Lecture 3: Narratology and Identity
Summary of Lecture 2:

- Visuality:
- intermediality – simultaneous existence and interaction between the visual and the textual, illustrations do not only embellish – they signify
- three types of visual representation: pictorialism, ekphrasis and iconotext

- illustrations as iconotext – dynamic relationship with the textual
- different functions of illustrations: decoration (the most traditional function of illustrations), defamiliarization (seeing the world anew), simplification (childlike approach to narration), drawing attention, addressing wider audience, explanation, authentication of experience

- illustrations in the interwar era: the lack of traditional psychologisation, against the mimesis and “realistic” in literature, return to the so called “primitive” and exotic, blurring the difference between “high” and “low genres”

- in Letters from England: no ekphrasis because art is confined to museums and galleries; no art on the streets; illustrations are there to replace art
- pictorialism – nature is the essence of English identity

- nature – natural materials at the same time artistic materials (wood in England, stone in Scotland), the essence of cultural and artistic identity 

- - additional point about relationship between visual/textual and creation of identity:

- Roland Barthes returns to the etymology of the word imitari in order to discuss different functions of images. The question is if images really imitate the reality or if they instead give their own individual representation of that reality? 

- Barthes analyses visual and linguistic codification in different advertisements, for instance a Panzani advertisement for Spaghetti, - a net as a symbol of a return from grocery shopping, fresh mushrooms and tomatoes as a symbol of fresh food rather than “the hasty stocking up” (canned foods, refrigerators) of a more mechanical civilisation. The tricolour as a symbol of Italy (related to the red colour of tomatoes as a symbol of freshness); the Italian sounding word Panzani, which does not represent anything for Italians, but which confirms and authenticates our own (in his case French) “cultural stereotypes”). Finally, for us as readers or viewers of the add, the final product is a culinary experience based on something fresh, healthy, but also simple to prepare, and this is how the add fulfils its purpose. 

- such “cultural stereotype” Barthes calls “Italianicity” – an invented, abstract noun (not concrete and real!) meaning something which “is not Italy;” it is the condensed essence of all that can be Italian, from spaghetti to painting.” (“Rhetoric of the Image.” The Responsibility of Forms: Critical Essays on Music, Arts and Representation. 37)  
Lecture 3: Dialogic nature of travel writing and creation of identity
- in this lecture 
1. we will continue talking about illustrations, but this time from the point of view of the traveller / narrator. Yesterday we analysed different functions of the illustrations in the text but today we will examine how the narrator includes them into the text, and how is their meaning constructed from the textual point of view
2. afterwards we will address different possible narrative techniques the narrator/traveller  uses to address his readers and change them into viewers and listeners

3. we will examine the creation of distances between the narrator/traveller and his public, home and abroad, home and a foreign place. 

4. we will discuss creation of identity

1. Illustrations (as seen from the textual point of view)

- “Anglicity” - the question of identity in the travelogue. In order to explore how the identity is articulated in Letters from England, we will look into relationship between the text and the images (from the textual point of view), traveller and his audience, into different narrative ways he uses to examine and challenge distance between home and abroad, between writing, telling, and seeing
- the main questions we will address are:

· 1. Who is the traveller/narrator? Which roles is he playing? What could we say about his narrative style?

· 2. How does he view British (English/Scottish) cultural and political identity?

· 3. How does he see his own identity?

1. Who is the traveller?

- difference between the writer/traveller and narrator/traveller: writer as an actual person, narrator as a fictional figure constructing the narrative. We can’t talk about the writer, but we can talk about the narrator since we have a textual proof of his travel

- metanarration: a shift from the 19th century writing. If the task of the nineteenth-century traveller was to “write down, what I saw,” the twentieth-century traveller undertakes his journey in order to address others and to talk not only about his trip but also about how he structured his experiences into a story

- 1920 – the time of the “powerful activization of the narrator (Doležel, O stylu 151) – a phenomenon of the Czech literature of the 1920s, especially of the emerging hybrid travel genres, that “contrasted with the “predominantly silent, hidden, abstract’ narrator from a work ‘like from life’” (Hodrová 513).

- Čapek’s poetics of travel writing: the narrator steps forward as a dynamic organizer of the narration, acting as its powerful creator. He actively engages into discussion with his readers, invites them to interpret the text “for whatever they feel inclined” (Čapek, Italy xi; Italské 10) and to “rely – without the road-map – entirely on the peculiar grace which accompanies a traveller and points out more to him than it is at all possible to describe or narrate” (Italy xi; Italské 10)

- this was not only Čapek’s take of the traditional genre of travel writing but also of the travel guides which do not engage into dialogue with the readers/audience, but only provide a monologic and authoritative discourse from the position of the narrator who possess a perfect knowledge and insight about the object of narration

- in the 1920s, the travelogue ceased to be primarily a traveller’s opportunity to elaborate on his adventures and became a model of interaction between the reader and the narrator, who constantly breaks the physical and narrative distances between the two. He does so by including the reader in the creation of the narrative
The use of skaz
- the particular form Čapek uses to establish a contact between the narrator and his reader is known as skaz

- the most important feature of skaz is its performativity and imitation of oral narration; as if someone is addressing and talking to us
- The term skaz comes from the Russian verb skazat' (to tell) and such words as rasskaz (short story) and skazka (fairy tale). It is also a word used of (traditional or “folk”) oral narratives, and has occasionally been used of works to suggest their origin in terms of such an oral context (as in the full title of Leskov’s Levsha, or “Tale of the squint-eyed, left-handed man from Tula and the steel flea”, 1881). The word has therefore essentially to do with “telling”. (The Literary Encyclopedia.  

http://www.litencyc.com/php/stopics.php?rec=true&UID=1561
- skaz is “a form of narration which, from the lexical, syntactical, phraseological, and intonational points of view, stylizes the spoken language of the narrator, who generally serves as a representative of a world which does not belong to the contemporary, norm-providing culture (Szilard, “Skaz” 181). The “alternative culture” in this case was created through the shift of perspective in regards to traditional genre norms. 
- another very important feature of skaz is the use of “narrative masks,” which are supposed “to secure the warmth of more stable, ‘household,’ private relations between the author and the reader” (Szilard, 188)

- unreliability of narration, lack of sophistication, narrow intellectual horizons and naïve stance as a “man of the people”… “orality, spontaneity, the simulation of conversational speech (razgovornost’), and dialogicity, because “the speaker’s orientation towards his listener and his listener’s reactions are inherent in skaz.” (Wolf Schmid, “Skaz.” Russian Literature. 54 (2003). 267
- in his travelogues Čapek’s narrators use masks to play with various aspects of identity and belonging, and develop their own aesthetics of being a chelovek ot naroda. The narrators do this in order to challenge the traditional narrative distances between the traveller and his audience in the genre of travel writing 
- the narrator creates an intimate atmosphere, he treats his listeners as a familiar, indeed intimate group of people whose opinions and prejudices he understands and accepts as his own. He also challenges them with his defamiliarized perspective on the experience of travelling. Despite the distance between the traveller, who is hidden behind various masks, and his audience, both are Czechs. The implicit presence of his Czech listeners’/readers’ speech is a sign of “skaz’s orientation towards someone else’s voice, its double-voicedness” (Bakhtin, Problems 194)
- Finally, heteroglossia, “a dialogue of languages” (Bakhtin, “Discourse” 294), of the narrative is achieved through the active inclusion of non-Czech others. 

- the inclusion of other voices in creation of the travelogue, and not only his own, shows that Čapek’s travelogues indeed contain his notion of Czechness. In contrast with earlier, traditional travel writing, where the traveller did not address or include his audience to the construction of the travelogue, Czechness was established as inferior to the cultures of the countries visited by the authors. Čapek’s traveler construct the image of Czech lands or rather of the First Czechoslovak Republic as culturally equal and sharing the same European cultural identity as the countries he visits. 
- the use of skaz in Letters from England

· as a reminder, in Letters from England Čapek introduces illustration to the narration as an explicitly visual element

· illustrations add another dimension to the dichotomy between the written and the spoken, as well as to narrative distances – they estrange both the experience of the quotidian in a foreign country and the reader’s expectations

· illustrations in combination with the address typical of skaz help the writer to textually confirm his listeners’ / viewers’ input about his creation: 

-  “The white parts are simply cliffs and above them grow grass. True, it is all built quite solidly enough, one might almost say on rock, but (people), to have a continent beneath one’s feet makes one feel more secure. I have also drawn you a picture of Folkestone, which is where I landed. In the sunset it looked like a castle with crenulations; later, however, it became clear that these were only chimneys.” (England 24-5) 
· The white parts are again mentioned at the end of Letters from England, when the narrator recognizes the physical distance needed for story-telling. His return home represents a moment when narration becomes meaningless and storytelling ends because the miracle of bringing the news from a distance diminishes as the narrator’s physical distance from the place described grows and he approaches his own culture. At this moment it also becomes obvious that he treats his readers as listeners since skaz is an imitation of oral communication
· “The white coast of England meanwhile has disappeared; shame: I forgot to say goodbye. But when I am at home, I will mull over everything that I have seen and when there will be talk of something, of the bringing up the children, of transportation, literature of the respect of man for man, of horses or armchairs, of what people are like or what they ought to be like, I will begin to say like an expert, ‘Now, in England…’ But no-one will listen to me.” (England 149; Anglické 166-7)
 ILLUSTRATION
- The notion of skaz also has to do with Čapek’s interest for fairy-tales, about which he wrote extensively. Distance as one of the typical features of fairy-tales. Čapek uses the distance conventional in travel writing as an opportunity to create his own fictional representation of the visited countries he describes. Challenge of narrative distances again stems from the nature of storytelling as articulated in Čapek’s aesthetics of the fairytale. The temporal and physical remoteness of fairytales (as well as the physical remoteness of travelling) lead to the creation of a miraculous world that does not need to be fantastic or supernatural. It must only be new and estranged, thereby challenging the limits of versimilitude: 
 “Their world need not be fantastic or supernatural; it is only placed beyond natural and controllable reality: it does not come into conflict with experience because it is lifted beyond its reach. In principle the question of truth and of any material relation to reality does not come into consideration.” (“Fairy-Tales” In Praise of Newspapers and Other Essays on the Margins of Literature 57) ILLUSTRATION OF IRELAND
- Finally, the illustrations in Letters from England point to the differences between the author and the narrator/drawer, which was discussed above in the theoretical considerations of skaz. The quality of the author’s experience and the intensity of his travels cannot be fully and mechanically articulated in the narrator’s discourse. In other words, the illustrations are a sign of the narrator’s unreliability because they highlight the selective nature of representation. Readers here become viewers, and they are forced to become aware of the limits of representation: 
“I have drawn this lighthouse but you can’t see that it is a pale, blue night, that the green and red lamps of the buoys and ships are sparkling on the sea, that I am sitting under the lighthouse and have a black cat in my lap – I mean a real cat
 -, that I am patting the sea, the cat, the little lights on the sea and the whole world in a preposterous fit of joy at being in the world.” (England 127-8; Anglické 150)

· On the other hand, the illustrations can be seen as the narrator’s alienation in a foreign country, in which he did not find the artistic representations of quotidian (like in Italy) he was looking for. In this case, the naïve narration distances the foreign country and shows the reader a general impression of England as isolated and English culture as confined, where even the locals feel alienated. In other words, illustrations do not exist because the beauty is indescribable but because there is nothing worth illustrating: “These houses look a little like family tombs. I tried to draw them but, try as I might, I couldn’t achieve a sufficiently hopeless appearance. Besides this, I haven’t god any grey paint with me to paint them” (England 34; Anglické 80).

· Unlike the narrator in Letters from Italy, the narrator in Letters from England is passive. The passive mood was used sporadically in Letters from Italy. There, it was used as an isolated form expressing the narrator’s alienation from the local culture that he found in the cosmopolitan environment of international offering only fake representations of genuine Italian experiences. However, in Letters from England the passive voice is frequently used in order to describe the impossibility of belonging to the place, dissatisfaction with the situation, and the powerlessness felt by the narrator in England. 
· childish helplessness constrains his movements, and the narrator really becomes the one treated like a child. The passive constructions consequently suggest both the narrator’s lack of interest in seeing the sights and the dearth of impressions England makes on him. 
· Consequently, the passive perspective of a child and the treatment of the narrator as an object leads to the loss of memory and orientation problems that would not happen in traditional travel writing: “They loaded me onto a train and took me out at Surbiton, cheered me up, fed me and put me into a feather bed. It was as dark there as at home and the dreams I had were all-embracing: something about the boat, something about Prague and something strange which I have already forgotten.” (England 26-7; Anglické 81)

· Forced passivity is the crux of the narrator’s criticism and disillusionment with modern civilisation. He believes that it makes a man afraid, which, in turn abolishes the value of human life and transforms it into that of bacteria: “Yes, I freely admit it, I was scared; I was scared of getting lost, of my bus not coming, of something happening to me, of my being damned, of human life having no worth, of man being a hypertrophied bacterium…of man being powerless” (England 36-7; Anglické 82-3).
 ILLUSTRATIONS
· In relation to objects, the people on the streets become small and insignificant in opposition to the buses and other objects that resemble mastodons. In other words, the passive voice radically changes the perspective of the narration; the objects that the narrator encounters become the subjects of his narrative since verbs of motion, zoomorphism, and personification make them active. Human and animal elements overlap. The narrator thus becomes overwhelmed and fears any active movement since the most banal thing, such as crossing the street, becomes impossible. In this situation, the narrator’s experience of London resembles Apollinaire’s experience of Paris from “Zone:” “Now you stride alone through the Paris crowds / Busses in bellowing herds roll by” (70-71).
 Čapek echoes this: 

“A fourfold line of vehicles shunts along without end or interruption; buses, 

chugging mastodons tearing along in herds with bevies of little people on their backs, delivery vans, lorries, a flying pack of cars, steam engines, people running, tractors, ambulances;…but even I can’t go any further, remembering the horror which the idea awoke in me that I would have to cross to the other side of the street.” (England 36; Anglické 81)
  

· The disappointment and alienation from England results in self-mockery as well as a parody of Biblical pilgrimages and suffering: 

“Ely, ely, la’ma sabachtha’ni! You betrayed me, Ely, dead town lying at the foot of a Romanesque cathedral, when, tired and thirsty at five o’clock in the afternoon, I beat on the doors of tea-rooms and pubs, bars, newsagents’ and stationers’ but wasn’t admitted. (England 84; Anglické 115)” 

· the relationship between the home and the foreign place:

- one translator (Geoffrey Newsome) adds a subtitle to Letters from England: At Home Abroad

· in England, “nothing exists” while “everything exists” at home. In other words, nothing makes the traveller comfortable in England, and consequently, his attempts to domesticate the country fail. For this reason, the opposition between home and the foreign place is more intense in England than it was in Italy. Additionally, the “homeland” seems to be a question of belonging that sight and experience facilitate: 
“In our country, in Italy and in France a street is a sort of great pub or public garden, a village green, a meeting place, a playing field and a theatre, an extended home and a threshold. Here it is something which doesn’t belong to anyone and doesn’t bring anyone closer to other people. Here one doesn’t meet people and things; here one only passes them by.” (England 33; Anglické 79)

· The references to the homeland are strong since the feeling of alienation is intense. Thus, the interpolation of the Czech into the experience of England is direct, and not just assumed and referred. In England, the physical distance between the narrator and listener is recognized and the conditional mode is used to understand the differences between the two countries and the impossibility of creating a familiar home-like space in the English landscape:

“My uncle, Czech peasant farmer, how you would shake your head with indignation looking at the red and black herds of cows on the most beautiful meadows in the world and say, ‘What a waste of such beautiful dung!” And you would say, ‘Why don’t they sow turnips here? And here, people, here there could be wheat and here potatoes and here in place of this shrubbery I would plant cherry trees and sour cherry trees and here Lucerne and here oats and here on this land rye or rapeseed.” (England 74; Anglické 108)

· The narrator puts on a mask of a local inhabitant with the knowledge of an insider in his reply to his uncle, a foreigner. Now the situation between “here” and “there,” between home and abroad, changes. The narrator stands facing the idea of home as someone who has to illuminate the otherness of the foreign country. However, the uncle points to the automatization of work and life using the verb “robit,” the etymological origin of the word “robot:” 
“You know, uncle, apparently it isn’t worth the work here. For the information, wheat comes here from Australia and sugar from India and potatoes from Africa or somewhere. And you know, uncle, there aren’t any peasants here anymore and this is only a sort of a garden. ‘And you know, my boy,’ you would say, ‘I like it more the way it is in our country. Perhaps it’s only a turnip but at least you can see the work…Good heavens, my boy, why, there isn’t a person in sight; only someone over there riding a bicycle and here, damn it, someone in one of those stinking cars again. My boy, my boy, does no-one graft around here?’ (England 74; Anglické 108)

· Summary:

· Readers become listeners and viewers

· A constant process of addressing – the simultaneous use of illustrations and text, visual and textual

· Passive voice as a sign of the traveller’s position within the modern civilisation, his helplessness, weakness and a lack of power – he becomes a child

· The result: a strong sense of home and therefore a strong interpolation of the notion of home into the narrative – the narrator disguises into a local inhabitant and converses with his uncle, a Czech peasant, who stands on English soil and tell him about his own identity

� “Anglický bílý břeh zatím zmizel; škoda, zapomněl jsem se rozloučit. Ale až budu doma, budu si přemílat všechno, co jsem viděl, a ať bude o čemkoliv řeč, o výchově dětí nebo o dopravnictví, o literatuře nebo o úctě člověka k člověku, o koních nebo o lenoškách, o tom, jací lidé jsou nebo jací by měli být, začnu znalecky povídat: ‘To v Anglii..’ Ale nikdo mne už nebude poslouchat.” 


� In the English translation “cat” is translated as “bird”


� “Ten maják jsem nakreslil, ale není tam vidět, že je bledě modrá noc, že na moři jiskří zelené a rudé lampy bójí a lodí, že sedím pod majákem a mám na klíně černou kočku – myslím skutečnou kočku – a hladím moře, číču, světělka na vodě a celý svět v záchvatu pošetilé radosti, že jsem na světě.”


� “Ty domky vypadají trochu jako rodinné hrobky; pokusil jsem se je nakreslit, ale ať jsem dělal co chtěl, nedosáhl jsem výrazu dosti beznadějného; mimo to nemám s sebou šedivou barvu, kterou bych je natřel.”  


� “Naložili mne do vlaku a vyndali mne v Surbitonu, těšili, krmili a uložili mne do peřin; I byla tma jako u nás, ticho jako u nás, a sny, které jsem měl, byly všelijaké, něco o lodi, něco o Praze a neco divného, co jsem už zapomněl.”


� “Ano, beze všeho se vám přiznám, že jsem se bál: bál jsem se, že se ztratím, že mne přejede autobus, že se mi něco stane, že jsem ztracen, že lidský život nemá ceny, že člověk je zvětšená bakterie,…,že člověk je bezmocný.”


� “Nyní ty kráčíš sám davem po Paříži / Kol tebe stáda autobusů řvou říčí a víří”.


� “Bez konce a přerušení se sune čtyřnásobný pás vehiklů: busy, supající mastodonti, řítící se ve stádech s hejny lidiček na zádech; předoucí auta, náklady, parní mašiny, cyklisti, busy, busy, letící smečka aut, běžící lidé, traktory, ambulance;…ale ani já nemohu dál, vzpomínaje na hrůzu, kterou tehdy ve mně vzbudila představa, že musím přeběhnout na druhou stranu ulice.” 


� “Ely, Ely, lama sabachtani! Zradilo jsi mne, Ely, mrtvé město ležící u nohou románské katedrály, když unaven a žízníc jsem o páté hodině odpoledne tloukl na dveře čajoven a hospod, výčepů, trafik i papirníků, ale nebylo mi otevřeno.”


� “U nás, v Itálii, ve Francii je ulice jakási veliká hospoda nebo veřejný sad, náves, shromaždiště, hřiště a divadlo, rozšířený domov a zápraží; tady je něčím, co nepatří nikomu a nikoho nesbližuje s ostatními; tady nepotkáváte lidi a věci, zde je jenom mijíte.”


� “Můj strýče, český sedláku, jak byste potřásl v nevoli hlavou, dívaje se na červená a černá stáda krav na nejkrásnějších lukách světa a řekl byste: Jaká škoda toho krásného hnoje! A řekl byste: Proč tadyhle nenasázejí řepy, a tuhle, lidi, tuhle by mohla být pšenka, a tady brambory, a tady bych nasázel místo toho křoví třešně a vajksle; a tady vojtěšku, a tuhle ovísek, a tady na tom lánu žito nebo řepku;”


� “Víte, strýčku, ono to prý tady nestojí za tu práci; abyste vědel, pšenka sem chodí z Austrálie a cukr z Indie a brambory z Afriky nebo odkud; víte, strýčku, tady už nejsou sedláci; a tohle je jen taková zahrada. – A víš, hochu, řekl byste, to se mne u nás líbí víc; je to třeba jen řepa, ale člověk aspoň vidí tu práci.... Namoutě, hochu, vždyť tu není vidět človíčka; jen tamhle jede někdo na kole, a tady, kus, zas někdo na tom smradlavém autě; hochu, hochu, copak tu nikdo nic nerobí?” 
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