include two
different sections in 2013: one for the TUT faculty members and another one for
dance instructors outside of TUT and university students who are interested in
becoming dance instructors for children.
Also starting in 2013, daCi TAIWAN has become a partner for organizing the
workshop. The daCi TAIWAN is a national chapter of the dance and the Child
international and I am currently serving as the national representative. In most classes
of the workshop, participants form small groups to interact with different partners in
exploring creativity in dance when responding to various instructions. This experience
of team work enables those who are used to rigid technique training a chance to
stimulate new ideas or movement patterns during the process of experimentations.
Most of the participants acknowledge that such cooperative learning processes
are effective in exploring movement possibilities and are "accepted and highly
recommended instructional procedure[s]" (Johnson and Johnson, 1987). The
experience of communicating in dance collectively enables the participants to recreate
similar situations in their own teaching for the children. Many of them transform the
idea of cooperative learning from the workshop to their studios and discover better
reactions from their pupils than technique oriented or competitive learning in their
dance classes. This is one of the many reasons that some of the participants attend the
workshop regularly every year.
In the section for the TUT faculty members, especially those who specialize in
non-dance disciplines, most of the participants found it challenging but interesting to
work collaboratively for communication, decision-making or problem solving by
grouping or detaching their body parts from each other. The presentations of the group
shapes, movement pathways and collective or individual dynamics within their groups
demonstrate the unlimited potential of human creativity through joint effort. As one of
the participants, my colleagues' small group presentations in each session are an
exciting, eye-opening journey for me personally. This group was mixed by dance and
non-dance specialized participants. Most of these participants acknowledge the

brainstorming processes in the workshop inspire positive outcomes that they can
reflect on their teaching materials.

The workshop serves as a community of practice in creative dance
In a way, this workshop serves as a "community of practice" (McDermott, Snyder and
Wenger, 2002, pp. 27-29) which is composed of three fundamental elements: the
common ground of shared knowledge, a Domain; a social space of learning, a
Community; and a set of shared values, thoughts, perceptions or behaviors, the
Practices. As there are no clearly defined rights and wrongs in creative dance, the
experience often creates more of supportive and encouraging spirits rather than
competitive or discouraging situations. From my observation, the participants in this
workshop comprise a community that provides the social space for sharing, learning
and reflecting (practices) the knowledge of creative dance (the domain). Through this
community of practice, the participants bring back with them basic ideas for helping
children to strengthen self-identity, establish social space and accumulate cultural
capital through child-centered dance experiences (Tai, 2012).
A regular participant who is an art teacher of a primary school in northern
Taiwan states that he has always been able to incorporate his movement experiences
from the workshop in his art classes and he can see how the children enjoy the
materials and recreate by themselves. In his opinion, the workshop is "a wonderful
journey of inspiration and creativity" (Personal communication, 13 July 2012). His
teaching emphases are not about the children's movement and drawing skills but their
creativity explorations through the learning processes.
Similar to his experience, the participants who transform the workshop
experience into their teachings found that through the moving experience, the children
explore themselves and construct their self-identity of who they are while interacting
with each other. Also, in the child-centred dance classes, the children accumulate
cultural capital from a creative process without having to worry about the technical
skills of dance. In their own ways, the children establish their social space which
gives them the context to express themselves through various movement expressions.

Conclusion
The workshop is an empowering experience that takes on the challenge of developing
the participants' confidence in creative movement expressions and enables them to

become effective lifelong learners (Field, 2000). In other words, the workshop
provides the opportunity to build what Michael Young (1998, p. 6) calls new forms of
knowledge relationships that are developing between subjects and disciplines and
between subject and non-subject knowledge, between theoretical understanding and
practical application, and between school and non-school learning. The workshop also
acts as a stimulus that helps to build up the relationships between local Taiwanese and
global communities, particularly the daCi International.
As one of the organizers of the workshop and the first national representative of
daCi TAIWAN, I sense the growing interests in learning and teaching creative dance
in the south of Taiwan. Part of this is due to the productivity of the workshop from an
endeavoring outreach during the past ten years. A more exciting future prospect can
be anticipated as the workshop will continue to draw creative talents from different
parts of the world for empowering pedagogies for children's dance experience.
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HOLOGRAMS IN THREE SHORT STORIES: BORGES, CORTÁZAR AND
PONIATOWSKA

The reality that faces us in this world can be difficult to endure, for some more than
others. Elena Poniatowska says in her article “Respuesta a una amiga”/ “Answer to a Friend”;
referring to herself: “I have never been a realist” since, as Eliot always said: “…man cannot
handle too much reality.”
That’s why fiction exists in Literature: in order to help us escape, whether it be from
reality or from the existential loneliness among other reasons. Some authors take us aboard their
futuristic space ships, like Marcela del Río in Venus, or like Julio Cortázar. In his short story La
noche boca arriba/ The Night Face up he invents a temporary plane in another dimension, thus
creating another world; from which, the Moteca character, wants to escape. And we, the
passengers, the readers, enjoy this escape that provides us the possibility of surviving our own
realities.
This study is going to explore, three well known short stories: Las ruinas circulares/ The
Circular Ruins by Jorge Luis Borges, La noche boca arriba/ The night Face up by Julio
Cortázar and Cine Prado/ Prado Movie Theater by Elena Poniatowska. The futuristic element of

the hologram will serve to link ideas and will try to find a new interpretive explanation for these
known works.
We begin off with the idea that the hologram is interpreted as an image that is a reflection
of a reality and that for being only a projection of itself, it is no more than a bifurcation, and can
even become a deception. We will see, moreover, that there are many possible interpretations of
this element.
Returning to the subject of escape from reality, a recurring fact in the societies in which
we live, it seems to be that this escape is facilitated and moved on with the help of some
attractive and tempting methods which appear to keep us in an altered mental state. The
fantasies, virtual realities, video games, movies, television, the drugs and even the pornography
connects us with the false, eloquent commentaries of those who take the front page (politicians,
clergyman, athletes, celebrities, among others). The possibility of achieving an escape, using or
allowing ourselves to be convinced by some of these mediums, is convincing and even pleasing
to many of its consumers. Ernesto Sábato, says it well: “…television is the opium of the
people.” (La resistencia 15)
That is why it is not difficult to find that the greater part of the population of any country
is glued to the television screen or the internet for hours. This new and entertaining technology;
that, although it has some recognized advantages, it’s also an effective way to wash the user’s
mind, which in a short time transforms them into addicts.
Many live on what others say, believing the lies and fabrications, provided by those in
even false positions of authority. There is a tendency to elevate simple movie actors and
actresses to the level of demigods. This forces the brain-washed to buy what others call “in style”

or those things which will make them look skinny; some have to have the nose of the English
princess Kate or the frames of the eye glasses of Sara Palin.
Human conduct is incomprehensible, but the pillars of a society are not, or should not be
so. They are made up of systems that maintain and integrate the bases of ideology and standards
that regulate every nation, or thus we believe. It must also be clear that even all these pillars are
only holograms of a reality that have been designed, in many cases, with the intent of deceiving.
It must be clear that the technology is constantly evolving and that there is no doubt that a good
use of the holograms, in time, could and will be discovered, and that there are also many variants
and interpretations on this subject.
To begin, the scientific definition of what a hologram is should be presented. In the book
titled The Holographic Universe, it is described thus:
A hologram is produced when a single laser light is split into two separate beams. The
first beam is bounced off the object to be photographed. Then the second beam is
allowed to collide with the reflected light of the first. When this happens they create an
interference pattern which is then recorded on a piece of film. (Talbot14)
Holograms have three characteristics: First, they are three dimensional, since one can
circle around the holographic projection and view the object from all angles. Second, if one tries
to touch it, the hand will pass through the image; there is nothing solid or tangible. Third, unlike
photographs, “a small fragment of a piece of holographic film contains all the information
recorded in the whole.” (17) In other words, with a small data piece of an imprinted image, the
holographic form of film can then be reconstructed into a complete image.

One of the great scientists, Karl Pribram, neurologist of the University of Stanford
proposed in 1966, based on the third characteristic of the hologram, that the human mind has
holographic properties. His theory clears up many questions and deals with the mysteries of the
mind and human memory, which is believed to be concentrated in just one section of the brain.
Pribram proposes that memory is distributed throughout the brain, as is the information from a
hologram.
Other scientist, for example, the physicist Fred Alan Wolf, believes that “…all dreams
are internal holograms.” Wolf postulates that “…all dreams are visits to parallel universes. They
are smaller holograms inside the greater and all inclusive cosmic hologram.” (Talbott 66.)
Another scientist, Doctor Ian Stevenson, proposed that we are three-dimensional images around
which the physical body is formed, that “…we are images, holographic constructions, created by
thought.” (Talbott 219) This proposal brings to mind the short story titled Las ruinas
circulares/or The Circular Ruins written by the Argentine writer Jorge Luis Borges, published in
1940 in the journal SUR and latter in 1944 in the collection Ficciones/ Fictions. The story, which
has been interpreted in many ways and from many perspectives, tells us of a sorcerer who
embarks on the supernatural task of dreaming the creation of another man, a son, and after doing
so, he realizes that he, himself, is nothing but the dream of another. 1
This study proposes that in reading The Circular Ruins, we are participants in the
creation of a hologram. The narrator tells us that the sorcerer is creating a human being in his
dreams: “Each night, he perceived it with greater clarity… he only witnessed it, observed it,
corrected it… he perceived it, he lived it, from many angles, many distances.” (Borges 65).

The meticulous work undertaken by the magician requires tremendous effort and time in
this place of dreams. He brings forth a being which the narrator describes as a “…gray man…”
and a “…taciturn man,” who arrives exhausted and “…without feeling”. His “homeland was one
of “… those infinite villages.” The reader doubts his human existence, which succeeds in hiding
with the excuse, in a foreboding way, of his alleged physical exhaustion: “…if someone was to
ask him his own name or whichever characteristic of his previous life, he would not have wisely
responded,” this may be because he was a hologram of another. This indefinite magician and
lowly human, is directed towards, as we can interpret, the same pedestal on the which is found
the piece of holographic film that captures the image which results from a laser beam bifurcating
itself . Many times this pedestal is mentioned, and Borges narrator describes as: “…the circular
enclosure,”; “that arena,”; “the center of a circular amphitheater,” and even as a “circular
temple” in which he finds a “concentric fire.” These descriptions could well be interpreted as one
of the overriding characteristics of the hologram: its three-dimensionality, the possibility of
seeing the object in a center from outside and being able to go around its image.
The magician complains of the luck that befalls him to be; of “…his condition of a mere
simulation. Not being a man, being a projection of the dream of another man,”; a hologram
which, moreover, he describes as “ghostly” and even more clearly, that upon the possible
interruption of the projection of the transmitted beam, his creation faded away or: “…it was
deformed, it was erased,” (Borges 68)
At the end of the short story, we find out that the magician does not die by burning in the
fire but that the light of his own hologram surrounds him, illuminates him, caresses him. His
immortality surprises himself and he realizes that “…he, too, was but appearance, that another
man was dreaming him.”

Another proposition concerning holograms, which should be examined, is put forth by
Dr. David Loye a clinical psychologist from Princeton and UCLA. He proposes that “…reality is
a giant hologram and that the past, present and future are predetermined at least until a certain
point… also Loye speaks of “worlds and parallel universes.” (Talbot 211). This perspective
gives place to possibilities and new interpretations of a masterpiece of a short story, such as La
noche boca arriba/The Night Face Up by Julio Cortázar. The story was published in 1956 as
one of eighteen stories in Spanish in the book titled Final del Fuego or End of the Game. In this
short story, there are two unnamed characters, one rides his motorcycle on the streets of a city
(Buenos Aires, perhaps), and the other flees from the Aztec “Guerra florida” translated as “the
war of the flowers” and also, “the war of the blossom” according to Paul Blackburn’s
translations. That war of the flowers refers to an ancient practice among the Aztecs in which they
hunted men and used them as sacrifices to honor their gods. One of them, Huitzilopochtli, the
Aztec sun and war god, needed human blood so that together with the moon and the stars, they
could win against the battle of darkness, the night, or a possible eclipse.
The motorcyclist and the Moteca have much in common; so much, that one is the
reflection of the other. The thing that separates them is a temporary plane, and the fine line
between reality and dream, as has been interpreted in the literary critique. So, we ask ourselves,
is one young man real and the other, just a dream? Or are we talking about something beyond
just dreams?
Let’s continue examining more similarities between the two young men, from a historical
point of view, these characters of the short story are young Latin-Americans, one maybe
Argentine, and the other an indigenous Central American or Moteca.

From what is left of pre-Columbian records, we can establish the existence of the
Toltecas, the Tlaxaltecas, and several other groups, but no information exists about the Motecas.
This argument has served to make many doubt the existence of the reality of the indigenous
young man. But it can be argued that maybe the Moteca tribe had existed and the young man
from the short story was one of the last survivors of his people or clan, eliminated by the Aztec’s
unquenchable thirst for blood. Archeologists have uncovered detailed records which tell the story
of how entire tribes were almost completely destroyed in war, before and after the Spanish
Conquest. The Moteca from the short story, we can assume, didn’t belong to a conquered tribe,
because the Aztecs did not sacrifice the people from the tribes they conquered.
Both young men were free and enjoyed their liberty, the motorcyclist rode on his bike
through the city, Buenos Aires, well known to its author. The Moteca through the jungles of
Tenochtitlán, where present day Mexico City now stands. The great Mexican city was
constructed on an island, in the center of lake Texcoco, the streets that the young Moteca man
mentioned were three narrow bridges that connected the island with firm ground. The Moteca
also mentioned the marshy smells that undoubtedly came from this region.
The two stories of these young men follow a chronology from beginning to end, although
in alternate realities. The story begins with what could well be described as ordinary acts of the
20th century, and ends approximately in the 15th century, average end date between the
foundation (the 8th of June of 1325) and the fall of the Aztec empire in the 16th century. The two
chronologies stand and end the short story with a reverse chronology, or in other words, the short
story ends in the past, although it began in the present.

There are many evidences that one of the young men is more real than the other, that one
is thinking of the other, creating him, as the magician in Las ruinas ciruclares/ The Circular
Ruins that from his reality is infiltrated in a alternate reality or parallel world of his hologram.
From the beginning of the short story, when the motorcyclist rides his bike through the city, the
young man feels well, without worry. Suddenly a woman crosses the street without checking the
traffic light or watching for oncoming traffic as do many pedestrians in Latin America. This
creates a believable setting so the reader feels grounded in a time and place.
But soon, a hint is presented that makes us doubt what is happening when he says he is
experiencing “…voices which did not seem to belong to the faces hanging above him.”
(Blackburn 67) More than being found shaken up by the crash, it appears that this is no more
than a transposed image projecting on another, two planes that do not completely coincide;
resulting in an erasable image not caused by the crash, but as a result of a mixing of different
alternate realities: one wanting to permeate the other, go through it and take it over. Moreover, it
fits to question the probability that four or five young people carry the injured man face up to the
pharmacy, with a broken arm and all, to sedate him. Logic and common sense tell us that it
would have been better to just wait for the ambulance which “… arrived within five minutes.”
(68)
Next, they take the injured man to the hospital. There, three interesting details appear.
First, they take him in a stretcher, once again, face up. To dream about a stretcher is indicative
of a future turbulent situation, this shows that he who has such a dream is going to have to be
rescued from some difficult situation. Second, they carry him in the “…wheeled stretcher,
toward a pavilion further back, rolling along under trees full of birds.” (68) Once again, the
image of another environment, the country of the Moteca, appears to insert itself in the middle

making it difficult to imagine a hospital there. It is maybe in a plaza that one would see such
scenery or in a forest or jungle, but its doubtful that it would be seen in a city full of buildings
and polluted air. The third detail is a simile, the narrator refers to a humid radiographic piece of
film that was put on the chest “as a black stone.” (387) These details of reality/dream appear to
foreshadow the fact that something horrible is going to happen.
The reality of the young Moteca man appears to be stronger, his desperate attempts to
escape from his terrible luck and from dreaming in order to recreate his future cause him to jump
from one plane to another time, to create a hologram of himself: a futuristic young man without
name who doesn’t want to dream, who fights to stay awake and looks for protection in the
hospital of another dimension. In the end, when the motorcyclist cannot fight falling asleep for
the last time, his eyes “…were closing and opening desperately, trying to pass to the other side,
to find again the bare, protecting ceiling of the ward.” (75)
The two men take part in a sacrifice. The motorcyclist, upon trying not to run over the
woman who was crossing the street without paying attention to the traffic light, flipped the
motorcycle on top of himself, ending up stuck underneath its weight and breaking his right arm.
He could have chosen differently, but he chose a course full of unselfishness, alleviating the
weight of guilt that would have haunted his conscience. The other, the Moteca, was taken
prisoner in order to be sacrificed to the warring god of the sun, Huitzilopochtli, in order that his
blood help the god, together with the sun and the stars, so that the god would win the battle
against the darkness of the night and from some eclipse. The young man of the motorcycle;
ended up breaking his right arm, which for the Moteca was “…his right arm, the strongest” (390)
Each time, the Moteca continues to infiltrate into the existence of the hospitalized young man,
who stays in a hospital bed without moving, but tells the reader that “…he was thirsty, as if he

had been running for many kilometers,” (388) a fact which was told to the reader in reference to
the flight of the Moteca. Also, we see hints that the Moteca creates a rupture, one empties into
the other; from the moment of the accident there is a “hole, an emptiness” an event in which the
motorcyclist “…had the feeling that this void, this nothingness, had lasted an eternity.” He says
that “in this void, he had passed across something, or had run back immense distances,” and he
also calls it a “black pit.” (73)
This comparison diagram shows the alternate realities of the characters. One has a dream
that becomes a nightmare, for the other one, the Moteca, his life is a nightmare.

There is a possible explanation of these details of Cortázar’s work in the ideas postulated
by Loyle in the following way: “…there are many separate holographic futures and we choose
which events are going to manifest and which are not by leaping from one hologram to
another… Choosing one holographic future over another is essentially the same as creating the
future.”
Doctor David Loyle continues by saying that “consciousness plays a significant role in
creating the here and now. But if the mind can stray beyond the boundaries of present and

occasionally stalk the misty landscape of the future, do we have a hand in creating future events
as well?...[in other words] do we play a role in literally sculpting our own destiny?.” (213)
It is proposed that the futuristic element of the hologram, and given the great quantity of
possibilities that it offers, can help to re interpret many present ideas of literary works.
Continuing with the third short story, titled Cine Prado/ Prado Movie Theater by Elena
Poniatowska, we will touch on the subject of cinematography, a form of entertainment that in
societies or the culture that we live in many choose as a means of evading reality or its
loneliness. As with the internet or the television, the use of the media or other mediums
transforms into a constant production of false holograms. In Cine Prado, Poniatowska not only
connects the subjects of cinematography and the power of the visual image, but also the
destructive process of addictions.
This short story relates the graveness of the sinister world of addictions of our time, and
begins when the character of the story says, “…sitting in a comfortable armchair, I was one of
many, a lost being in the anonymous darkness.” This gives the idea that this could be applied to
whichever user who begins to interest himself or herself in the internet, that with an orchestral
easiness arrives to the confines of pornography itself, being thus trapped in the famous net that
according to the character of Cine Prado complains that it only brings “an individual sadness,
bitterness and no means of escape” (143) This means continues conquering minds evermore
weak, its diffuse ends trapping children as young as eleven years old. This new, sinister market
produces life- time clientele.

This story is written as a letter from a jail cell. The narrator, a man addicted to this visual
and erotic form of entertainment, gets so involved in this world that at the end, he decides to rip
the image he sees but cannot control, with a knife, destroying the screen of the movie theater.
The character of Cine Prado can no longer leave his vice, and he goes to the theater three
times a week, each time spending more than the last. As his addiction grows, his wife abandons
him since the repetitions of these images isn’t as funny for her as it is for him.
The addiction, whatever it may be, produces an unquenchable thirst in the addict, and his
vice slowly disconnects him from the rational world. For the character in Poniatowska’s story,
his wife is the only connection that the newlywed has with reality.
When the man of the short story tells his wife that the actress “…was a helpless shadow,
a silhouette of two dimensions” and that she should not be jealous of “having a ghost as a rival.”
In that instant, the wife loses her husband. The hologram of the actress of the movie, is from a
real actress, the French lady Francoise Arnoul, born in 1931 and famous in the erotic movies of
her time. In the story, the actress begins to take over the mind of the man. The actress gradually
begins to occupy a space in his mind and the wife loses her space in the husband’s mind. It will
be impossible for the young wife to compete with a mental fantasy that, for him, is so real, an
image that lives in a hallucinated world. With this addiction, pornography especially, not only
are we witnessing the decaying of the human mind, but also the disintegration of the family.
The creation of a hallucinated world, a hologram of reality, explains up to a point the
behavior that many follow in some societies. In the United States, for example, this mental
bifurcation is nourished by the addiction that could explain the tendency to live a “double life”
and to follow double standards among the population.

With this analysis, viewed from a futuristic point of view, I hope to have given a new
interpretation to some of the masterpieces of Latin American Literature.

NOTES
1. In Nights of the Magician: Borges, Dreams, Cortázar, Writing and Gnosticism Lois
Marie Jaeck proposes that Borges, in the Circular Ruins is creating a dream son that
could be interpreted as the work of a writer creating his literary work, his son ( his
book) or Borges as the author of “ 5,000 years of Western European thought that
shaped his thoughts and his discourse”.
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ABSTRACT
Our paper discusses different processes for animating urban
spaces and creating lively cities through arts, culture, and
gastronomic experiences. Such processes include interactive
human scale environments, or ambient environments. These
environments are sensitive and responsive to the presence of
people, conveying a dynamic feel for a street, plaza,
neighbourhood, or city.
Our world is mixed of signs, images, colours, symbols, and
digital components. Humans demand much more human
interaction and new modes of connection with urban spaces
through technology and innovative design tools. Neuromarketing, defined as an emerging area of marketing studies
consumers' sensorimotor, cognitive, and affective reaction to
any marketing stimulation. These aspects are present in all
aspects of life including urban spaces that need to be more
exciting, easily accessible. Arts, culture, and gastronomy are
elements that are always present in every urban space, on
different scales, thus providing us with a balanced
environment. Ambient technology has the power to transmit
the message of culture socially and politically by enhancing
human interaction, community and cultural awareness,
knowledge, creative and active consumption, progressing
sustainability (spiritual and material), and access to modern
technologies in urban spaces. Urban spaces need to be more
progressive to enhance the identity of the city. A sense of
place, conviviality, and safety can be generated through
interactive design, and technologically animated spaces. The
digital era is extensively impacting our urban spaces, which
need to be flexible and adaptable to meet the attention and
aspirations of the users.
Keywords: ambient technologies, interactivity, arts, culture,
gastronomy.

1. PLACE MAKING: DESIGNING SPACES FOR
MORE INTERACTION
The concept of place making has been pushed forward by city
planners in order to provide citizens with more adequate
urban spaces for interaction, enjoyment, and education, in
countries like Australia, New Zealand, and the United States.
Governments are associated with communities to develop
creative and lively atmospheres that respond to the needs of
people, their desires, and future aspirations. In May 2013, the
City of Sydney organized the 2013 Media Façade Exhibition
and competition, along with Vivid Sydney and the
International Symposium of Electronic Art (ISEA). Biennales,
symposiums, and conferences help support innovation and
advance the concept of interactivity in cities. Digital place
making is at the heart of our modern cities, and is gradually
changing our living experiences and our interaction with
urban spaces.
Ambient technologies will be "capable of meeting needs",
anticipating and responding intelligently to spoken or gestured
wishes and desires without conscious mediation, and even
these could result in systems that are capable of engaging in
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an "intelligent dialogue" (Punie 2003, p.5). Interactivity
includes the lighting of public spaces, and Media architecture
that includes text, graphics, and images within the architecture
of the buildings. Place making is about rethinking public
spaces and cities while taking into consideration the citizens
as the main actors while designing cities for people. Users and
occupants are placed at the heart of the reflection on urban
spaces, where spatial designs emphasize creating dynamic
atmospheres, enabling people to interact and to be part of the
cultural diversity of an urban space or city.

2. AMBIENT TECHNOLOGIES TO CREATE
DYNMAIC CITIES
Ambient technologies are the intelligent objects that will
make our lives easier, much more relaxed and enjoyable
(Philips Research, 2003). Designers and scientists explore
together a new vision for a future city, where smart objects are
integrated into different objects: doors, furniture, walls, cars,
roads, clothes, and even food (Crutzen, 2006). Ambient
technologies lead to a reflection on ambient intelligence
referring to electronically driven environments that are smart
to people’s movement.
Cities are a reflection of diverse networks of interaction,
representing different people and social categories from
diverse backgrounds and various walks of life. Many cities are
planned suddenly, and are growing under increasing pressure
through urbanization. As the spaces we live in are dynamic,
with emerging new applications, architects and designers are
being called to transform public space, and make it more
interactive by transforming the urban fabric into a dynamic
tool. People of the city are in need today to renew their
relationships and connection with the urban life, the street,
and cultural life. Ambient technologies include interactive
environments that use sensor technology, which responds to
the presence of people. The ambient intelligence paradigm
builds
upon pervasive
computing, ubiquitous
computing, profiling practices, context awareness, and
human-centric computer interaction design (Zelkha & Epstein
1998; Aarts, Harwig & Schuurmans 2001). Today, there is an
urging need to think outside the box, and embed urban plazas
with dynamic contexts, to convey a feeling of digital change
within the city; City dwellers are provided with a real
platform to establish an interface to create customized
environments for people. Disabled people are very important
actors, where ambient technologies can be used through
touch, view, smell, and hearing, to lead the handicapped
people through the space. Interactive design has inspired
designers from the Design Research Lab to design for the
blind and the deaf.

3. DYNAMIC CITITES ENCOMPASSING ARTS
AND CULTURE
When we think of culturally dynamic cities, we typically refer
to arts, culture, and food that are part of actors to animate a
city, and make it more usable.
In the city of Adelaide, in South Australia, a new project
called 5000+ is taking place, by adding dynamism to the
urban environment. 5000+ is a design-led project for the
redesign, renewal and reactivation of inner Adelaide. “It
works to connect the three levels of government and it reaches
out to business, the public, academics and researchers to build
a vision for Inner Adelaide using design as its medium,” said
Mr Horton, the commissioner for integrated design. Since
June 2011, the team has been collecting and enabling ideas
and propositions from design professionals, businesses, not
for profit organisations, government agencies and academia.

5. THE AUSTRALIAN EXPERIENCE
Enhancing the urban environment with use of innovative
forms of new technology, large-scale light projections,
installations and music is a festival that happens annually in
Sydney called Vivid. The Vivid festival is one such example
that reflects the eagerness of the Sydney City Council and
artists to embellish the city with light music and ideas. Vivid
is known for its spectacular lights projected on to large-scale
architectural sites littered around the city center during the
festival. For instance, The Sydney Opera House is video
mapped directly onto the 1,056,000 tiles (Fig. 3). Another
building that uses large scale architectural video mapping is
Customs House (Fig. 1).

Immersive realities environments are potential tools that can
restructure the arts and the cultural life of a city, as part of a
temporary exhibition. The public space is perceived as a
cultural mirror, reflecting the variety of cultural values within
the community, ranging from language to religion. This is a
very diverse field where different techniques can be used
including: sensors, artificial intelligence, and similar
environments that would call for the use of acute
technologies.
The Guardian newspaper started a project called Guardian
Goggles, published on April 1st, 2013, which incorporates
translucent screens in the lenses, overlaying the wearer's view
of their surroundings with a real-time stream of specially
curated opinions from the paper's reporters, critics and
commentators.
Arts, culture, and especially food are the key for a successful
dynamic city; therefore it is always very beneficial to create
immersive environments where visitors learn about the
history, virtually attend events that will take place in the next
season, and also a digital interface that would present the life
of gastronomic traditions.

Figure 1: The Vivid Festival, Sydney, Australia.
During Vivid the entire city center, located in Circular Quay
surrounded by Sydney harbor is ablaze with light projected
onto buildings, light projected onto sculptures and LEDS’s
used in installation artworks.
Such colorful ambient
technologies provide inhabitants and visitors with progression
towards a digital and creative urban future (Fig. 2).

4. THE AMERICAN EXPERIENCE
New York City is known as a melting pot of cultures and
civilizations. Food is an integrative part of this diverse culture
that is a mix of Cubans, Puerto Ricans, African Americans,
Europeans, Indians, Pakistanis, Arabs, and Asians. New York
is a city of immigrants that bring their own distinctive
customs, religions, and food traditions. The uniqueness of
New York consists of several diverse neighborhoods with
different culinary traditions including Harlem, Spanish
Harlem, Korea Town, Little India, East Village, Little Italy,
and Chinatown. This ultra-urban destination is full of urban
opportunities, thus conveying a unique gastronomic and
cultural experience. How about an international village with
sensors of diverse scents from different countries? How about
an interactive Media Façade with sensors reacting to people’s
countries preferences with perfumes of Japanese food, Indian
food, and Mediterranean food. The gastronomic experience is
still not approached as well as it should be when it comes to
interactive technologies, thus there is a need to organize
workshops and installations in this direction. Media
technologies and ambient technologies can be integrated in a
way to provide the visitors with a unique experience of smells
and sounds.

Figure 2: A Tunnel at the Rocks, Sydney Vivid, 2012.
The event is also a gathering for lectures, workshops and
debate in the fields of creative art, design, architecture, and
fashion. Such a gathering certainly highlights the global
image of Sydney as a center for creative arts and emerging
technologies that embellish and activate the image of the
urban fabric. "Vivid now leads the world in sheer number and
size of buildings projections -- no other city lights up its
famous landmarks and skyscrapers the way we do," says
creative adviser Ignatius Jones, who co-directed the 2000
Sydney Olympics' opening ceremony.

Figure 3: Opera House, The Vivid Festival, Sydney (2013).
One example of light sculpture is the media architecture
project Euphonious Mobius (2013). Euphonious Mobius is a
3D media freeform that is a dynamic surface for infusing form
and media. This work was designed and created by Rebekah
Araullo (Fig. 4). This artwork is interactive and through
advanced computation and scripting techniques each block is
unique in shape and size and functions as a singular pixel
housing LED lights – leading to the creation of a media
freeform. This freeform displays an emerging style in
architecture. During construction, LED lights and sensors
were embedded within the form to facilitate its interactive
media component. Expressions are made through light and
sound similar to a media façade where images are made on its
form by the LED lights. Dynamic images are driven by input
from motion and sound through the sensors. To add public
value, this content was designed by a sound expert (Michael
Bates) and a visual artist (onacloV) to engage the audience
and entice a multisensory interaction – sight, sound and
touch.

Figure 4 : (Top & Bottom) Euphonious Mobius, Sydney
Vivid Festival (2013).
that engages both planners and the community to enhance the
public space that respects people’s needs and aspirations
Luxcity (Fig 5.) is a transitional festival in Christchurch, New
Zealand, where students of architecture from all over the
country create “light” structures using lasers, beams,
projectors, balloons, and fabric. Such design event animates
the urban space and makes it livelier and more interactive,
calling people from all walks of life and design levels to
discuss sculptures, and to appropriate the urban space of their
city. Creative-lead work also provides people with a feeling of
hope and safety especially after the earthquakes that took
place in the city. The 10-day festival includes workshops to
build a new outdoor earth pizzeria on an empty city centre
site, a guided architectural tour of the new AMI Stadium,
lectures and outdoor screenings.

As a spatial intervention for Vivid Sydney 2013, Euphonious
Mobius' interactivity and dynamic form create a multitude of
interface experiences and facilitates dialogue in the form of
contemporary media. Euphonious Mobius (Fig. 4.) displays
advanced applications and design that inspire the imagination
in the field of architecture, media, design and lighting and
echo and promote Vivid. The artwork was multidisciplinary
collaboration that will brought together experts in the fields of
architectural design, engineering, emergent technologies,
acoustics and the arts. This project is an example of how cities
can transform the fabric of urban spaces by creating vibrant
atmospheres that enable people to interact and to be part of
urban space and city.

6. CASE STUDYING NEW ZEALAND
INTERACTION
Place making is important to the social, cultural, and
economic prosperity in New Zealand. It is an efficient model.

Figure 5: Luxcity, the opening event in the Festival of
Transitional Architecture where architecture and design
students display their creations for one night, by Dean
Kozanic (2012).

7. FOSTERING DISTINCTIVENESS THROUGH
CREATING INTERACTIVE CITIIES
The post-modern humans thrive for new technologies, and
digital media that enhance the navigation inside the urban and
physical space, and create a feeling of safety and belonging to
people from different ethnic groups in a multicultural city
such as Sydney, New York, or Auckland. Our minds are
highly impacted by the effect of emerging digital technologies
such as laser beams, projectors, 3D cameras, and installations.
Such elements are more likely to create a connection between
humans and the technology inside urban spaces. These rich
and interactive interfaces push the boundaries of art, culture,
and creativity that cities like Sydney and New York have been
pushing forward. An area of potential exploration would be
the Arab world that is witnessing a great political revolution
that was helped by social media. People took to the streets to
demand dignity and basic rights; it would be rewarding if
these same people become an integrative part of the design of
their future cities, using interactive technologies to display
their struggles and demands through creativity.
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