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INTRODUCTION 

 
Marija Krivokapid, Aleksandra Nikčevid-Batridevid and Robert Sullivan 

 
 
 

“Renaissances” was the topic of the international conference organized 
by the English Department of the University of Montenegro on September 15-
16, 2016. The plurality of the title was meant to invite various approaches and 
interpretations, not only the obvious one of the “classical” Renaissance. 

We considered the literary term “renaissance” in its more literal sense, 
that of a “rebirth,” or “renewal,” and even “re-writing” of literary texts, as this 
expands our choice of topics immensely. Thus, we received contributions that 
move from the very broad to the more particular and circumscribed subjects, 
such as are national cultural renaissances, formed after the suppression of 
national cultures. Authors were interested in the re-birthing or re-writing of 
earlier texts by modern or post-modern writers, or specific topics suddenly 
renaissance in the present time. We have also considered if an individual writer 
can reinvent him/her self, as well as those texts that have as its main theme the 
re-birth of its central character. 

This cluster opens with Boris Berid's paper titled “Renaissance and the 
Virtual: The Back Parts of Satan.” Berid explains how in Renaissance studies 
Satan appears to be the creator of the virtual, i.e. fake, unreal. He elaborates on 
the example of John Milton’s Satan in Paradise Lost, who, as initiator and 
explorer of virtual worlds, ceases to be a fixed entity himself. 

The following series of papers discusses a variety of adaptations in 
Renaissance and of Renaissance works. At the millenium anniversary of the 
martyrdom of Saint Vladimir of Duklja, and the 400th anniversary Shakespeare's 
death, Anđelka Raguž discusses the echoes of the medieval legend about the life 
of the Montenegrin saint in Shakespeare’s Tempest and Macbeth and suggests 
the legend could be the source for elements in the two plays. The source for the 
main plot of The Tempest and the source for the ghost of Banquo in Macbeth 
are still contentious issues amongst Shakespearean scholars. Namely, the 
hagiography of Saint Vladimir contains a plot similar to the one found in The 
Tempest, but also a ghost figure resembling Banquo’s. Pointing also to possible 
parallels between the characters of all the three stories, Raguž offers a new 
reading of these Shakespeare's plays. Giuseppe Barbuscia traces the influence of 
the translations of Petrarch’s in the Renaissance England, arguing that, while re-
appropriating and re-interpreting Classic culture, “Renaissance” also appears as 
a translation or a re-appropriation of a cultural “other” that initiates changes in 
the domestic culture. The sonnet being the most prolific poetic form in 
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Renaissance Europe and Britain, Petrarch was, naturally, looked up to, but, as 
Barbuscia points out, translation choices also importantly reveal the set of their 
translator's values.  Mateja Džaja deals with the analogies of Renaissance 
pastoral in Shakespeare's A Midsummer Night and the Dalmatian author Marin 
Držid’s plays Tirena and Grižula. Following this discussion, Zoran Koprivica 
considers Branagh’s film adaptation of Hamlet, as fine-tuned with, or translated 
into, modern narrative conventions, while remaining loyal to Shakespeare's text.  

Considering numerous instances of renaissance in the literature of 
North America, we present a paper by Biljana Oklopčid, “Southern Renaissance 
and the Image of the South in the 1940s-1960s American History Textbooks.” 
Oklopčid argues that these depictions abandon with adopted myths and 
stereotypes strongly combated against by Southern Renaissance authors as 
fictions. “The Confession(al) and the Re-birth of Tales in Contemporary 
American Poetry: A Reading of Transformations by Anne Sexton” is a paper by 
Bavjola Shatro, which aims to analyze the re-birth of the famous tales by the 
Brothers Grimm in the Transformations by Anne Sexton. The paper explores 
how this confessional poet re-conceptualizes the tales in a lyrical fashion, 
making them seem new, different and challenging. The paper closely discusses 
the processes of the said transformations.  

In “Jane Eyre and Wide Sargasso Sea – The Ambivalent Nature of Spin-
offs” Branko Marjanovid shows how the altered world developed in the spin-off 
contests the assumptions in the original novel, especially those concerning the 
mythical and scientific approach to the world. Loran Gami works on the 
relationship between the original and its simulacrum in Julian Barnes’s novel 
England, England, by reading the novel in the framework of the Baudrillardian 
concept of the superiority of the simulacrum over the original, because it 
undermines the foundations of the original, as well as under the light of 
Umberto Eco’s concept of hyperreality. 

The papers gathered in this cluster are diverse and speak for 
themselves, yet, in their different way they address the complex concept of 
renaissances/s at the beginning of twenty-first century mostly with the focus on 
canonical literary texts and concepts that remain inspiring within the field of 
literary and cultural studies. Assuming an interdisciplinary approach and 
suggesting the framework of current Anglo-American studies within the focus of 
this concept, we trust that we have met our primary aim of giving scholars 
worldwide, stimulating academic papers that might further inspire intellectual 
confrontation and circulation of ideas within the field.  
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RENAISSANCE AND THE VIRTUAL: THE BACK PARTS OF SATAN  
 
Boris Berid, University of Osijek, boris.beric@bj.t-com.hr 

UDK 82:7.034 
 
 

Abstract: The virtual has remained ―invisible‖ in Renaissance studies in spite, and 

probably because, of the developing virtual reality technologies and their most expedient 

potential in military training, games, and teledildonics. When it does attract scholarly 

attention, it is still in conjunction with negative connotations it has received in 

contemporary philosophy and culture, linking it to the unreal, simulacra, visual fake, 

copy or ―false approximation‖. It is not surprising then that both in contemporary and 

Renaissance studies Satan appears to be the creator of the virtual. However, the virtual 

must not be confused with the visual or actualized forms that it effects. It is a powerful 

impulse that becomes perceptible in transductions of sensible things from one medium 

into another, like sound into architectural structures or visible forms. The Renaissance 

culture teems with such transduction. A very significant one occurs in the area of 

linguistics as language – already transduced from sound into writing – becomes 

virtualized for the second time by the printing press. What Bill Gates and others have 

done to virtualize the individual and community in our time, another Bill, William 

Caxton, did for England at the end of the fifteenth century. Mass production of books led 

to transductional activities of translation, reading, and interpretation, creating new virtual 

spaces and communities outside of the existing monopolies of knowledge. Within those 

virtual environments a new form of collective intelligence emerged which was not in the 

service of preserving knowledge as a fixed entity but subjected everything to an act of 

exploration. The prophet as initiator of virtual worlds was replaced by explorer. 

Accordingly, John Milton‘s Satan in Paradise Lost, as initiator and explorer of virtual 

worlds, ceases to be a fixed entity himself. 

 

Key Words: Renaissance, virtual environments, printing press, Milton, Paradise Lost. 

 
 

The future of each discipline requires that each open itself up to a 
reconsideration of the virtual and the promise it holds for newness, 
otherness, divergence from what currently prevails. (Elizabeth Grosz, 
Architecture from the Outside, 112) 

 
 The reconsiderations of the virtual in architecture have been going on 
for quite some time (Grosz, Picon, Thomsen), and now it becomes more and 
more evident that Elizabeth Grosz’ precept is equally applicable to other 
disciplines and Renaissance studies in particular. Our perceptions of the 
Renaissance do, and always will, need “newness and divergence” since the spirit 
of the Renaissance itself was based on the same principles. Unfortunately, the 
interest in the Renaissance virtual has not been aroused by the students of 
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architecture as much as by the popular culture toward the end of the twentieth 
century. Paradoxically, while it definitely restored the interest, the influence of 
popular culture set the research of the virtual in many fields on the wrong foot, 
including the Renaissance.  

The virtual has become “visible” in the public eye primarily because of 
the developing virtual reality technologies and their most expedient potential in 
military training, games, and teledildonics. Jaron Lanier and Howard Rheingold 
are usually credited for coining and popularizing the term “virtual reality”, and 
quite ironically, as Marie-Laure Ryan notes, Rheingold’s idea “that VR 
technology might be put in the service of teledildonics, sex in a bodysuit with a 
computer-simulated partner, did more to put VR on the cultural map than any 
demonstration of HMD, data glove, or three-dimensional visual display” (48). 
However, even in this capacity the virtual revealed its great potential for 
changing the individual, the community, and institutions. In this particular case, 
solipsistic gratification in virtual reality, many believed, could lead to 
disembodiment and consequently to disintegration of social ties. And the blame 
for such an evil thing went very often in a predictable sequence, first to men 
and then to Satan. To Elizabeth Grosz, for instance, this type of virtual became 
the “fulfillment of the age old (male) fantasy of disembodied self-containment, 
an existence without debt, commitment, ties — the fantasy of the self-made 
liberal subject” (41, 43). In other words, it is the fantasy of male autogenesis. If 
so ancient, this fantasy must originate in the father of all evil, and the Miltonic 
Satan in Paradise Lost must be speaking not only in the name of all fallen angels, 
but in the name of all “fallen” men: “Know none before us, self-begot, self-rais’d 
/ By our own quick’ning power…” (5. 860-1).  

Needless to say, this type of self-containment ensues from self-
deception, and deception becomes a significant feature of the virtual in 
contemporary philosophy and culture. In response to the culture’s increased 
obsession with visual representation and images, Baudrillard finds computer-
generated virtual reality as “the ultimate triumph of the simulacrum” over the 
real (Ryan 30). Consequently, from the early 1990’s he uses the term 
interchangeably with simulation (Poster 45); also, in popular culture the virtual 
becomes equated with the visual, assuming the connotations of the unreal, 
fake, copy or false approximation (Doel 261-77; Ryan 27-35).  

Unfortunately, within this context and in this capacity the virtual enters 
Renaissance and early-modern studies. To Stuart Clark, for instance, “virtual” 
becomes a handy synonym for any type of visual deception associated with the 
devil, so it is not surprising that he pronounces Satan “nothing less than the 
inventor of virtual worlds” (123). However, such studies show very little 
understanding of the nature and origin of the Renaissance virtual which lean 
more on Scholastic philosophy and the Farabian tradition (Lévy, Collective 
Intelligence, 91-130) than on the twentieth-century technology and popular 
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culture. It is exactly in this context that the virtual revealed its potential for 
virtualizing the individual and the community in a positive sense, empowering 
the former by an inquisitive spirit and creating a new type of communal space 
for the creation of collective intelligence.  

The term continentia virtualis was coined by Thomas Aquinas, and in 
Scholastic philosophy the virtual became synonymous with potential; as such it 
was not in a dialectical union with the unreal but with actual. As Pierre Lévy has 
demonstrated, out of this dialectical union both the processes of actualization 
and virtualization can emerge (Becoming Virtual, 23-34). The problem, however, 
is that the virtualizing process has received very little scholarly attention and 
that the process of actualization is often mistaken for the virtual itself.  

Originally derived from “power” and “efficiency”, in more contemporary 
studies the virtual is defined as a powerful impulse, or what Brian Massumi calls 
“a continuously variable impulse or momentum that can cross from one 
qualitatively different medium into another” (135), like sound into visible forms. 
This type of crossing is defined as transduction or “ontogenetic modulation” 
(Mackenzie) that operates in the manner of Moebius strip, inside continually 
coming out or outside coming in, and causing continual actualizations or 
individuations. The potentiality of the virtual is limitless and the dynamics of its 
transductions, as Ryan says, operate in the manner of “one-to-many. There is no 
limit on the number of possible actualizations of a virtual entity” (36). While 
transductions tend to manifest themselves in “progressive iteration”, they do 
not necessarily lead to predictable individuations, but, as Gilbert Simondon 
asserts, they “can move forward with a constantly variable step, and expand in a 
heterogenous field” (qtd Mackenzie 10). Thus, transduction can be defined as “a 
process of ontogenesis, the making anew of a domain in reiterative and 
transformative individuations” (Dodge and Kitchen 170). This process, no matter 
who or what initiates it, does not necessarily lead to autogenesis but to 
heterogenesis, changing the individual, the community, and institutions.  

Although John Milton never engages in a discussion of the term itself, 
this type of modality of the virtual seems to be very aptly represented in Book 1 
of his Paradise Lost as Pandemonium emerges from the inside of hell to the 
sound of music: 

 
A third as soon had form’d within the ground 
A various mould, and from the boyling cells 
By strange conveyance fill’d each hollow nook, 
As in an Organ from one blast of wind 
To many a row of Pipes the sound-board breaths. 
Anon out of the earth a Fabrick huge 
Rose like an Exhalation, with the sound 
Of Dulcet Symphonies and voices sweet (705-12) 
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In building Pandemonium, the fallen angels employ the dynamics of the virtual. 
One of its first signs is the speed at which the building is created: “By Spirits 
reprobate, and in an hour / What in an age they [humans] with incessant toyle / 
And hands innumerable scarce perform” (1. 697-9). Yet, what Milton represents 
here is not what we would normally expect to see, the shape of a building. That 
will come later. He focuses on the dynamics of its structure, “a Fabrick huge” in 
its potency. As Antoine Picon explains in more general terms, “Another way to 
understand the dynamic nature of structure is to pay attention to the fact that we 
actually never ‘see’ a structure, in the ordinary sense. We only perceive its result, 
an assemblage of parts and materials. Structure is what makes this assemblage 
possible. Structure is a potency” (299). Milton actually makes us “see” what we 
normally do not see, the virtual in operation. This potency will actualize itself 
according to the “one-to-many” principle as “one blast of wind” diffuses into 
“many a row of Pipes”, creating many sounds and then various parts of the 
building. At the same time, what we have in operation here is a process of 
transduction in the manner of Moebius strip, the inside of hell coming out in the 
manner of "Exhalation", and the “continuously variable impulse” crossing from 
“one qualitatively different medium into another”. Namely, the wind first turns 
into the sound of music and then actualizes itself in architectural form. This type 
of transduction was not unimaginable to Milton’s contemporaries because, as 
Rudolf Wittkower has demonstrated, in the Renaissance harmonic ratios were 
believed to be transductive into architectural space in theory and practice, or 
sound in general was believed to have its analogue in architectural space (107). 
 However, the transductions in this scene are not merely architectural; 
they have strong institutional connotations. Not only does Pandemonium 
architecturally resemble St. Peter’s in Rome, but also it rises to the sound of 
harmonious music of the official church instrument, the organ, unlike Thebes to 
the sound of Amphion’s lyre (Fowler 103, n. 710-12). The resemblance to St. 
Peter’s is not at all surprising, considering Milton’s strong anti-Catholic 
sentiment, but the presence of the organ and harmonious music being in hell is 
surprising, even blasphemous, since these two are not exclusively linked with 
any particular denomination.  
 The organ has not been a recognized church instrument from the 
beginning of Christianity, and the Jews considered it inappropriate for the 
Jerusalem temple. Actually, the early organ (hydraulis) was used as an 
instrument of psychological torture against the Christians in and outside Roman 
arenas. Paradoxically, one of the early Christians, St. Cecilia (2nd or 3rd cent.), 
became the patroness of church music and was believed to be the inventor of 
the organ. However, she never played it; rather, the instrument was used by her 
torturers. This corruption of facts became possible long after her death. The title 
of patroness was given to her in 1585, long after her death and long after the 
organ became appropriated into the church body as a constitutive part of its 
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service, an official church instrument. Ironically, it was not only the organ but its 
original use that became institutionalized by the ninth century. Although the 
leading church fathers like St. Augustine originally opposed the use of violence 
against heretics, they eventually approved its use when realizing how effective it 
was in bringing them into the fold (Zagorin 27-33). So, both violence and the 
organ, the method and the instrument used against the early Christians, became 
appropriated into the church as its own instruments in the war against the 
institution's adversaries. The victims became the victimizers. As for the 
subsequent accomplishments in architecture and harmonious music, it seems 
that Milton by virtualizing Pandemonium problematizes not only the foundation 
of the Roman Catholic Church but also the relationship between the spheres of 
aesthetics and ethics.  

It must be noted that the rise of Pandemonium is preceded by the 
development of metallurgy, the knowledge and practices of which the fallen 
angels would pass on to humans. The art of metallurgy leads to the 
development of building technology, the mechanics of which they will also pass 
on to humans. So, Milton voices the ambivalent attitude many people have had 
toward technology and its effects on the humans. This seems to be a general 
attitude toward technology in all periods. As a prosthetic device to human 
“constitutive lacking”, as Bernard Stiegler would put it, technology gets 
internalized into the mental and somatic processes of the human (Mackenzie 6-
7). The results of this internalization can be both negative and positive. 
 Technology did not help only Bill Gates and others to virtualize the 
world of our time, it did the same type of thing, though at a different degree, for 
William Caxton and his contemporaries and successors. As Lévy asserts, 
language and technology are two major instruments of virtualization, or of 
becoming a human, and both of them can empower the individual and the 
community (Becoming Virtual, 91-99). Computers seem to be doing it for us, 
and the printing press did it for Caxton’s contemporaries. When Caxton brought 
the printing press to England in 1476, no one could have predicted its far-
reaching potential for bringing about changes in language, culture, community 
and the individual. 
 One of the primary things that the printing press did was to virtualize 
language, although not for the first time. In a Bergsonian sense, language can be 
seen as the earliest form of technicity, a prosthetic device in speech that 
enables intellect, as McLuhan asserts, “to detach itself from the vastly wider 
reality”; thus, in its originary form language is already a virtual entity that 
“detaches us from the here and now” (Nusselder 44). As Ryan asserts, “language 
puts consciousness in touch with the past and the future, metamorphoses time 
into a continuous spread that can be traveled in all directions, and transports 
the imagination to distant locations" (38). 
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Language became virtualized once again with the invention of writing, 
yet another form of technicity that effected transduction of sound into visible 
form. However, this detachment of language from its original spoken form did 
not have any dehumanizing effects; quite to the contrary, it helped 
internalization of the visual into noetic processes, as Walter Ong has shown, and 
furthered reflective thinking (41-9). Quite paradoxically, as a result of this 
virtualization language actualized in a material form and became perceived not 
as “fake” or “copy” but as real thing. 

In the Renaissance, the printing press introduced a new form of 
technicity into text production, increasing the speed of its production and 
dissemination. While it further widened the gap between its spoken and visual 
form, the printing press further virtualized language. As a result the English 
language started actualizing itself in a standard form of fixed spelling and 
preferred dialects. However, this new technology played a far more significant 
role in virtualizing the community and the individual. One of the most important 
cultural changes effected by the printing press was that it undermined the 
monopoly of the church over book production and dissemination. Technological 
innovations are usually not taken seriously; at first, they seem to be perceived 
as toys rather than ideological threats. Thanks to this general attitude, they 
have the potential of introducing significant cultural and political changes 
through the back door. Once this potential actualizes the “damage” cannot be 
undone. The subversive potential of the printing press went undetected also 
because the first book Caxton printed in English was not the Bible or any other 
“serious” book but a translation of one of the most popular tales in the Middle 
Ages, Recuyell of the Histories of Troy, a copy of which was sold by Duke of 
Northumberland for no less than £1.000.000 in 2014. And it was probably worth 
it, not simply because it is now a rare copy. It had a great cultural impact, 
unperceived by the author and the authorities. 

Caxton’s motives were definitely not subversive. He was a business-
minded person who knew how to make an extra buck by selling what was 
demanded by the market, even if his product was not of the highest quality. His 
French was not good, but his idea sold. So, the printing press was established on 
the Capitalist grounds: whatever the market demanded or whatever sold, the 
printers produced and sold. The impulse that went into the making of this 
success story is as ambivalent as that of the hellish organ, but the result was as 
appealing as the sweet sound of harmony. People always needed fiction and 
once it became available on the market it was not enough to buy it; those who 
wanted a good story had to learn how to read. It was the printing production of 
William Caxton, Wynkyn de Worde, and Julian Notary that stimulated a 
significant increase in literacy. By 1530’s it rose to 60%, an increase of 30% from 
the time printing press was introduced, and helped create a new community of 
readers outside monastic institutions and aristocratic houses and establish a 
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new form of virtual space ‘‘constituted through social relations and material 
social practices’’ (Massey 254). Of course, all relations and practices concerned 
book production and marketing, but this new type of “reading” space was not a 
fixed entity any more, a container, but the space continually in “a state of 
becoming”, with new printers, new books, and new types of readers joining in. 
It entailed the relations between the printer and the reader, between the 
reader and the text, and between the readers themselves. It was a virtual space. 

Apart from reading, this type of space occasioned other virtualizing 
activities, such as translation and interpretation. William Caxton started as a 
translator, and not a very good one; yet, he contributed twenty-six translations 
to an opus of over 100 titles printed. But other abler hands joined in to cater the 
interests of the broadening reading public, and of course this included 
numerous Bible translations into English, beginning with Tyndale’s in the 1520’s 
and “ending” with King James version of 1611, with six significant translations 
altogether, including the Roman Catholic one, in less than a century. Translating 
and reading the Bible included interpretation, and it was probably the earliest 
form of “literary” criticism that had a virtualizing effect on English readers. It 
brought about a great deal of diversity in their religious views and life.  

On the other hand, Caxton’s translation of Ovid’s Metamorphoses 
(1480) opened a series of translations of classical texts into English. However, 
Continental printers and the translations of ancient texts into Latin played an 
equally important role. Two such books were of special importance: Greek 
Anthology and Hieroglyphica of Horapollo. Their dissemination in printed form 
further helped the internalization of the visual into the mental processes. With 
the Anthology, first published in Florence by Janus Lascaris (1494), the 
ecphrastic form of representation entered western literature. On the other 
hand, hieroglyphs inspired the search for ideographic forms of representation 
that would supplement the shortcoming of discursive thinking and verbal 
representation. Both of these traditions proliferated new literary genres using 
both verbal and visual forms of representation and numerous printed 
publications of emblem books, hieroglyphics, and iconologies. And this is where 
we see the rise of distinctly visual epistemology. The idea of Microsoft Windows 
and their icons goes back to this period when the theaters of memory were 
being constructed for the initiated, and visual grammar books for those to be 
educated (Yates 129-72). 

Although immersion is a significant experience of computer generated 
virtual environments, books are also capable of producing that type of effect, 
and numerous publications of Meditations and Contemplations both within 
Catholic and Protestant traditions spread this type of art in Renaissance Europe: 
Spiritual Exercises of Ingnatius Loyola (1522-24) Joseph Hall’s Meditations 
(several titles from 1605-) or John Donne’s Devotions upon Emergent Occasions 
(1624), to name a few. It is interesting that this type of immersion in the virtual 
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does not lead to disembodiment; quite to the contrary, the immersion is 
accomplished through the body as the exercitant’s senses are consecutively 
stimulated, causing “an increasing proximity of the body to the object of 
contemplation” (Ryan 116). This type of mental picturing of hell had a powerful 
immersive effect on the readers. How does hell look like anyway? The best thing 
is to go there and experience it first hand, and St. Ignatius Loyola takes one on a 
tour any time one wants.  

In Book 2 of Paradise Lost, Milton organizes a similar tour for his 
readers, an immersive visit to hell in the form of fallen angels who explore the 
place as one of their pastime activities.  

 
Another part in Squadrons and gross Bands,  
On bold adventure to discover wide 
That dismal world, if any Clime perhaps 
Might yield them easier habitation, 
…… 
A gulf profound as that Serbonian Bog 
Betwixt Damiata and Mount Casius old, 
Where Armies whole have sunk: the parching Air 
Burns frore, and cold performs th’ effect of Fire.  
Thither by harpy-footed Furies hail’d, 
At certain revolutions all the damn’d 
Are brought: and feel by turns the bitter change 
Of fierce extreams, extreams by change more fierce, 
From Beds of raging Fire to starve in Ice 
Thir soft Ethereal warmth, and there to pine 
Immovable, infixt, and frozen round, 
Periods of time, thence hurried back to fire. 
They ferry over this Lethean Sound 
Both to and fro, thir sorrow to augment, 
And wish and struggle, as they pass, to reach 
The tempting stream, with one small drop to loose 
In sweet forgetfulness all pain and woe, 
All in one moment, and so neer the brink;  
But Fate withstands, and to oppose th’ attempt 
Medusa with Gorgonian terror guards 
The Ford, and of it self the water flies 
All taste of living wight, as once it fled 
The lip of Tantalus. (2. 570-73, 592-614) 

 
No reader of Milton’s time was so well traveled, or the devil so well read, to 
know how hell looked like. Yet, this is a literary hell, anachronic in the sense that 
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Greek mythology is superimposed on it. The fallen angels are actually reader-
explorers caught in the act of immersion, or, as William Gibson would put it, in 
an act of “consensual hallucination”, most likely at the public library. All of their 
senses are engaged in the process and they attempt to interact with the 
environment but, paradoxically, they are being rejected. In other words, hell 
ceases to be a fixed space and turns into a virtualized domain continually made 
anew. What might have worked for the Greeks is not necessarily going to work 
for others. Hell is a new type of space emerging with the rise of community and 
social activities. The exploration of such a space has virtualizing effect on the 
readers. They actually engage in the process of finding out who they are, and it 
is not a fixed identity that they will discover but one in the process of becoming. 
The fixed entities of the past simply do not work for them anymore. The fallen 
angels seem to be exploring one of those virtual spaces in which, as Pierre Lévy 
would put it, “The figure of the prophet makes way for that of the explorer, 
engaged in the constant process of learning and discovery” (Collective 
Intelligence, 101). The collective exploration that they undertake builds up a 
new type of collective intelligence, or active intellect, which in the past was 
powered from above but now it is powered from bellow by the many. In this 
sense the community of Renaissance reader/explorers with their activities take 
the process of virtualization into their own hands, making even Ignatius and the 
prophets redundant. 
 If the community changes in the act of virtualization, so does the 
individual. And this type of virtualization is represented in Book I of Paradise 
Lost as Satan himself embarks on the journey of self-discovery. 
 

He scarce had ceas’t when the superiour Fiend 
Was moving toward the shoar; his ponderous shield 
Ethereal temper, massy, large and round, 
Behind him cast; the broad circumference 
Hung on his shoulders like the Moon, whose Orb 
Through Optic Glass the Tuscan Artist views 
At Ev’ning from the top of Fesole, 
Or in Valdarno, to descry new Lands,  
Rivers or Mountains in her spotty Globe. (1. 283-91) 

 
In the mechanics of heroic poetry, this would be a typical arrival scene. The hero 
is moving toward the shore and the watchman, or the reader in this case, is 
about to face him. However, this never happens here because the point of view 
is not fixed but immediately shifts behind the hero. While we have the 
impression of facing Satan, instead of seeing his face we see a huge shield on his 
back. This “roving” point of view is typical for virtual environments (Ryan 53-4), 
and in this case it subverts the mechanics of arrival into the mechanics of 
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departure. In this double state, Satan seems to resemble the virtuality of God 
the Father: "for he also went / Invisible, yet staid (such priviledge / Hath 
Omnipresence)" (7. 588-90). In the dynamics of the virtual this would mean that 
just as Satan is about to actualize he becomes virtual again. As Lévy points out, 
while the actual is always on the arrival, the virtual always exits; it is in the 
mode of departure (Becoming Virtual, 172). Instead of actualizing Satan into any 
particular form, Milton further virtualizes his figure and character beyond any 
predictable features: no hoofs, no tail, no horns etc. And there is one further 
paradox here, the hero on the arrival should be getting closer to us, but we 
seem to be losing him in a series of departures/transductions in a very 
unpredictable manner and direction, or at a “constantly variable step”. Satan’s 
figure is in a process of constant change and becoming, from the front to the 
back and then from the shield to the moon and this is not the end of it. The 
reference to the Tuscan artist suggests one final transduction in this scene. 
Namely, the surface of the moon that Galileo observes is reminiscent of his 
observations and drawings in Sidereus Nuncius (1610). Although not explicitly 
named, what we get as a final figure of Satan's back is actually Galileo's 
publication, and this book transduces Satan the warrior into Satan the reader. If 
we continue musing in this direction, what used to be the warrior with a huge 
shield on his back turns to be a reader carrying a book of immense significance 
in his backpack. Not only does Satan the reader carry Galileo's book, but he also 
appropriates the results of new technology, the telescope and the printing 
press, into his personality.   
 Milton's representation of Satan's back parts actually has a Biblical 
precedent. This is how God reveals himself when Moses wants to see His glory: 
"And I will take away mine hand, and thou shalt see my back parts: but my face 
shall not be seen" (King James Bible, Exodus 33: 23). Moses wants to know God, 
but all he gets to see are His "back parts". He never sees God's face. Showing 
the back of a departing God instead of the face is a sign of virtualization of a 
deity that does not actualize in any particular form and cannot be known. The 
author of the Biblical text does not describe God's back, and what Moses sees is 
the power or dynamics of a virtual God. Milton, on the other hand, represents 
Satan's back in the process of numerous transductions from the shield to the 
book in a backpack, and it is a virtual Satan in the process of change from the 
warrior to the reader, from a fixed entity to an unpredictable personality. In the 
process of transductions, Satan appropriates the features of a Renaissance 
explorer and scientist, just as much as Galileo appropriated Satanic features due 
to his "heretical" views, observations, and publications. He also appropriates the 
features of a Renaissance reader, the explorer driven by an inquisitive mind 
toward a redefinition of the universe and his own identity. By representing a 
virtual Satan, Milton submits to reassessment not only Satan's character but 
also the science, the technology, and the reader. All these entities were being 
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made anew in an act of exploration. Of course, Milton is not afraid of facing 
those changes but he represents them intentionally in their "back parts". 
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VIRTUALNOST U DOBA RENESANSE I ĐAVOLJA LEĐA 
 

 Virtualnost je ostala nezapažena u studijima Renesanse unatoč, i vjero-
jatno zbog, razvoja tehnologije koja omoguduje pristup virtualnoj stvarnosti s 
najvedim potencijalom u vojnoj obuci, igricama, ili teledildonici. U slučajevima 
kad ipak privuče pažnju istraživača, virtualnost uglavnom poprima negativne 
konotacije iz suvremene filozofije i kulture te se povezuje s nestvarnim, simula-
cijom, vizualnom obmanom, kopijom ili "lažnom aproksimacijom".  Zato uopde 
ne dudi što se u suvremenim i renesansnim studijima Sotona pojavljuje kao tvo-
rac virtualnosti. No ipak, virtualnost se ne smije brkati s vizualnim ili aktuali-
ziranim oblicima koje proizvodi. Virtualnost je snažan impuls koji se primjeduje u 
transdukcijama stvari iz jednog medijuma u drugi, poput zvuka u arhitektonske 
građevine ili vidljive oblike, a renesansna kultura vrvi takvim transdukcijama. 
Jedna veoma važna transdukcija se dogodila u sferi lingvistike i jezika koji je ved 
prošao kroz transdukciju iz govornog u pismeni ali je ponovno virtualiziran u 
tiskani oblik. Ono što su Bill Gates i ostali napravili da bi virtualizirali pojedinca i 
društvo našeg vremena jedan drugi Bill, William Caxton, je učinio za Englesku 
potkraj 15. stoljeda. Masovna produkcija knjiga je potaknula transdukcionalne 
aktivnosti kao što su prevođenje, čitanje, i interpretacija te tako stvorila nove 
virtualne prostore i društva izvan postojedih monopola znanja. U tim virtualnim 
sredinama pojavio se novi oblik zajedničke inteligencije kojoj nije bio zadatak 
očuvati znanje kao fiksnu cjelinu nego podvrgnuti sve istraživanju. Proroka kao 
začetnika virtualnih svjetova zamijenio je istraživač. Na isti način, Miltonov 
Sotona u Izgubljenom raju, kao začetnik i istraživač virtualnih svjetova, i sam 
prestaje biti fiksni lik. 
 
 Ključne riječi: Renesansa, virtualni prostori, tiskara, Milton, Izgubljeni raj. 
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Abstract: The Renaissance, besides reviving and adapting classical texts, also saw the 

revival and adaptation of many classic and medieval legends. One such legend which 

may have attracted the attention of William Shakespeare is ―The Legend of Saint 

Vladimir of Dioclea.‖ As 2016 marks the millennium anniversary of the martyrdom of 

the patron saint of Montenegro, Saint Vladimir, and simultaneously the 400
th

 anniversary 

of the death of William Shakespeare, this paper wishes to suggest the possibility that 

―The Legend‖ may be the elusive source for the main plot of The Tempest, and the source 

for the ghost of Banquo in Macbeth. This paper has the space to focus on only one aspect 

of the many parallels between ―The Legend‖ and Shakespeare‘s two plays and thus it will 

concentrate on the revival and rebirth of the character of Vladimir of Dioclea, the patron 

saint of Montenegro, in the characters of Miranda and Ferdinand from The Tempest and 

Banquo from Macbeth. 

 

Key Words: Shakespeare, ―The Legend of Saint Vladimir of Dioclea,‖ The 

Tempest, Macbeth, Banquo, Miranda, Ferdinand. 

 
 

The Renaissance is generally perceived as the period which saw the 
reintroduction and revival of classical texts. This revival included not only the 
translation of classical texts, making them available to contemporary audiences, 
but also the appropriation of elements such as plots, characters and ideas from 
these texts. William Shakespeare appears to have been no different from the 
majority of authors in fifteenth and sixteenth-century England: he, too, was 
greatly influenced by the trends of the time in the composition of his plays. For 
some plays, scholars have been able to trace the original sources of 
Shakespeare’s inspiration and to trace the ways in which he reshaped, 
appropriated and assimilated those ideas, turning them into something 
completely new and unique. However, there are still elements in his plays that 
have not been identified to the satisfaction of scholars, such as the source for 
the main plot in The Tempest and the role of the Ghost of Banquo in Macbeth. 
In the absence of any clear sources in such cases, scholars have tended to 
attribute them either to Shakespeare’s originality or to suggest possible indirect 
sources. 



22 FOLIA LINGUISTICA ET LITTERARIA: 

 

 

This paper wishes to suggest that the main plot of The Tempest and the 
Ghost of Banquo are not Shakespeare’s original creations; on the contrary, like 
with all of Shakespeare’s borrowings, the originality lies not in the elements 
themselves but in Shakespeare’s adaptation and appropriation of them. The 
intertextual correlations between the particular elements in question and the 
eleventh-century hagiography of Saint Vladimir of Dioclea (or Zeta) as depicted 
in “The Legend of Vladimir of Dioclea” suggest that “The Legend” may be the 
elusive source, for it simultaneously contains a plot which parallels the main 
plot of The Tempest and contains the murder and appearance of a ghost whose 
function not only parallels that of Banquo but also offers a new interpretation of 
his relatively unclear role in Macbeth. This paper, however, has the space to 
focus only on one aspect of the many parallels between “The Legend” and 
Shakespeare’s two plays and thus it will concentrate on the revival and rebirth 
of the character of Vladimir of Dioclea, the patron saint of Montenegro, in the 
characters of Miranda and Ferdinand from The Tempest and Banquo from 
Macbeth. 

The possible relationship between “The Legend” and Shakespeare was 
introduced into Shakespearean scholarship by the Belgian Byzantologist, Henri 
Gregoire. In the course of his historical research, Gregoire observed the 
similarities between Mauro Orbini’s version of “The Legend” as published in The 
Kingdom of Slavs in 1601 and The Tempest. Gregoire’s article only attracted the 
notice of Shakespearean scholars when the English translation, “The Bulgarian 
Origins of The Tempest of Shakespeare,” appeared in print in 1940.1 The claims 
made by Gregoire were primarily dismissed by Frank Kermode as being unlikely 
(Kermode lxvi), and the majority of scholars, including those from the former 
Yugoslavia, followed suit, simply acknowledging awareness of Gregoire and 
concurring with Kermode’s opinion without independently investigating the 
possible relations between the texts. 

In his article, Gregoire claims that “The Legend,” published for the first 
time in Italian in Mauro Orbini’s 1601 Kingdom of Slavs, is the direct source for 
an unknown text which was subsequently the source of not only Shakespeare’s 
Tempest but also of its most frequently cited analogues, Chapter Four of 
Antonio de Eslava’s Noches de invierno and Jakob Ayrer’s Die schöne Sidea. All 
of these texts were believed to have been composed and performed or 
published within a ten-year period from 1601-1611, however, their relationship 
to one another is still an issue of contention amongst scholars.2 To account for 

                                                 
1
 The original article was published in French in 1935. Gregoire, Henri. “Source de la Tempete de 

Shakespeare.” Comptes-rendus des séances de l'Académie des Inscriptions et Belles-Lettres, 79e 
année, N. 1, 1935. pp. 66-67. 
2
 For further discussion on the relationship between The Tempest and its analogues, see 

Nosworthy, Smith, Newell, Cohn, Vaughan and Vaughan, Bullough, Becker. 
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the popularity of the multiple analogues across Europe in a relatively short time 
span, Gregoire believed that the most likely source was a publication 
contemporary to Shakespeare, Ayrer and Eslava. 

Mauro Orbini, however, is not accredited as the author of “The Legend;” 
he attributes authorship to the Priest of Dioclea, whose version of “The Legend” 
can be found in Chapter Thirty-Six of The Chronicles of the Priest of Dioclea, a 
medieval manuscript written in Latin. The Priest, in turn, attributes his version 
to a vita or saint’s life of Vladimir, which must have existed at the time but is 
unknown to scholars today, for he refers his readers to it for more information 
(Priest of Dioclea 85). Orbini only translated the tale into Italian. However, there 
are discrepancies between the Italian and Latin versions of “The Legend,” 
leading to much controversy as to what manuscript Orbini used as his source 
(Bujan 25). Most scholars are of the opinion that Orbini's relatively poor Italian 
language skills affected his translation and led to these discrepancies (Pantid 5). 
The narrative structure, however, is not affected by the translation, remaining 
the same in both versions. The discrepancies primarily have a bearing on stylistic 
presentation of “The Legend” and characterisation. 

“The Legend of Vladimir of Dioclea” is essentially a hagiography, 
depicting the life and martyrdom of Vladimir of Dioclea, who was a ruler-saint at 
the turn of the eleventh century in today’s Montenegro. “The Legend” consists 
of two distinct episodes. The structure of the first episode coincides with the 
structure of the main plot of The Tempest, and there are striking resemblances 
between the characterisation of Vladimir in “The Legend” and Miranda and 
Ferdinand in The Tempest. The first episode portrays the rule of Vladimir, his 
self-imposed exile, his subsequent surrender to and imprisonment by the 
Bulgarian Emperor Samuel, his liberation through Samuel’s daughter, Cossara 
and their marriage.  

In a similar manner, the second episode, which depicts the martyrdom 
of Vladimir, has strong parallels, both structurally and symbolically, to 
Shakespeare’s Macbeth. If one substitutes the name Macbeth for Vladislav and 
Banquo for Vladimir, the Macbeth-Banquo dynamic as presented by 
Shakespeare is replayed in its entirety, including the appearance of Banquo’s 
ghost. The ghost of course is not present in Shakespeare’s main source for 
Macbeth, Holinshed’s Chronicles: Banquo disappears from the narrative after his 
death. “The Legend” depicts how Vladimir is betrayed by the usurper Vladislav, 
who invites Vladimir to his court and sets an ambush on the way in order to 
avoid any personal connection to the murder. The ambush fails thanks to divine 
intervention, and when Vladimir arrives at Vladislav’s court, his arrival disrupts 
Vladislav’s meal and the latter immediately orders his execution. Supernatural 
events follow the death of Vladimir, striking fear in Vladislav. During a siege of 
one of Vladimir’s strongholds, Vladimir appears to Vladislav in the form of an 
avenging angel disrupting his meal. Vladislav expresses fear and terror at the 
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sight of Vladimir, claiming that Vladimir wishes to kill him. This reaction results 
in all the nobles fleeing from the camp in terror, and Vladislav is struck dead by 
the ghost of Vladimir. 

The correlation between the plot structure of “The Legend” and the 
respective plays by Shakespeare suggests more than a coincidence. The 
similarities are brought to the fore when one subjects “The Legend” and 
Shakespeare’s plays to a Barthesian structural analysis. Roland Barthes identifies 
cardinal functions or nuclei as the first level in the structure of a narrative. 
Cardinal functions “constitute real hinge-points of the narrative (or of a 
fragment of the narrative)” (Barthes 93). In order to be a cardinal function, it 
suffices that the “action to which it refers open (or continue, or close) an 
alternative that is of direct consequence for the subsequent development of the 
story, in short that it inaugurate or conclude an uncertainty” (Barthes 93-94). 
This would mean that any two tales with the same sequence of cardinal 
functions must be versions of the same tale. For example, Cinderella has a 
distinct narrative structure that is readily recognisable in texts and other media, 
despite possible variations in setting, gender, social and cultural context, etc. 
These potential variations are defined by Barthes as catalysers and indices: they 
are functions which change the discourse but do not alter the narrative 
structure (Barthes 94). Thus, if analyzed in Barthesian terms, the first episode of 
“The Legend” and the main plot of The Tempest share an identical sequence of 
cardinal functions. Furthermore, despite the tales having different catalysers 
and indices, the characterisation of Vladimir from the first episode of “The 
Legend” has been appropriated and maintained in the characters of Miranda 
and Ferdinand in The Tempest. The same claim can be made with respect to the 
relationship between the second episode of “The Legend” and the Banquo-
Macbeth dynamic in Macbeth, with the characterisation of Vladimir 
appropriated and maintained in the character of Banquo. 

Vladimir, the sole protagonist of “The Legend,” performs three distinct 
roles in the legend: the exiled prince, the imprisoned prince and the martyr. This 
clear-cut division of roles enables aspects of the character to be allocated to 
different characters in Shakespeare’s plays. For example, Miranda at the 
beginning of The Tempest is the exiled prince[ss] not only via deed but in 
characterisation as well; Ferdinand is the imprisoned prince in word and deed, 
and Banquo is the martyr who will return as a ghost. 
 At the beginning of “The Legend,” Vladimir is forced to flee to safety 
with his people before the Bulgarian onslaught led by Emperor Samuel. They 
find refuge on Oblik Mountain, where venomous snakes start killing off his 
people and livestock. Vladimir, moved by the suffering and deaths of his people, 
prays to God, imploring Him to spare them. He is answered by a miracle: the 
snakes lose their venom and the legend claims that to the time of composition 
the snakes on Oblik can harm neither people nor livestock.  



Journal of Language and Literary Studies      25 

 

 

The Tempest also contains suffering, supplication and a miracle or 
“wonder.” The care and compassion Vladimir exhibits for the suffering of others 
is clearly expressed by Miranda in the opening lines of act 1 scene 2. Unable to 
bear witness any longer to the suffering on board the storm-tossed ship, she 
beseeches Prospero: “If by your art, my dearest father, you have / Put the wild 
waters in this roar, allay them” (1.2.1-2). This supplication by Miranda on behalf 
of the “*P+oor souls” who have no doubt perished (1.2.9) greatly parallels 
Vladimir’s supplication and prayers on behalf of his people on the serpent-
infested mountain. Both of them are rewarded: Miranda with the news that “No 
harm” (1.2.15) has come to anyone, and Vladimir with the removal of venom 
and the knowledge that no harm shall come to his people in future.  

The reality of the storm is, of course, in direct contradiction to what 
Miranda, the characters on the storm-tossed boat and the audience experience 
in act 1 scene 1. All believe that the tempest is real and that chances of survival 
are minimal. The storm can thus be interpreted as a miracle. In order to enforce 
the point, Shakespeare later has Gonzalo, the Neapolitan adviser to Alonso, the 
King of Naples, say: “... our garments are now as fresh as / when we put them 
on first in Africa, at the marriage of / the King's fair daughter Claribel to the King 
of Tunis” (2.1.70-2). This sense of wonder is further compounded at the end of 
the play by all those who were caught in the tempest when they realise that the 
ship, crew and passengers are all safe and sound.  

Indeed, this wonder or miracle is not a cardinal function of either tale; it 
is rather an index that adds depth to the characterisation of Vladimir, showing 
him to be extremely pious, compassionate, and more concerned for the safety 
of others than for himself as well as being privy to the grace of God in that his 
supplications will be heard. All of these characteristics are also shared by 
Miranda, who, although of a different gender, nevertheless performs the same 
role at the beginning of the narrative as Vladimir does: that of the exiled 
offspring and can be seen as Vladimir’s counterpart. Miranda was exiled along 
with her father when he was usurped and is clearly the exiled offspring. 
Vladimir, on the other hand, is the exiled prince, having chosen exile in order to 
spare his people suffering and death at the hands of the Bulgarian conqueror. 
Vladimir is also, within the context of the saint’s life, the child of God, and God 
thus plays the same role at the outset of the narrative as Prospero does. Both 
Prospero and God are the highest authorities in the two narratives, capable of 
controlling the elements, the tempest and the venomous serpents respectively.3  

Both narratives then proceed to introduce new characters and these are 
the usurpers’ respective offspring: Cossara, the Bulgarian emperor’s daughter, 
and Ferdinand, the King of Naples’ son. The offspring are once again of different 

                                                 
3
 There are many more similarities between Prospero and the almighty God of “The Legend,” 

however, this subject exceeds the topic of this paper and will be examined elsewhere. 
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gender, which is vital for the romantic component of the tale and for the 
reconciliatory ending. Namely, the father-daughter and the father-son pairings 
are Samuel-Cossara and God-Vladimir in “The Legend” and Prospero-Miranda 
and Alonso-Ferdinand in The Tempest. The father-daughter pairings represent 
the authority in the particular setting, which is Prospero as lord of the island in 
The Tempest and Samuel as the Bulgarian emperor in medieval Montenegro. By 
extension, the father-son pairings are those who stand in opposition to the 
authority, with the son being the means for revenge and ending up as the tool 
of reconciliation. From the introduction of these characters, there is a clear 
switch of character function in The Tempest. At the point where Cossara is 
introduced in the “Legend” and becomes functional, Ferdinand is introduced 
into his narrative. He then assumes the role of the captive prince and the love 
interest of Miranda. From this point forward, the role Ferdinand plays 
corresponds to that of Vladimir, and Miranda plays not only the same role as 
Cossara but is also characterised in the same manner for the remainder of the 
romance. 

Both narratives progress with the imprisonment of the prince and in 
both narratives, the young princes are lured into captivity through deception. 
Vladimir surrenders personally to Emperor Samuel on the condition that no 
harm will come to his people. He is subsequently imprisoned by Samuel, who 
puts him in chains in a dungeon in Prespa. Ferdinand, too, is enticed to where 
Prospero is waiting for him by the song Ariel sings. Upon reaching Prospero, 
Ferdinand is imprisoned and set to hard labour–which in the case of the island is 
bearing logs. However, both Vladimir and Ferdinand approach their respective 
incarceration with great forbearance: Vladimir spends the time praying and 
fasting, undergoing a test of physical and spiritual endurance. Ferdinand also 
endures his hard labour and is quite content to be the “patient log-man” 
(3.1.84) because of his love for Miranda. Both men are subsequently liberated 
by the love of their captor’s daughter.  

This love is not, however, an ordinary love, but one explicitly inspired by 
supernatural forces, be they divine or the results of enchantment. The Priest of 
Dioclea states that Cossara was moved and inspired by the Holy Spirit to visit 
the prisoners in the dungeons to wash their heads and feet. There she sees 
Vladimir, and  

 
seeing the beautiful external appearance, his humility, kindness and 
meekness, and that he was full of knowledge and the wisdom of God, 
she stopped to converse with him. To her his speech was sweeter than 
honey and honeycomb. She fell in love with him not out of lust, but 
because she pitied his youth and beauty, and because she had heard 
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that he was a king and of royal origins. (Priest of Dioclea 80 – my 
translation)4  
 

Indeed, the effect of Ferdinand on Miranda is characterised in much the same 
way by Shakespeare when the young couple first meets. Miranda is enchanted 
by Ferdinand: “I might call him / A thing divine, for nothing natural / I ever saw 
so noble” (1.2.418-19) and “This / Is the third man that e'er I saw, the first / That 
e'er I sighed for. Pity move my father / To be inclined my way” (1.2. 445-8). 
Miranda even beseeches her father not to be so cruel towards Ferdinand, for 
“There's nothing ill can dwell in such a temple. / If the ill spirit have so fair a 
house, / Good things will strive to dwell with't” (1.2.458-60). Her supplication is 
apparently unsuccessful, but she will counter her father’s cruelty by striving to 
alleviate Ferdinand’s suffering.  

In a similar way, Cossara is resolved to free the young king from chains 
as soon as she leaves the prison. She does this by presenting her father with an 
ultimatum:  

 
My father and lord, I know that you wish to marry me to someone as is 
customary. Now, however, if it pleases your eminence, you will either 
give me king Vladimir, whom you have enchained, for my husband, or 
know, I am prepared to die rather than take anyone else for my 
husband (Priest of Dioclea 80-81 – my translation).5  
 
Shakespeare also has Cossara’s counterpart deliver a proposal in the 

form of an ultimatum, however, this time it is not addressed to her father, but 
to Ferdinand:  

 

                                                 
4
 Inter haec cernens Vladimirum et videns quod esset pulcher in aspect, humilis, masuetus atque 

modestus et quod esset repletus sapientia et prudential domini, morata locuta est cum illo. 
Videbatur namque ei loquella illius dulcis super mel et favum. Igitur non causa libidinis, sed quia 
condoluit iuventuti et pulchritudini illius, et quoniam audiret eum esse regem et ex regali prosapia 
ortum, dilexit eum et salutato eo recessit.”/ „Međutim opazi Vladimira i vidjevši da je lijepe 
vanjštine, ponizan, blag i skroman i da je pun znanja i mudrosti gospodnje, zadrži se u razgovoru s 
njim. Njoj se naime učini njegov govor slađim od meda i sada. Zavoli ga dakle ne iz strasti, ved zato, 
što joj se sažalila njegova mladost i ljepota, i jer bijaše čula, da je on kralj i da je porijeklom iz 
kraljevske loze.“ (Priest of Dioclea 80) 
5
 “Volens post haec a vinculis liberare eum, accessit ad imperatorem et prostrate pedibus illius 

taliter locuta est: ‘Mi pater et domine, scio quia daturus es mihi virum sicuti moris est. Nunc ergo, 
si tuae placet magnitudini, aut des mihi virum Vladimirum regem, quem tenes in vinculis, aut 
scias, me prius morituram, quam alium accipiam virum.’” / “Nakon toga htjede da ga oslobodi 
ropstva pa priđe caru i bacivši se pred njegove noge, tako govoraše: ‘Oče moj i gospodaru, znam 
da imaš namjeru da me udaš kako je to običaj. Sada pak, ako je po volji tvojem veličanstvu, ili deš 
mi dati za muža kralja Vladimira, koga držiš u okovima, ili znaj, da sam spremna radije umrijeti, 
nego li uzeti koga drugog muža.’” (Priest of Dioclea 80-81). 
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I am your wife, if you will marry me;  
If not, I'll die your maid. To be your fellow  
You may deny me, but I'll be your servant  
Whether you will or no” (3.1.83-86).  
 
Critics usually interpret Miranda and Ferdinand’s declarations of love as 

examples of love at first sight, yet in “The Legend,” like in The Tempest, the love 
of the young couples is initiated by a supernatural force. In The Tempest, it is 
Prospero’s will that the prince of Naples and the rightful heir to Milan be united 
in matrimony, thus restoring Miranda to her rightful place. Prospero sets his 
spirit helper, Ariel, to work to bring Ferdinand before him and to influence the 
sensibilities of both Miranda and Ferdinand. Prospero’s approbation and 
promises to set Ariel free for his role in having things develop in accordance 
with his plans brings this to the fore. However, the supernatural aid to love 
appears to be only what inspires the initial meeting; their love seems to develop 
according to natural inclinations and to the noble natures of both Miranda and 
Ferdinand and Vladimir and Cossara respectively.  

Vladimir and Cossara’s marriage is performed as soon as Vladimir is 
washed and regally arrayed, with the Priest of Dioclea stressing that “king 
Vladimir lived with his wife Cossara in complete holiness and chastity, loving 
God and serving him day and night; he ruled the people entrusted to him in a 
God-fearing and just manner” (Priest of Dioclea 81 – my translation).6 This 
explicit reference to chastity is also found in The Tempest, when Prospero finds 
it necessary to stress the need for and the importance of chastity before 
marriage. He threatens Ferdinand with the possible repercussions of giving in to 
lust: 

 
But  
If thou dost break her virgin-knot before  
All sanctimonious ceremonies may  
With full and holy rite be ministered,  
No sweet aspersion shall the heavens let fall  
To make this contract grow; but barren hate,  
Sour-eyed disdain and discord shall bestrew  
The union of your bed with weeds so loathly  
That you shall hate it both. (4.1.14-22) 

                                                 
6
 Vladimirus itaque rex vivebat cum uxore sua Cossara in omni sanctitate et castitate, diligens 

deum et serviens illi nocte ac die; regebatque populum sibi commissum cum timore dei et iustitia. 
/ I tako je kralj Vladimir živio sa svojom ženom Kosarom u punoj svetosti i čistodi, ljubedi Boga i 
služedi mu nodu i danju; upravljaše povjerenim mu narodom u strahu božjem i po pravdi.” (Priest 
of Dioclea 81) 
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The above analysis, to no extent exhaustive, has illustrated that there are many 
parallels between the first episode of “The Legend” and the main plot of The 
Tempest. These parallels extend not only to the narrative structure itself, but 
also to the characters of Miranda and Ferdinand, whose characterisation and 
deeds very closely follow the characterisation and actions of Vladimir, the 
protagonist of “The Legend.” The affinity between Vladimir and Miranda in the 
first scene of The Tempest and Vladimir and Ferdinand in the remainder of the 
play suggests that Shakespeare may have known “The Legend” in some form. 
This comes to the fore when one sees the same types of parallels between the 
second episode of “The Legend” and Shakespeare’s Macbeth, with 
Shakespeare’s Banquo playing a role and function very similar to Vladimir. 

The characterisation of Banquo differs greatly from the historical 
Banquo in Holinshed’s Chronicles, which, for the greater part, served as 
Shakespeare’s source for Macbeth. The major discrepancies between 
Holinshed’s Macbeth and Shakespeare’s concern Banquo, who was an 
accomplice to the murder of the historical king Duncan. In the composition of 
his play, Shakespeare could not have presented King James I’s forefather as an 
accomplice to regicide and had to find another way to feature him without this 
taint upon the character. By making Banquo into a man who exhibits fierce 
loyalty to his liege and has strong religious convictions, Shakespeare extends his 
presence in the narrative, having him return three times in ghostly form.  

Shakespeare may have taken his cue from “The Legend of Vladimir of 
Dioclea,” where Vladimir returns after his death as an instrument of divine 
retribution. The apparition of Banquo’s Ghost during the banquet and finally in 
the Show of Kings in act 4 parallels structurally and symbolically the role and 
function of Vladimir, suggesting Banquo as a similar instrument of divine 
retribution. At the beginning of the play, the Weird Sisters prophesy that 
Banquo will father kings, even though he will be none. His demise in act 3 scene 
3 cuts the prophecy short, requiring a posthumous appearance because it is “a 
dramatic truism that a prophecy voiced on the stage must be fulfilled in the 
play” (Williams 15). Moreover, by presenting Banquo’s ghost in the Show of 
Kings with the “last with a glass in his hand” (4.1.), Shakespeare not only 
presents Banquo as the forefather of the Scottish ruler, but he also suggests 
that this is justice, setting up Banquo as the protector and patron saint of 
Scotland, in the same way the second episode of “The Legend” sets Vladimir up 
as the protector and patron saint of Montenegro. 

The similarities between the second episode of “The Legend” and the 
plot of Macbeth with respect to the Macbeth-Banquo dynamic are more than 
uncanny. Macbeth can be divided up into two separate “legends”—the legend 
of Macbeth and the legend of Banquo (Williams 17), with the latter being 
Shakespeare’s creation and not strictly necessary to tell the story of Macbeth 
and Malcolm. Moreover, the second episode of “The Legend” only coincides 
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with the Macbeth-Banquo dynamic insofar as it concerns their interpersonal 
relationship and Scotland. The second episode starts with the murder of 
Emperor Samuel’s heir, Gabriel, at the hands of his cousin Vladislav, which 
corresponds to the murder of Duncan by his cousin Macbeth. Having killed their 
sovereigns, both Macbeth and Vladislav identify the men they deem most 
dangerous to their respective rules, which are Banquo and Vladimir respectively. 
The two rulers then proceed to lure their future victims to their courts through 
invitations, setting ambushes on the way. Vladislav’s ambush is initially 
thwarted by the appearance of angels protecting Vladimir, frightening the 
ambushers into flight,7 and briefly postponing Vladimir’s death, whereas 
Macbeth’s ambush is only partially successful, resulting in the immediate death 
of Banquo, but the escape of Fleance. When Vladimir arrives at Vladislav’s court, 
Vladislav is having lunch and he is so enraged to see him alive that he orders his 
immediate beheading, violating, just like Macbeth does, the right of a guest to 
the protection of his host. Another important aspect of these parallel sequences 
is that neither Macbeth nor Vladislav wield the murder weapon, but have others 
execute their rivals, as opposed to the murders of their sovereigns.  

Yet, in neither text does the sovereign return in ghostly form to haunt 
his respective murderer. The ghosts of Vladimir and Banquo reappear to their 
“murderers” and instil terror and fear in Vladislav and Macbeth respectively. 
What is more significant is that both ghosts appear at feasts: Vladimir appears 
to Vladislav whilst the latter is dining in his tent during the siege of Dyrrachium, 
which was one of Vladimir’s strongholds. Vladislav is the only one who sees 
Vladimir and he cries out to his guards to protect him for Vladimir wishes to kill 
him. This has the nobles running helter-skelter, fleeing and burning their camp, 
much like the nobles abruptly leave Macbeth’s banquet, visibly disturbed by 
their sovereign’s behaviour. Vladislav is then struck dead whilst dining, which 
the Priest of Dioclea and Orbini find to be a fitting end to the man who ordered 
the murder of Vladimir whilst at table himself (Priest of Dioclea 84-85; Orbini 
289). Banquo similarly appears twice in the banquet scene, and completely 
unmans Macbeth. As if paralleling the pattern set in “The Legend,” Banquo is 
only visible to the audience and Macbeth, but not visible to any other character 
on stage. This opens the same interpretative possibilities for both texts—
whether the ghosts of Banquo and Vladimir are mere hallucinations, 
embodiments of guilty consciences, actual ghosts or, as “The Legend” would 
suggest, instruments of divine retribution. 

                                                 
7
 It is interesting to note, that although this element is not present in Macbeth, it is in The 

Tempest. Ariel is the spirit who thwarts Sebastian and Antonio’s plans to kill Alonso and Gonzalo 
whilst they are sleeping, and he also appears to the “three men of sin” in the form of the 
mythological/supernatural harpy, rendering them senseless. 
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One may argue that Macbeth does not physically die as a result of the 
appearance of Banquo’s ghost, but his humanity does. From this point forward, 
Macbeth, the man whose conscience earlier in the play argued against 
murdering his king, is dead. Instead of repenting for the evil deeds committed 
thus far, which would ultimately be the purpose of the appearance of the Ghost 
of Banquo, he sees his position as being “in blood / stepped in so far that should 
I wade no more, / Returning were as tedious as go o’er” (3.4.136-8). His own 
jitteriness is interpreted as “My strange and self-abuse / Is the initiate fear that 
wants hard use; / We are yet but young in deed” (3.4.142-4). Therefore, he 
precipitates his own end by choosing not to seek atonement for his evil deeds. 
On the contrary, he irrevocably damns his soul by voluntarily trafficking with the 
devil, seeking further knowledge about his future and killing women and 
children. This is the death of Macbeth the man and the birth of Macbeth the 
monster. Moreover, Macbeth’s qualms with respect to what he has done only 
parallel Vladislav’s immediately following the execution of Vladimir when the 
supernatural events start occurring. Vladislav starts repenting out of fear (or so 
the Priest of Dioclea wishes to relate to the reader). This is not, however, true 
penitence. As soon as he orders the removal of Vladimir’s body to Cossara’s 
choice of resting place, he regains his manliness and courage and thinks no 
more of repenting, but proceeds with his army to besiege Dyrrachium, which 
was the late Vladimir’s stronghold. It is a striking resemblance that both 
Vladislav and Macbeth are tortured by ghosts, and that neither of them truly 
repents even after such a warning. Quite to the contrary, both of them become 
worse. 

As the resemblances discussed thus far suggest a very close relationship 
both structurally and symbolically between the second episode of “The Legend” 
and Macbeth, the application of aspects of Vladimir to Banquo may offer insight 
into the full role of Banquo’s ghost. Firstly, as “The Legend” is a hagiography, 
then Vladimir’s return as a ghost cannot be for the purposes of personal 
vengeance. A saint cannot be vengeful, for the Bible strictly states that 
vengeance is the Lord’s. He can therefore only be seen as a tool for divine 
retribution, as is the case with the ghost of Banquo. When Banquo appears as a 
ghost, there is essentially nothing threatening or vengeful about him. He just 
sits in his seat and shakes his gory locks at Macbeth, in a gesture which is very 
reminiscent of an expression of deep disappointment. One has the distinct 
impression that both apparitions have the purpose to bring the erring rulers 
back onto the right path through repentance. The choice both rulers make to 
forge ahead in their misdeeds is an illustration of their own free will. 

Secondly, another quality of a saint is that he must protect others and 
this is another striking resemblance between the two ghosts: both of them 
perform the functions of protectors of their realms. Vladimir, by “slaying” 
Vladislav, breaks the siege of Dyrrachium and thus saves his people a third time 
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within “The Legend.” Although Banquo does not directly protect Scotland 
through any deeds, the implication is still present in the text. When he returns 
in the Show of Kings with his descendants, eight kings and the last holding a 
glass in which can be seen many more, such as King James I and his sons in the 
audience, the implication is that Scotland does not rightfully belong to the 
usurper Macbeth nor to Malcolm, who is hailed as king at the end of the play. 
Neither Macbeth nor Malcolm is given a coronation on stage. Indeed, the image 
of Banquo pointing to the eight kings as his descendants is what overshadows 
the ending of the play, suggesting that Banquo’s descendants are the true rulers 
of Scotland, thus making Banquo the protector of the realm. The audience 
knows that it will, like all the other prophecies in the play, be so, but the 
question of when and how is left hovering in the air. 

Shakespeare thus removes all the negative attributes from the historical 
Banquo and presents a brave and noble character, abundant in spirituality, as is 
evidenced from his speech and deeds. Although promised greatness and 
happiness just like Macbeth is, Banquo understands the danger inherent in the 
prophecies, which is damnation of the soul, for the “instruments of darkness tell 
us truths... to betray’s in deepest consequence” (1.3.122-5). He uses his free will 
and calls upon God to help him resist temptation when he is at rest and like 
Vladimir he is rewarded for his faith in God through eternal rewards: in 
Vladimir’s case it is eternal life and heaven, for Banquo it is eternal life through 
his descendants, who will rule Scotland in succession from Robert II to his last 
direct descendant, Queen Anne, with his indirect descendants ruling to this day.  

The parallels between the “Legend of Vladimir of Dioclea” as presented 
by the Priest of Dioclea and Shakespeare’s two plays are too numerous to be 
disregarded as mere coincidences. The presence of certain elements from the 
second episode in The Tempest, and elements from the first episode in Macbeth 
also suggests that Shakespeare may have known the whole legend and adapted 
it to suit his own vision. “The Legend” thus represents a viable source for those 
elements of The Tempest and Macbeth which have thus far remained an enigma 
for Shakespearean source studies, for the existing parallels are present in 
structure, in characterisation and in theme. If the thesis presented in this paper 
is true, then one can speak of a true Renaissance: Shakespeare, having revived 
the figure of Saint Vladimir of Dioclea in the characters of Miranda, Ferdinand 
and Banquo, has ensured immortality not only for his characters, but Saint 
Vladimir as well. 
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TRAGOVI SVETOG VLADIMIRA U SHAKESPEAROVOJ OLUJI I MACBETHU. 
  
 Renesansa je pored obnove i adaptacije klasičnih djela dovela i do 
preporoda i adaptacije mnogih klasičnih i srednjovjekovnih legendi. Jedna od 
njih je i Legenda o Svetom Vladimiru Dukljanskom koja je vjerojatno privukla 
pozornost Williama Shakespearea. Kako se 2016. god. obilježavaju istovremeno 
tisudljetna obljetnica smrti sv. Vladimira, zaštitnika Crne Gore, i 400-ta obljetnica 
smrti Williama Shakespearea, ovaj rad pokazuje da je legenda mogudi izvor za 
glavnu radnju Oluje kao i za duha Banqua u Macbethu. Zbog ograničenja, rad de 
se usredotočiti samo na jedan aspekt mnogih preklapanja Legende i Shakespea-
reovih drama, i to na adaptaciju i pretvorbu lika Vladimira Dukljanskog u likove 
Mirande i Ferdinanda iz Oluje i Banqua iz Macbetha. 
 
 Ključne riječi:  Shakespeare, Sveti Vladimir Dukljanski, Oluja, Macbeth, 
Banquo, Miranda, Ferdinand. 
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Abstract: Renaissance, as every cultural re-birth, fed on re-appropriation and re-

interpretation of Classic culture. In this sense, one can argue that every Renaissance is 

also a translation, a re-appropriation of a cultural other that sparkles change in the 

domestic culture. 

The sonnet form was, by far, the most successful and productive poetic form in 

Renaissance Europe and Britain, while Petrarch was looked up to as the highest peak in 

this kind of production, imitated literally thousands of times. A closer look at the 

paradoxical history of Petrarch‘s fortune in England, though, brings up interesting 

questions about English Renaissance and the modes of textual acculturation in general. 

This paper endavours to explore the most salient points of this history and address some 

of these questions. What do translation choices reveal about the set of values of their 

translators, as compared to Petrarch‘s own, or to those of other Italian sonneteering 

schools (e.g. the Sicilian school)? What might have determined the birth and success of 

the particular metric form that came to be known as English sonnet? Lastly and most 

importantly, why did the sonnet form enter Britain so late and why was Petrarch so little 

read and translated, despite him being praised and imitated almost to paroxysm?  

 

Keywords: sonnet, Petrarch, translation, manipulation, English sonnet, Wyatt, Tottel, 

Sidney, Milton. 

 
 
 By the time Petrarch was composing his Rerum vulgarium fragmenta or 
Canzoniere, the sonnet had already been an established and successful mode of 
poetry for already about 130 years, even though its status was esteemed 
inferior to that of other, longer, poetic forms. Dante, for instance, in his De 
vulgari eloquentia claimed the superiority of the canzone over the sonnet, as it 
offers more argumentative possibilities. The brevity of sonnet poses serious 
limitations to the composer: it gives no room for elaborate arguments or dilated 
similes, everything has to be brought to life, consumed and concluded in the 
claustrophobic space of fourteen lines. But in its briefness, in the frank 
immediacy of the message to its reader, also lies the key to its enormous 
success in European literature. Petrarch was the poet who, more than anyone 
else before him, managed to perfect the sonnet form and exploit the great 
potential enclosed by such narrow constraints. He managed to articulate a deep 
inner dissidio, a variance, discordance between states of mind, in a continuous 
fluid movement of contrasting feelings and images, of gravità and dolcezza 
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(stateliness and sweetness). The sonnet, with its naturally dialectic structure 
and a shortness that quickly forces to some kind of synthesis, creates the 
perfect environment for the mise en scène of this kind of dual opposition. One 
of Petrarch's greatest achievements was his unique way of handling metaphors, 
again a technique imposed by the quantitative limits of the sonnet form. The 
modes of simile, typical of epic poetry, require several verses to be elaborated 
with elegance and to weave a deep and convincing relation between the two 
terms of comparison. Just for the sake of example, similes in the Divine Comedy 
can be very concise (as in Inferno V, 28-30)8, but can also range up to 12 (Inferno 
XXI, 7-18), even 24 verses, when the author needs to elaborate and invent some 
of the most complicated images in order to recreate the ineffable visions of 
heaven, as in Paradiso XIII, 1-24. Metaphor, on the other hand, does not need 
any mediation. “Passa la nave mia colma d'oblio” (189) is a perfect example of 
how directly metaphor can address the reader. From the very first word, which 
is a verb (“passes”), the metaphor is shown in action, without any preamble, 
and it is immediately identified with the poetic I through the possessive “mia” 
(“my”). Within the span of three words the reader has already been cast into 
the action and has already decoded the symbolic reference. Of course, this level 
of directness presupposes an equally high degree of intertextuality. The ship 
metaphor was a very old topos used to depict a person (or more often a nation, 
as in Dante's famous apostrophe to Italy in Purgatorio VI, 77) striving to govern 
their existence among difficulties.9 Similarly, the extremely simple clause “enfra 
Scilla et Caribdi” (between Scylla and Charybdis) does not require any 
explanation: the reader can immediately recall all the terror and sorrow that 
precede, accompany and follow Odysseus's “passage” between the two 
monsters. 
 The instability of the human psyche symbolized in his poetry, the 
interiorization of poetic discourse, as well as the immediacy of this usage of 
metaphors, were among the greatest innovations that Petrarch introduced in 
European literature. Petrarch achieved the highest reputation during his life, not 
only as a poet but also as a scholar and humanist. A reputation that never 
declined and, on the contrary, only grew stronger during the following 
centuries, both in Italy and in the rest of Europe. It can be safely stated that 
Petrarch grew to become the most influential and imitated modern poet 
between his own time and the nineteenth century. 

                                                 
8
“Io venni in luogo d'ogni luce muto, / che mugghia come fa mar per tempesta, / se da contrari 

venti è combattuto.” “I came into a place mute of all light, / Which bellows as the sea does in a 
tempest, / If by opposing winds 't is combated.” (Longfellow) 
9
Even though Petrarch claimed (perhaps out of spite) that he had never read the Divine Comedy, 

there are remarkable similarities in these (and other) verses. The first usage of this metaphor is 
probably by Archilochus (c.680-c.645 BC) in Fragment 105 West, also with political meaning. 
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 The very first, and quite isolated, trace of a Petrarchan sonnet in 
England is in Troilus and Criseyde. Chaucer has Troilus speak out his realization 
of his love for Criseyde through Petrarch's word in sonnet 132. Chaucer's 
translation is not in the sonnet form and, with three 7-line stanzas, is a lot 
longer than the original. His changes in the poem are quite significant: he is 
more concerned with universal and metaphysical (therefore Medieval) matters 
than he is interested in the conflicts of the inner life. We can read in this sense, 
for instance, the first line “If no love is” that questions the existence and nature 
of love rather than investigating Troilus's feelings, or “Alas! What is this wondre 
maladie!” a lot less introspective than “ch’i’medesmo non so quel ch’io mi 
voglio” (that I myself do not know what I want for myself). 
 After Chaucer, there is no trace of Petrarch's (or any other poet's) 
sonnets for about another century and a half. Only starting from the 1520s and 
30s the sonnet form begins to establish its popularity outside of Italy. The one 
poet who introduced the sonnet and Petrarch to England was Sir Thomas Wyatt. 
Wyatt translated a few poems from the Canzoniere and freely adapted some 
others, giving birth to a very fortunate sonnet tradition in Britain. The influence 
of his mediation can be clearly observed in his structural modifications of the 
sonnet. The most striking difference between the Italian and the English sonnet 
is in the final lines: while the Italian sonnet generally has ABBA ABBA in the 
octave and then closes with a sestet usually rhyming CDE CDE or CDC DCD, the 
English sonnet adds a third quatrain (ABBA ABBA CDDC in Wyatt’s version) and a 
closing couplet (GG).10 Michael Spiller proposes that the idea of a final couplet 
might have been suggested to Wyatt by the strambotto form (83), a short poem 
that was minor in Italy and that never had success in England but that, with its 
ABABAB CC structure, was extremely similar to Wyatt's sonnet. I would also like 
to propose another possible source for Wyatt's invention: the sonetto 
ritornellato (refrained sonnet). This was one of the many possible variants of the 
sonnet, with the simple addition of a final couplet after the standard fourteen 
lines, usually rhyming ABBA ABBA CDE DCE FF. This variant was not very 
common and was used more in the thirteenth century than after, but had been, 
at times, adopted by major poets, like Guido Cavalcanti. Moreover, it bears a 
closer resemblance to Wyatt’s sonnet than the strambotto does and it is, 
therefore, possible that Wyatt came into contact with this solution and decided 
to incorporate it within the regular fourteen lines. 
 Whatever the origin of Wyatt's modification, this was all but a minor 
invention. This structural change produces a shift of balance in the sonnet and 
paves the way for an epigrammatic conclusion. The adage was a very 

                                                 
10

 There are, of course, many possible variations to these schemes. The Italian sestet admits 
almost every combination, while the most common alternative in English is ABAB CDCD EFEF GG, 
used by Surrey and Shakespeare, or ABAB BCBC CDCD GG typical of Spenser. 
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fashionable device during the Renaissance, so much that some authors could 
use it as the sole mode of writing in some of their works. It will suffice to think 
of Montaigne in the sixteenth century, or Pascal and La Rochefoucauld in the 
seventeenth. This rhetorical device was a very useful one, as it could compress 
in one small sententia a multiplicity of meanings, a summa of wisdom often 
supported by classical or biblical authority. As Rosalie Colie puts it, it is 

 
a sub-literary small form intended to transfer culture and to 
communicate important values, more a literary “device” than a genre, 
and workable into any kind of literature an author might choose. This is 
the adage, the sententia, a quotation from an authoritative source 
(biblical, classical, proverbial) which sums up a mass of experience in 
one charged phrase, demonstrating the community of human 
experience—in short, the adage is literally a common place, a 
convergence point of consensus. (Colie 33) 

 
 By the time Thomas Dekker was active, this sub-genre was so common 
even in courtly conversation that he could satirically define the courtier as “he 
that talkes all Adage and Apothegme” (Spiller 88). Michael Spiller suggests that 
even Hamlet's “To be or not to be” soliloquy could be read as a sort of 
impersonal maxim (88). By opening the sonnet to an apothegmatic conclusion, 
Wyatt makes it more suitable to his own set of values, the values of a 
Renaissance courtier which can find a more valid outburst in the final couplet 
rather than in the sestet. 
 Every British sonneteer before Milton continued on the path traced by 
Wyatt, so that this form became, with very few exceptions, the standardized 
scheme for the English sonnet. When J.M. Berdan criticized Petrarch's sonnet 
140 saying, “this is a typical sonnet in Petrarch's conceited manner, a metaphor 
ridden to death for the purpose of closing with an epigram *…+ It is a purely 
intellectual concept worked out like a puzzle” (Thomspn 171), he most likely had 
in mind Wyatt's version. Despite the fact that sonnet 140 actually closes with an 
aphorism, this is in fact one of the very few instances in which Petrarch adopts 
this pattern. Whatever Berdan's judgement, the significant fact here is that he 
judged as typical of Petrarch something that was really more common of 
Petrarch's translators and imitators in England. This example should give a faint 
idea of how deeply translations can manipulate and construct literary identities. 
As Lefevere pointed out, 

 
translations are not made in a vacuum. Translators function in a given 
culture at a given time. The way they understand themselves and their 
culture is one of the factors that may influence the way in which they 
translate. (Lefevere 14) 
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 Translation are not facts isolated from their cultural context and 
independent from the personal ideology of the translator, nor are they mere 
transpositions between different but equivalent codes. A translation is a 
rewriting that will occupy a new place in the cultural system in which it is re-
produced, dynamically modifying the system itself and the way that system 
perceives it. This is even more evident in cases like Wyatt's, where the translator 
is (successfully) pioneering a new genre in the target culture, making new use of 
a literary tradition that had been used for three centuries in the source culture 
and translating an author who lived and wrote 150 years before him. Whenever 
Wyatt makes a translation choice – and this also includes structural choices such 
as the very successful rhyme pattern that he established in England – he is 
making a manipulation. The term manipulation, of course, should not be taken 
in its negative sense, as it is an idea implied in every translation and in every re-
writing. It is a re-shaping of the source material that can actually produce – and 
most often does so – an innovating movement in the target culture. 
 Some of Wyatt's fundamental ideas can be observed in his translation of 
sonnet 134. One immediately notices a kind of generalization that is typical of 
Wyatt. While in Petrarch it is clear that the vortex of contrasting metaphors is 
generated by Love, in Wyatt there is no mention to love whatsoever, with the 
only (almost careless) exception of line 11. The second stanza has no subject 
and “Amore” who is the agent that frustrates the Petrarchan narrator, is 
significantly left out from the translation. Wyatt understood the sonnet in terms 
of power relationships within the courtly system. The tension animating his 
poems is rather social than personal or metaphysical. In this he is in a parallel 
situation to the poets of the Sicilian school, who invented and conceived the 
sonnet inside the court mechanism. In Wyatt's translations, the circumstances 
of the sonnet are typically erased or mitigated, so the sonnet opens to other 
possible interpretations.11 The “can I not arise” of line 3 does not parallel the 
symmetrical opposition of “giaccio in terra” (I lie on the ground) and “volo sopra 
il cielo” (I fly above the sky), but suggests very effectively a frustration and fear 
for social paralysis. In Petrarch, the rhythm of the sonnet is as pressing as it is 
simple. Unusually enough, he chose an alternate rhymes scheme (ABAB ABAB 
and the simple CDE CDE for the sestet) with evident caesurae and strong binary 
contrast between the terms of opposition. It is a simply structured but very 
compelling and vertiginous list of paradoxes that is resolved in a spontaneous 
and liberating closure: “in questo stato son, donna per voi” (in this condition, 
woman, I am because of you). Wyatt manages to render the rhythm only at 
times but then chooses not to emerge in the final line and to continue the 

                                                 
11

 A paradigmatic case is Wyatt's translation of sonnet 98, a completely occasional poem that 
generally goes unnoticed in the Canzoniere. He entirely removed the circumstantial references and 
generalized its meaning, so as to articulate his own anxieties and values. See Appendix. 
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paradoxical game with an oxymoron that, at the same time, has the function of 
cancelling the reference to/apparition of the lover figure. A few key translating 
choices lead to a considerably different result and testify the poet's ideology. 
 

Pace non trovo, et non ò da far guerra; 
e temo, et spero; et ardo, et son un ghiaccio; 
et volo sopra ’l cielo, et giaccio in terra; 
et nulla stringo, et tutto ’l mondo abbraccio. 
 

Tal m’à in pregion, che non m’apre né serra, 
né per suo mi riten né scioglie il laccio; 
et non m’ancide Amore, et non mi sferra, 
né mi vuol vivo, né mi trae d’impaccio. 
 

Veggio senza occhi, et non ò lingua et grido; 
et bramo di perir, et cheggio aita; 
et ò in odio me stesso, et amo altrui. 
 

Pascomi di dolor, piangendo rido; 
egualmente mi spiace morte et vita: 
in questo stato son, donna, per voi. 

 

--- 
 

I find no peace, and all my war is done; 
I fear and hope, I burn, and freeze like ice; 
I fly aloft, yet can I not arise; 
And nought I have, and all the world I seize on 
 
That locks nor loseth, holdeth me in prison, 
And holds me not, yet can I scape no wise: 
Nor lets me live, nor die, at my devise, 
And yet of death it giveth me occasion. 
 
Without eye I see; without tongue I plain: 
I wish to perish, yet I ask for health; 
I love another, and thus I hate myself; 
I feed me in sorrow, and laugh in all my pain. 

 
Lo, thus displeaseth me both death and life, 
And my delight is causer of this strife. 
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 Another crucial matter in manipulating texts can be the editorial 
intervention on the manuscript. Some notorious examples in our time are those 
of Ezra Pound's massive cuts to The Waste Land, or the editorial cuts in 
Raymond Carver's short stories. All of these interventions consistently altered 
the original work of the author but also determined the shape in which it was 
presented to the readers and, very often, proved decisive for its success. 
Something similar must have happened to Wyatt's and Surrey's poems. Neither 
of them managed to publish their poems during their lives. Lyrical poetry was 
considered, at that time, as an occasional form of poetry and mostly circulated 
in manuscript form. Publishing sonnets was no easy task, as it required some 
kind of unifying element that could give coherence to a collection and justify its 
publication. Petrarch's Canzoniere and Shakespeare's Sonnets are good 
examples of how sonnets could be collected in an organic way. By contrast, it 
should be evident how a series of heterogeneous and scattered lyrics could 
hardly be eligible for publication, except as a dedication at the beginning or at 
the end of other volumes. It was only in 1557 that Richard Tottel collected and 
published sonnets by Wyatt, Surrey, himself, and others in a volume called 
Songes and Sonnets, but better known as Miscellany. It is not clear how heavy 
Tottel's intervention on the original manuscripts might have been, as almost 
none of them has survived. The only Wyatt's manuscript that we know, though, 
can give an idea of Tottel's method in arranging his work. 

 
Mille fïate, o dolce mia guerrera, 
per aver co’ begli occhi vostri pace 
v’aggio proferto il cor; mâ voi non piace 
mirar sí basso colla mente altera. 
 

Et se di lui fors’altra donna spera, 
vive in speranza debile et fallace: 
mio, perché sdegno ciò ch’a voi dispiace, 
esser non può già mai cosí com’era. 
 

Or s’io lo scaccio, et e’ non trova in voi 
ne l’exilio infelice alcun soccorso, 
né sa star sol, né gire ov’altri il chiama, 
 

poria smarrire il suo natural corso: 
che grave colpa fia d’ambeduo noi, 
et tanto piú de voi, quanto piú v’ama. 
(Petrarca 134) 
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How oft have I my dere & cruell foo 
with those your Iyes for to get peace and truyse 
profferd you myn hert but you do not use 
emong so high thinges to cast your mynde so lowe 
 
Yf any othre loke for it as ye trowe 
there vayn weke hope doeth greatly theim abuse 
and thus I disdain that that ye refuse 
it was ones mine it can no more be so 
 
Yf I then it chase nor it in you can fynde 
in this exile no manner of comfort 
nor lyve allone nor where he is called resort 
He may wander from his naturall kynd 
 
so shall it be great hurt unto us twayn 
and yours the loss and myn the dedly pain 
(Egerton MS) 

 

 
The lover prayeth his offred hart to be received. 
How oft have I, my deare and cruell fo: 
With my great pain to get some peace or truce, 
Geven you my hart? but you do not use, 
In so hie thinges, to cast your mind so low. 
 
If any other loke for it, as you trow, 
Their vaine weake hope doth greatly them abuse. 
And that thus I disdayne, that you refuse. 
It once was mine, it can no more be so. 
 
If you it chase, that it in you can finde, 
In this exile, no maner of comfort: 
Nor live alone, nor where he is calde, resort, 
He may wander from his naturall kinde. 
 
So shall it be great hurt unto us twayne, 
And yours the losse, and mine the deadly payne. 

(Tottel) 
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 It seems immediately clear that Tottel changes are aimed at giving more 
musicality to the sonnet: they smooth some intricate, even clumsy, knots, and 
eliminate the eleventh syllable in lines 4 and 9. They are not innocuous, though. 
The sense of antagonism between the lover looking for a truce and the 
overpowering beloved one in Petrarch's second line is well rendered by Wyatt, 
who eliminates “begli” (beautiful) but effectively doubles “pace” in “peace and 
truce”, thus increasing the sense of duplicity and contrast. Tottel, though, erases 
this contrast and interiorizes, but also weakens, the suffering by rendering “with 
my great pain to get some peace or truce”. Wyatt also translates “v'aggio 
proferto” with a pretty literal, but adequate, “profferd”, which connotes a sense 
of self-sacrifice and surrender. Tottel here chooses to completely sacrifice this 
meaning for the smoother but flatter “given”. The difficult “and thus I disdain 
that that ye refuse” maintains the meaning of the original, even though it 
complicates the form. Tottel's rearrangement flows a lot better but is also more 
ambiguous and obscure in meaning: does the first “that” refer to “that you 
refuse” or to something else in the preceding lines (which would make it very 
unclear)? Wyatt has some troubles with line 9, where Petrarch starts to 
argument the impossibility of peace for his heart and its frustrated condition of 
permanent exile. He tries a close transposition, opening with “if then I”, that 
preserves the argumentative “speech-like” tone of “or s'io”, but the verse does 
not work very well metrically. Again, Tottel seems more concerned with formal 
matters than anything else, as his intervention completely changes the meaning 
of the poem conclusion, even though the last five lines are left untouched. The 
heart is exiled from its home land, the owner who cannot own it anymore, but is 
also refused by the lover, thus condemned to perpetual (and unnatural, 
therefore abominable) restlessness. In Tottel's change there is no exile 
anymore, just the lover rejecting the heart, a kind of simplification like that of 
the title (added by Tottel), which reduces a complex asymmetrical diplomatic 
negotiation to a simple “The lover prayeth his offred hart to be received.” 
 Tottel's Miscellany went through several editions for several decades 
(ten before 1600) that testify its success. Between its publication and the sonnet 
craze of the 1590s there is not much interesting material. The Park-Hill 
Manuscript is one of the documents of some significance. Probably composed 
around 1553 or 1562 by an unknown author, it constitutes the largest sonnet 
collection between the Miscellany and Astrophel and Stella. Most of the 
translations in it, except four, are not new but repeat Wyatt's, Chaucer's or 
Tottel's. There is not much to signal about them as, even though they do not 
explicitly reprise Wyatt, they seem to follow his approach without much 
originality. One very interesting element, though, is the very first instance of 
Protestant appropriation of Petrarch's sonnets, a reading of Petrarch that will be 
later continued by Spenser, Howell, Milton and Fairfax. Two Babylonian sonnets 
(136 and 138), in which Petrarch reproaches the corruption of the papal court 
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with utter disgust, are translated (probably by John Harington the Elder) as 
much more explicitly anti-Catholic tout court. “Thou Pope, I mean, head of 
hypocrisy. / Thou and thy Church” (Mortimer 17), for instance, is completely 
absent in the Italian, while the “filthy whore” of sonnet 136's version is a lot 
more aggressive than “malvagia” (wicked), even if it echoes the “putta 
sfacciata” (impudent slut) of sonnet 138. 
 Before the 1590s, when sonnets will proliferate by the thousands in 
England, there is a remarkable gap in sonnet production. The fundamental 
turning point is to be found in Sidney's Astrophel and Stella, published 1591. 
Spiller defines Sidney as the first deconstructive sonnet writer because of his 
pointing out the fictionality of writing and the dissociation between the poetic I 
and the writer. In Petrarch, the gap between the I of the sonnet past and the I 
who writes now, creates an unsettling vacuum for the reader. Both I’s are real, 
though: a real suffering memory of a real suffering writer. In Sidney there is a 
pervasive humour that uncovers the absurdity and arbitrariness of fictional 
mimesis. Not many sonnets in Astrophel and Stella are directly derived from any 
Canzoniere poem. Sidney's approach to Petrarch, though, can be observed in 
one of the few sonnets that follow very closely a Petrarchan one. 
 

Chi vuol veder quantunque po Natura 
e’l Ciel tra noi, venga a mirar costei 
ch’è sola un sol, non pur a li occhi mei 
ma al mondo cieco che vertù non cura; 
 
et venga tosto, perché Morte fura 
prima i migliori et lascia star i rei: 
questa aspettata al regno delli dei 
cosa bella mortal passa et non dura. 
 
Vedrà, s’arriva a tempo, ogni vertute, 
ogni bellezza, ogni real costume 
giunti in un corpo con mirabil tempre; 
 
allor dirà che mie rime son mute, 
l’ingegno offeso dal soverchio lume. 
Ma se più tarda, avrà da pianger sempre. 
(Petrarca 248) 
 
Who will in fairest booke of Nature know, 
How Vertue may best lodg’d in beautie be, 
Let him but learne of Love to reade in thee, 
Stella, those faire lines, which true goodnesse show. 
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There shall he find all vices’ overthrow, 
Not by rude force, but sweetest soveraigntie 
Of reason, from whose light these night-birds flie; 
That inward sunne in thine eyes shineth so. 
 
And not content to be Perfection’s heire 
Thy selfe, doest strive all minds that way to move, 
Who marke in thee what is in thee most faire. 
So while thy beautie draws the heart to love, 
 
As fast thy Vertue bends that love to good: 
“But ah,” Desire still cries, “give me some food.” 
(Sidney 71) 

 
 Sidney and Petrarch start from the same premise only to reach very 
different but equally remarkable results. Petrarch insists on the “sun” metaphor 
(and the related “visual” imagery) in the first stanza but then submerges it with 
“cieco” (blind) and lets it reappear at the end to create an illusory sense of relief 
that precedes the anxious closure. The main focus of the sonnet is the call to the 
reader, which – as Spiller points out (119-20) – is suggestive of a fairground 
caller, almost tender in its spontaneity, but also disturbingly anxious in its 
prefiguration of Laura's death. Sidney substitutes the “visual” semantic field 
with that of “knowledge” (which was only implied in Petrarch), then switches to 
the political one (“overthrow”, “soveraigntie”), very typical of Renaissance 
England. At this point he confuses all the metaphors, mixing them together 
(“reason”, “light”, “sun”, “heir”): Stella's beauty is the “sun” and “light” of 
“reason”, but also a political coercive force (“Perfection's heir”), the legitimate 
monarch who “draws” and “bends” to love and good. After building this 
argument for the entire poem, however, the final line bursts out in an ironic 
reversal. Both sonnets end with a reversal or frustration of the preceding lines, 
but Petrarch's is gloomy in quasi-prophetic anticipation of death, while Sidney's 
dissipates the tensions in the humorous frustration of Desire. In this conclusion 
he recalls, and at the same time reverses, Angiolieri's comical sonnet “Io son sì 
altamente innamorato” (33), where the poet rejoices in anticipating the physical 
consummation of his love (“di qui a poco *...+ / io compierò di lie' mia disïanza.”, 
“in a little while I will sate my desire of her”). The pervasive irony that crosses 
Sidney's sonnets, as well as the argumentative coherence that holds up the 
poem's structure, are among the chief innovations that he will bequeath to the 
sonnet tradition in the English language. 
 Astrophel and Stella had a considerable impact on the reading public 
and inaugurated a season of intense sonnet output in Britain. In the years of 
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rampaging Petrarchism, there are very few manipulations of Petrarch that 
deserve some notice. Ralegh, for instance, reinstates and takes to the extreme 
the courtly function of sonnets by re-adapting “Gli occhi di ch'io parlai sì 
caldamente” (292) to compliment Queen Elizabeth and obtain her favour and 
patronage. Drayton imitates Sonnet 148 and domesticates its rivers catalogue 
by replacing it with British rivers, while Constable reverses the opening of 
Sonnet 61 “Benedetto sia ’l giorno, e ’l mese, e l’anno,” (“Blessed be the day and 
month and year”) into “Unhappy day! unhappy month and season!” (Mortimer 
13) to construct his lament. 
 In order to find a fresh and direct approach to Petrarch, we will have to 
jump forward to John Milton. Milton's tremendously wide education allowed 
him to have far easier access to the Italian sources. Even though Italian was 
normally part of every educated person's curriculum, Milton's proficiency in that 
language was much above average. He was the first British poet to compose 
sonnets in Italian and he also experimented with the forms. He was one of the 
very few sonneteers who used the Italian rhyme scheme regularly, though not 
exclusively. This should suggest how wider his possibilities were, as he could 
freely access, not only to the abundant repertoire in the – now very well 
established – British and French traditions but also to Italian Petrarchism and to 
Petrarch himself. In fact, he was among the very few to go back to Petrarch. His 
re-elaboration of Petrarch's work was impressively personal and original, a fact 
much more remarkable as he wrote in a time when thousands of Petrarchan re-
readings had already been produced. “Milton is exceptional in his direct 
adoption of an Italian pattern, an Italianate rhetoric and a persona neither 
conventionally Petrarchan nor penitentially religious.” (Spiller 194) 
 Among his Italian sources there were, of course, Ariosto and Tasso, but 
also other – less frequently noticed – Petrarchists like Giovanni Della Casa and 
Benedetto Varchi.12 Milton reinstated the civic function of sonnet and 
rediscovered – and systematically used – apostrophe, a very common device in 
Petrarch but relatively neglected in the British tradition. Even though Milton 
excelled in civic sonnets, one of his most beautiful and frequently remembered 
lyrics is his last sonnet, written in remembrance of his dead wife: “Methought I 
saw my late espoused Saint”. Here converge all sonnet conventions and all the 
images of an idealized, angelic, woman but such a sense of intimacy and 
domestic warmth is infused in the poem that Petrarch only achieved in his 
Canzone 359. Petrarch's sense of penitence is, however, absent and only the 
overwhelming discomfort of loss is left at the end of the poem. 
 This journey of Petrarch's through English Renaissance will end with 
Milton. Many poets have been left out from this brief analysis who would 
require separate examination. No reference to Petrarch's canzoni, sestine and 

                                                 
12

He definitely knew Dante but probably did not read his lyrics in the Vita nuova. 
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madrigals was possible either, not to mention Petrarch's other works, both in 
Latin and in vernacular. The most salient developments, though, as well as the 
most interesting appropriations, were mainly covered. Some facts, however, 
emerge from this discussion that call for further explanation. One of these is the 
fact that Petrarch's poetry entered Britain relatively late. It is true that Wyatt 
and Surrey were active in the 1520s, about the same period when the sonnet 
migrated to France and Spain as well, but their work was not published until 
1557. Tottel's Miscellany was very successful but almost another decade passed 
before Watson published his Hekatompathia (1582), a work that is not very 
remarkable to us but that enjoyed considerable success at its time. Then 
Astrophel and Stella appeared in 1591 and a vogue for sonnet writing burst out 
in that decade. From this point the sonnet was fully established as a major 
poetic form in Britain. The amount of sonnets written in English during the 
period in question can be estimated around 4000 (Spiller 81), which is a very 
small fraction of the 200000 surveyed in Europe (Tasso alone was able to 
produce 1000), but it is still a considerable number by itself (especially if we 
keep into account the smaller population of Britain, compared to that of other 
European countries). Sonnet production was already declining when 
Shakespeare's sonnets were published (1609) and it almost disappeared after 
1650, to be intensely revived in the nineteenth century. The delay in English 
sonnet tradition can be partially explained with the difficulty, for such a brief 
poetic form, to find publication. As it has already been observed, sonnets could 
easily be used as a dedicatory opening to works of different kind, but an organic 
collection of them would hardly be considered justifiable without some unifying 
plan. Therefore, sonnets were occasionally written but it took some time before 
the genre could carve out a major position for itself. 
 Another fact to be accounted for is the remarkable scarcity of 
translations from Petrarch's sonnets. No complete English translation of the 
Canzoniere was ever done in the whole Renaissance period, while even those 
poems that were actually translated are surprisingly few in number, with a 
strong tendency to repeatedly translate those sonnets that enjoyed greatest 
popularity. “S'amor non è” (132), “Pace non trovo” (134) and “Passa la nave 
mia” (189) are some of the most common from the very beginning for their 
metaphorical richness and taste for oxymoron. Some sonnets with a natural 
landscape associated to the lover's feelings, like “Or che 'l ciel” (164) and “Zefiro 
torna” (310), also went through several translations. The Babylonian sonnets 
(136 and 138) with their attacks on a corrupted Church, were very suitable for 
anti-Catholic reinterpretation. With the addition of the opening sonnet 
(translated by Tottel) and about another score of them,13 the list is very close to 

                                                 
13

 Among others: 12, 19, 44, 61, 81, 99, 102, 103, 120, 121, 140, 145, 159, 188, 190, 224, 248, 269, 
323, 365. 
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exhaustive. Most of these sonnets are well representative of Petrarch's poetics 
but do not even approach to a satisfying rendering of the 365 poems in the 
Canzoniere. The narrowness of this corpus openly contrasts with the fame and 
influence that Petrarch had in Britain. Laudatory words for the man “whos 
rethorike sweete / Enlumyned al Ytaille of poetrie” (Chaucer 32-3) are virtually 
omnipresent and his utmost status as a poet and scholar was continuous and 
unchallenged. 

 
Almost any sonnet sequence, chosen at random, will provide an 
extensive list of the Petrarchan conventions. And yet direct translation 
from the Canzoniere is surprisingly infrequent and is mostly to be found 
in the sporadic efforts of minor poets. Why is this so? Why did an age 
that produced important English versions of Tasso and Ariosto leave the 
Canzoniere largely untranslated? (Mortimer 18) 

 
 George Watson has suggested that Petrarch's Catholicism might have 
been an obstacle in an era of religious conflict (2). This explanation, though, 
does not seem very convincing, as Petrarch's Catholicism could be more easily 
bypassed than, for instance, Dante's,14 while some of his harshest apostrophes 
were easily converted into anti-Catholic attacks. Mortimer has also put forward 
the hypothesis of sheer technical difficulties (18). Translating longer poetic 
works, like Tasso's and Ariosto's, would give a lot of opportunities to 
compensate what is lost in a single line and the final success depends more on 
the overall result than on a single passage. A sonnet, on the other hand, needs 
to be satisfactorily rendered within its constrictive space, with no forgiveness 
for immediate failures. This remark surely points out a serious obstacle to 
translation but does not hold entirely, because difficult sonnet translations, as 
we have seen, were performed (with different degrees of success) whenever 
they were attempted. There is probably a more simple way to account for the 
peculiarity of Petrarch's British case. Before the Miscellany and, above all, 
Astrophel and Stella, the interest in Petrarch and in sonnet as a mode of poetry 
was quite tepid after all, despite Petrarch's undisputed fame in Europe and, 
consequently, in England. There was, perhaps, curiosity and admiration but not 
a real stimulus to actively appropriate this tradition. After the tradition was 
slowly established, on the other hand (as Mortimer also notices, 19), there was 
no need for translations any more, as Petrarchism was so viral in Europe that 
Petrarchan conventions were widely available in hundreds of formulations. 
There was no need to go back to Petrarch's poems, when Petrarch's poems 
were, indirectly, everywhere. Most sonnets produced in England during 

                                                 
14

 It will be interesting to notice that the first English translation of the Divine Comedy is dated 
1782. Dante, though, did not share, in the Renaissance, the same fame that Petrarch enjoyed. 
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Renaissance have a distinguishable and evident debt with some of Petrarch's 
sonnets, but the derivation is, in the utter majority of cases, mediated by other 
Petrarchists like Tasso, Serafino, Ronsard, Desportes, Marot and many others. 
 If the motor for the Renaissance, as well as for every cultural re-birth, 
was the appropriation of a cultural other – with the aim of destabilizing that 
system’s self-perception – Petrarch’s singular case emphasizes how such 
appropriations can follow indirect paths. Every re-naissance, in this sense, can 
be understood as a translation: an opening to cultural otherness and, at the 
same time, a manipulation of that otherness. Translations, though, do not 
necessarily happen in direct ways. The paradox of Petrarch in English 
Renaissance, by far the most imitated poet but one very little read as well, is a 
unique case in textual acculturation, revelatory of how obliquely cultures can 
often be constructed. 
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Appendix 

Here follow some of the poems mentioned in the essay, with Wyatt's and 
Chaucer's translations, as well as Milton's last sonnet. 
 

Passa la nave mia colma d’oblio 
per aspro mare, a mezza notte il verno, 
enfra Scilla et Caribdi; et al governo 
siede ’l signore, anzi ’l nimico mio. 
 
A ciascun remo un penser pronto et rio 
che la tempesta e ’l fin par ch’abbi a scherno; 
la vela rompe un vento humido eterno 
di sospir’, di speranze, et di desio. 
 

Pioggia di lagrimar, nebbia di sdegni 
bagna et rallenta le già stanche sarte, 
che son d’error con ignorantia attorto. 
 
Celansi i duo mei dolci usati segni; 
morta fra l’onde è la ragion et l’arte, 
tal ch’incomincio a desperar del porto. 
(189) 

 

 
My galley chargèd with forgetfulness 
Thorough sharp seas, in winter nights doth pass 
Tween rock and rock; and eke mine enemy, alas, 
That is my lord, steereth with cruelness, 
 
And every oar a thought in readiness, 
As though that death were light in such a case. 
An endless wind doth tear the sail apace 
Of forcèd sighs and trusty fearfulness. 
  
A rain of tears, a cloud of dark disdain, 
Hath done the wearied cords great hinderance; 
Wreathèd with error and eke with ignorance. 
The stars be hid that led me to this pain. 
Drownèd is reason that should me consort, 
And I remain despairing of the port. 
(Wyatt's translation) 
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--- 

 

Orso, al vostro destrier si pò ben porre 
un fren, che di suo corso indietro il volga; 
ma ’l cor chi legherà, che non si sciolga, 
se brama honore, e ’l suo contrario abhorre? 
 
Non sospirate: a lui non si pò tôrre 
suo pregio, perch’a voi l’andar si tolga; 
ché, come fama publica divolga, 
egli è già là, ché null’altro il precorre. 
 
Basti che si ritrove in mezzo ’l campo 
al destinato dí, sotto quell’arme 
che gli dà il tempo, amor, vertute e ’l sangue, 
 
gridando: D’un gentil desire avampo 
col signor mio, che non pò seguitarme, 
et del non esser qui si strugge et langue. 
(89) 

 
 
 
 

 
Though I my self be bridilled of my mynde, 
Retorning me backeward by force expresse, 
If thou seke honor to kepe thy promes, 
Who may the hold, my hert, but thou thyself unbynd? 
 
Sigh then no more, syns no way man may fynde 
Thy vertue to let, though that frowerdnes 
Of ffortune me holdeth; and yet, as I may gesse, 
Though othre be present, thou art not all behinde. 
 
Suffice it then that thou be redy there 
At all howres; still under the defence 
Of tyme, trouth and love, to save thee from offence; 
Crying, “I burne in a lovely desire 
 

 
With my dere maisteres, that may not follow, 
Whereby his absence torneth him to sorrowe.” 
(Wyatt's translation)
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--- 

 
S’amor non è, che dunque è quel ch’io sento? 
Ma s’egli è amor, perdio, che cosa et quale? 
Se bona, onde l’effecto aspro mortale? 
Se ria, onde sí dolce ogni tormento? 
 

S’a mia voglia ardo, onde ’l pianto e lamento? 
S’a mal mio grado, il lamentar che vale? 
O viva morte, o dilectoso male, 
come puoi tanto in me, s’io no ’l consento? 
 

Et s’io ’l consento, a gran torto mi doglio. 
Fra sí contrari vènti in frale barca 
mi trovo in alto mar senza governo, 
 
sí lieve di saver, d’error sí carca 
ch’i’ medesmo non so quel ch’io mi voglio, 
et tremo a mezza state, ardendo il verno. 
(132) 

 
If no love is, O God, what fele I so? 
And if love is, what thing and which is he? 
If love be good, from whennes cometh my woo? 
If it be wikke, a wonder thynketh me, 
When every torment and adversite 
That cometh of hym, may to me savory thinke, 
For ay thurst I, the more that ich it drinke. 
 
And if that at myn owen lust I brenne, 
From whennes cometh my wailing and my pleynte? 
If harm agree me, whereto pleyne I thenne? 
I noot, ne whi unwery that I feynte. 
O quike death, o swete harm so queynte, 
How may of the in me swich quantite, 
But if that I consente that it be? 
 
And if that I consente, I wrongfully 
Compleyne, Iwis. Thus possed to and fro, 
Al stereless within a boot am I 
Amydde the see, betwixen windes two, 
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That in contrarie stonden ever mo. 
Allas! what is this wondre maladie? 
For hete of cold, for cold of hete, I dye. 
(Chaucer, Troilus and Criseyde) 
 

--- 

 
Methought I saw my late espoused saint 
Brought to me, like Alcestis, from the grave, 
Whom Jove's great son to her glad husband gave, 
Rescu'd from death by force, though pale and faint. 
 
Mine, as whom wash'd from spot of child-bed taint 
Purification in the old Law did save, 
And such as yet once more I trust to have 
Full sight of her in Heaven without restraint, 
 
Came vested all in white, pure as her mind; 
Her face was veil'd, yet to my fancied sight 
Love, sweetness, goodness, in her person shin'd 
 
So clear as in no face with more delight. 
But Oh! as to embrace me she inclin'd, 
I wak'd, she fled, and day brought back my night. 
(Milton, sonnet 23) 
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L’INFLUENZA DELLE TRADUZIONI DEI SONETTI PETRARCHESCHI 
NELL’INGHILTERRA RINASCIMENTALE 

 
 Il Rinascimento, come d’altronde qualsiasi rinascita culturale, si nutre 
della riappropriazione e reinterpretazione della cultura classica. In questo senso 
si potrebbero intendere tutti i rinascimenti come traduzioni, ovvero come 
riappropriazioni di un’alterità culturale in grado di mettere in moto un 
cambiamento nella cultura di arrivo. 
 Sebbene il sonetto rappresenti di gran lunga la forma poetica più 
prolifica nell’Europa e nell’Inghilterra rinascimentali, e nonostante Petrarca 
fosse considerato il massimo e il più imitato poeta del tempo, a uno sguardo più 
ravvicinato, la paradossale storia della sua ricezione in Inghilterra mette in 
rilievo interessanti questioni, sia specifiche che generali, sui meccanismi 
dell’acculturazione testuale. 
 In questo articolo si cercano di percorrere i punti più salienti della storia 
di Petrarca in Gran Bretagna e si tenta di affrontare alcune delle più importanti 
problematiche. In particolare, quali sistemi di valori emergono dalle traduzioni, 
in rapporto a quelli dell’autore o di altre scuole poetiche (ad es. la Scuola 
siciliana); quali necessità possano avere portato all’affermarsi della forma 
metrica conosciuta come Sonetto inglese; per quali ragioni il sonetto fece il suo 
ingresso in Inghilterra così tardi e, infine, perché un autore lodato e imitato fino 
al parossismo come Petrarca venisse, in realtà, così poco letto e tradotto. 
 
 Parole chiave: sonetto, Petrarca, traduzione, manipolazione, sonetto 
inglese, Wyatt, Tottel, Sidney, Milton.  
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Abstract: Up to the period of Renaissance, pastoral was perceived as a very monotonous 

genre. However, Renaissance made pastoral allegorical not depriving it of its basic 

features.  This genre achieved an enviable success in both Croatian and English 

Renaissance literatures by accomplishing itself in various literary forms, starting from 

poetry over stage forms to prose. William Shakespeare and Marin Držić represent two 

outstanding Renaissance figures in their homeland literatures. The aim of this paper is to 

offer a comparative insight into William Shakespeare‘s A Midsummer’s Night Dream and 

Marin Držić‘s plays Tirena and Grižula. One may wonder can Držić and Shakespeare be 

compared being that there are no direct, either temporal or cultural, relations between the 

two authors. However, due to the mutual intertextuality some very interesting and 

significant similarities have been found between their texts. Thus, Držić can be seen as 

the anticipator of some Shakespearian themes and their relationship can be seen as 

reversible.  
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               To define is to limit and pastoral is a genre not liable of definition. There 
have been numerous attempts to define this genre and neither one of these 
definitions is incontrovertible. “Pastoral is not capable of definition by reference 
to any essential quality: whence it follows that any theory of pastoral is not a 
theory of pastoral as it exists, but as the critic imagines it ought to exist” 
(O’Callaghan 315). This implies that the age and the point of view are crucial 
factors in defining the genre. However, genres are rather social than literary and 
although pastoral may seem a classically rigid genre it had been inspired with 
vivacity in the period of Renaissance when it was attributed the allegorical 
dimension.  
           Renaissance, however, made the pastoral allegorical not having 
deprived it of its basic features. Despite its widespread distaste for the pastoral 
it achieved an enviable success. The question is: how did Renaissance authors 
perceive pastoral? “Was pastoral a paradise or a prison, and what attitude did 
the poets of the Renaissance take towards the notion of the pastoral as an 
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escape from history and the demands of human relationship?” (Starke 6) Was 
this genre superfluous in the hierarchy of the tenacious (but yet invariable) 
traditional genres or was it attributed a complete freedom of existence?   
Although pastoral was not the most esteemed genre in the Renaissance it 
accomplished its fullness in this very period. According to Luis Montrose,  
 

 its popularity during Renaissance was due to the way it naturalized the 
class distinctions that structured Elizabethan society at a time when this 
system was being placed under pressure through social mobility and the 
success of the new humanist education system. (O’Callaghan 307) 

 
Despite the pastoral’s emphasized simplicity, the Middle Ages and the 
Renaissance understood it as a dualistic form containing articulated 
contradictions. 
               In the line of Elizabethan authors one must not balk William 
Shakespeare just as one must not balk Marin Držid in the discussion about the 
older Croatian literature. Držid is most certainly the greatest Croatian 
playwright. One may wonder can Držid and Shakespeare be compared being 
that there are no direct, either temporal or cultural, relations between the two 
authors. “The thesis that would try to prove Držid’s influence on Shakespeare 
would be grotesque” (Torbarina 64). Držid could not have influenced 
Shakespeare because, according to all the evidence, Shakespeare could have 
read neither Dundo Maroje nor any other Držid’s work because they were not 
translated. On the other hand, Shakespeare could not have influenced Držid 
simply because he was three years old when Držid died. As Torbarina notes, 
“Every comparison between Držid and Shakespeare can seem presumptuous 
mostly because Držid is not so well known beyond the borders of his own 
country as we would want him to be or as he may deserve or as we often baffle 
ourselves he is” (Torbarina 62). Držid was least known in the English-speaking 
areas. However, due to the mutual intertextuality some very interesting and 
significant similarities have been found between them. According to Grgid, 
“both Držid and Shakespeare choose the genre of the pastoral drama and 
although both of them radically reconsider it, it often appears in its hybrid form 
as a pastoral comedy” (Grgid, 151). Thus, Držid can be seen as the anticipator of 
some Shakespearian themes and their relationship can be seen as reversible. 
Although direct influences are improbable, one finds similar themes in their 
works.  
              All four Držid’s pastoral plays have been preserved in their eternity: 
three of these were published during his own lifetime. However, some scholars 
believe that he wrote five pastoral plays (Tirena, Novela od Stanca, Grižula, 
Venera i Adon and Džuho Krpeta.) According to Rafo Bogišid Tirena, Grižula and 
Venera i Adon undoubtedly belong to the genre of pastoral while Džuho Krpeta 
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is a pastoral-mythological comedy. Novela od Stanca can be said to have some 
pastoral elements but it cannot be called a pastoral. Rather, it is classified as 
comedy.  
 The most common analogies are to be found between Držid’s Grižula 
(Plakir) and Shakespeare’s A Midsummer’s Night Dream. Grižula was probably 
written and performed in 1556, at the time when Držid was under enhanced 
maniristic influence. This does not suggest that Grižula is a “clumsy” fusion of 
various conventions without any originality. Instead it is a play that in a special 
way combines the pastoral, allegorical world with the real world. Perhaps not 
any other Držid’s pastoral play is rooted in reality to such an extent. Thus, 
searching for its models would be in vain. It is often defined as a “pastoral-
mythological and allegorically-realistic comedy written for a wedding” (Čale 
117). Rather it can be stated that its occurrence was occasional. It was written 
for the wedding of a Dubrovnik nobleman, Vlaho Sokorčevid and this very 
occasion became the element of its structure. Although the plot is situated 
within a pastoral, allegorical world of dubrava, or, more precisely, woods near 
Dubrovnik, the very text explicitly refers to the wedding several times bringing 
us back into the real world and reminding us of the occasion it was written for.   
 However, scholars tend to find more Shakespearian elements in Grižula 
than in any other Držid’s play. These comparisons start from the very characters 
to the atmosphere in both of these works. Nevertheless, it seems that some 
other Držid’s plays, such as Tirena, have more similarities to A Midsummer 
Night’s Dream than Grižula. The date of occurrence of Shakespeare’s play 
cannot be indisputably determined. It is believed that its original form was 
written in 1592, that it had been adapted in 1594 and that it got its definitive 
form in 1598 when it was performed in a wedding. Grižula was written fifty 
years earlier, in 1556, but to claim that there are direct influences between 
these two works would seem rash and unfounded. All the analogies that can be 
drawn are a consequence of the common pastoral tradition and the fact that 
literatures were very tightly connected. 
           Even though Držid’s Tirena and Grižula have five acts, as well as A 
Midsummer Night’s Dream, the most distinct elements are Držid’s prologues in 
both Tirena and Grižula. Shakespeare does not use prologues; thus his plays 
seem to come closer to our perception of modern drama. “Prologue is actually 
an immediate dialogue of the actors or the author himself with the public, 
dialogue about the work in which only one side is the speaker with an intention 
for the public to easily follow the show” (Švelec 37). However, Držid’s Grižula is 
“a pastoral in which he had come closest to comedy” (Bogišid 70). Držid’s 
appliance of prologues can, perhaps, be partly explained by the fact that his 
plays were written earlier and by their close connection to the Italian genre of 
Sienna’s rustic burlesque from which they probably took prologues as their 
structure’s element.  
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             In Držid’s case prologues are very important because of their multiple 
functions. One of these functions is the way that these prologues place the 
pastoral scenery for further development of the plot. Renaissance stage, in 
distinction to the baroque stage, was simple and unpretentious. Thus, the 
playwrights, if they wished to place a pastoral and its compatible pastoral 
scenery within it, had to somehow indicate it. Držid uses prologues in this 
purpose and Shakespeare uses picturesque lyric descriptions.  Grižula, as well as 
Tirena, has two prologues but even though they are shorter than in Tirena, they 
are more interesting in the sense of its pastoral frame.  
                The first prologue to Grižula is called “Slava nebeska”/ “Celestial 
Glory.”  It is significant because it can be perceived as a description of pastoral 
scenery even though the play was performed in a narrow location of 
Sorkočevid’s home. The first prologue consists of twelve verses that can be 
divided into three units each consisting of four verses. The first unit is most 
significant in this respect because it portrays a Renaissance /pastoral landscape: 
“Cti drago prolitje, daždi med s nebesi, / razliko jur cvitje livade uresi, / danici 
vodi dan jur draži neg ikad, / a sunce gora van najsvitlje sviti sad” (Čale 474). 
Thus, this description can be seen as a setting of a pastoral atmosphere of the 
play. The second unit of the prologue is an allegory in which four fairies 
Pravda/Justice, Hitros/Swiftness, Jakos/Strength and Tihoda/Stillness are 
situated together with the goddess Diana, the Antique goddess of chastity. This 
second unit acts as an extension of the first unit’s composition of a picturesque 
pastoral landscape. Moreover, it allegorically depicts the period of prosperity: 
“pričista Dijana življenje sad vlada, / nebeska svud mana na zemlju sad pada” 
(Čale 474). The third unit brings us back to the reality by its allegorical verses: 
“Spomeni ovi stan s veseljem uvike / čestiti ovi dan, pun slave i dike, / u koji dva 
mila po milosti od nebes/ tač slavno združila Nebeska Slava  jes” (Čale 474). The 
author here refers to the day and place of the play’s performance. More 
precisely, it is the home of Vlaho Sorkočevid, on whose wedding day it was 
performed.  It is interesting to perceive that these two Prologues are separated 
by a musical part: “za ovjezijem se muzika kanta” (Čale 474) which was not a 
frequent situation in the performances of Croatian Renaissance dramas. An 
increasing predominance of music will appear only later on in the period of 
Baroque. The second prologue is more direct and completely dramatically 
composed. The speaker of the Prologue is the fairy and it starts with a direct 
address to the spectators. This Prologue is most interesting because it is an 
amalgam of the real and the fairy world on the stage: “Pirnici, znajudi ja vila od 
planina srce Vlaha Sarkočevida er je vele užeženo za obeselit vas, Vlaho prid nas 
vile velike je molbe činio da mi vile dođemo na njegov pir" (Čale 474). Its 
dramatic dimension is portrayed in fairy’s statement: “I ja sam sama došla sada 
ovdi za navijestit vam da su naše planine vede neg je vaš grad …; možemo vam 
ukazat kudije lov lovimo i koliko daleko trke trčimo. I sve to možemo se ukazat u 
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malu mjestu” (Čale  474). Fairy’s role is to announce the scenery as well as to 
announce the “metamorphosis” of this tiny stage (mala mjesta) into an area of 
boundless illusion i.e. the “decanting” of the fairy world into the real world. 
Fairy then asks spectators, in a conventional manner, to regard the play with 
love: “Koliko se uzmože, onoliko se de učinit, i što učinimo primite u ljubav” (Čale 
474). However, Držid partly deviates from a conventional prologue in these 
verses: “Koja igra ovdi bude bit, vidje’ dete! U ovoj planini stoje satiri i stoji jedan 
smiješni remeta koji nas vile čini smijejat; upije, dan i nod pomod pita” (Čale 
474). The author acquaints us with the characters and scenes that will happen 
which usually is not prologue’s function. Prologues in Držid’s plays should not be 
perceived only as a convention. Rather, the more closely one observes them, 
the more multiple functions one finds, starting with its allegorical to its 
dramatical functions. Prologues in Držid’s plays could be compared only to 
Puck’s short address to the public at the end of A Midsummer Night’s Dream. 
However, Grižula’s final act was not preserved. It is a part for which it is believed 
that it was spoken by an actor while he, in the name of all actors, was 
addressing the public in a conventional manner. Thus the second Prologue can 
be said to have similarities with Puck’s speech at the end of A Midsummer 
Night’s Dream even though it is more similar to Cupid’s speech at the end of 
Tirena. Interestingly, Shakespeare’s actors in A Midsummer Night’s Dream 
mention prologues but only as a solution in the presentation of their play. Thus 
Bottom says: 
 

Write me a prologue; and let the prologue seem to say, we will do no 
harm with our swords, and that Pyramus is not kill’d indeed; and, for the 
better assurance, tell them that I Pyramus am  not Pyramus, but Bottom 
the weaver: this will put them out of fear.”(Shakespeare 3.1. 17-19)  

 
              Scenes of pastoral landscape have always been one of pastoral’s most 
emphasized parts. In Grižula these do not end only with the prologues but 
rather appear periodically during the plot. They are most impressive in Plakir’s 
address to the fairies but the function of this scenery is no longer to allocate the 
pastoral stage but to depict the period of abundance. This is most clearly seen in 
the following verses in which Plakir invokes fairies to step into his net: 
 

 Bijele vile, drage vile! Polja pengana razlicijem cvijetjem, livade urešene 
bijelijem džilji, rumenom ružom, gora odjevena zelenim liskom, studenci 
bistri, hladni žuber tihijeh slavici, prolitje veselo, gorske vile, zovu vas, i 
Plakir vas zove; izidite, bijele vile, brijeme je od kola vodit, brijeme je od 
pjesni, brijeme je od slatkoga mira, daleko d nas zli nemir! (Čale 481) 
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The fairy answers in an appropriate antithesis: “Slatka riječi, gorki srcu, zli hiniče, 
daleko od našega dvora!” (Čale 481). A similar scene can be recognized in the 
second Act, first scene of A Midsummer Night’s Dream when Puck asks the fairy: 
How now, spirit! Whiter wanders you?”  (Shakespeare 2.1.1). The fairy answers 
in verses:  
 

Over hill, over dale, / through bush, through brier, / over park, over 
pale, / through flood, through fire, / I do wander every where, / swifter 
than the moon’s sphere/ and I serve the fairy queen / to dew her orbs 
upon the green. (Shakespeare 2.1.2-8). 

 
             At the very basis of Grižula’s structure is antithesis that might be deriving 
from Držid’s good knowledge of the Petrarchan lyrics in which antithesis served 
as one of the basic elements. However, Croatian Renaissance poetry was 
dualistic in its character combining both Petrarchism and anti-Petrarchism. The 
very name of Gruba is antithetical and means “gruboliepa”/ “plain and fair”, i.e. 
a beautiful woman with an ugly name. Thus, Držid can be said to use antithesis 
also in his portrayal of the character of Grižula who mocks the Petrarchan lyrics. 
Antithesis is clear and picturesque at the beginning of the play when Gruba calls 
Dragid: “Kud tužna Gruba sama se ovako tučeš, jaohi meni, po pustoj planini 
slijededi onoga koji od tebe bježi, ki je tvoj, a nede da je tvoj, koga uzeše gorske 
vile, a on moje srce nosi, ki vilu slijedi, a mene, jaoh, za sobom poteže…” (Čale 
475). But even more so in other verses like Grižula’s poem which is believed to 
be deriving from the folklore: 
 

Ako s’ gruba, dalek pođi, / ako s’ lijepa, k meni dođi, / er za liepom suze 
otirem, / er za grubom ja ne umirem. / Gruba od mene dalek stoji,/ liepa 
srce mene osvoji./ ja du liepu sveđ ljubiti, / nedu grubu viek pozriti./ Od 
grube du sveđ bježati,/ sveđ za liepom uzdisati, / uzdisajud liepu zvati, / 
grubu u smrti još bježati, / I po smrti grubu mrzit,/ I po smrti liepu ljubit/ 
liepu i grubu, / grubu i liepu / ljubit-mrzit, / mrzit-ljubit.  (Čale 477) 
 

One can conclude that, in this way, Držid affirms the Renaissance rule of 
“concordia discords.”  
            In his discussion on Držid and Shakespeare, Josip Torbarina juxtaposes 
two opposing opinions: the opinion of Wilhem Creizenach who wrote the 
history of new drama at the beginning of the twentieth century and the opinion 
of Albert Bates Lord, Harvard professor. Creizenach deserves credit for situating 
Croatian writers on the geography map of the development of European drama 
(Torbarina) by drawing parallels between Držid and Shakespeare, i.e. Grižula and 
Midsummer’s Night Dream. He considers Grižula to be the most genuine of all 
Držid’s plays and claims that “in any way it is one of the most attractive works of 
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the mixed fantastical-realistic genre that subsequently found an inaccessible 
role-model in A Midsummer’s Night Dream" (Torbarina 78). Creizenach is not 
drawing any more specific parallels and he defines both works as pirne drame 
(plays written for weddings.) Albert Bates Lord admits a surprising resemblance 
between Grižula and Midsummer’s Night Dream but considers that the plot of 
Grižula is a “variant of a motif”, that was a very common thing in Renaissance 
European drama. “Substance of these dramas was circulating in both north and 
south, near at hand to be transformed into the dreams of talented playwrights 
such as Držid and Shakespeare” (Torbarina 79). 
             However, it seems that the comparison between the two is most vivid in 
the comparison of characters. Thus, Držid’s Plakir can be compared to 
Shakespeare’s Puck even though it seems that Puck is closer to the character of 
Cupid in Tirena. Both Plakir and Puck belong to the fairy world. In distinction to 
Cupid in Tirena who is a deity, Plakir is, as well as Puck, a servant to the god of 
Love, his father Cupid. Another element that brings them closer is their clearly 
sketched humanity. In this respect they can be perceived as similar to Oberon 
and Titania who, regardless of their divine nature, act and behave as humans. 
Držid’s Cupid is vain and his son Plakir, as well as Puck, volatile.  

 
O Plako, sinko moj, zamčica gdi ti je? / Zapni mi vil onoj, na poslu ga nie! 
/ Ovo je ona vil ka toli ne scieni / ognjene moje stril ni moj plam ognjeni: 
/ satri joj oholas, čin’ da zna s gorkosti/ ognjena čto je vlas ljuvene 
kriposti. / Ukazat ja budem oholim svim vilam/ koja je moja mod i što je 
ljuven plam. (Čale 479) 
 

This motif of a clash between fairies and Cupid and Plakir is taken from classical 
readings or, more precisely, mythology such as Ovid, Vergil, Dante Alighieri or 
Saint Augustus. The goddess Diana raised her fairies in a feeling of hate towards 
men and the god of love Cupid that they considered their worst enemy. 
Capriciousness is a characteristic of Shakespeare’s Puck, as well so he says: 
“Then will two at once woo one, / That must needs be sport alone; / and those 
things do best please me/ that befall preposterously” (Shakespeare 3. 2. 118-
122). Puck’s story is ably translated by Torbarina: “Dva de se za jednu klati, / 
zabavu nam sjajnu dati! / Darmar, zbrka, smutnja mnoga / to je radost srca 
moga” (Shakespeare 67). This vividly depicts Puck’s nature.  
                 Then we can draw further comparisons between Grižula and Bottom. 
Grižula is a ridiculous old man that was taken by fairies (vile uzimlju). In his 
character one recognizes the character of the literary senex comicus that will 
later become a frequently portrayed character in Croatian literature (a 
monologue of humorous characters, most prominent of which was Stijepo 
Đorđid’s work Derviš). Even the author himself mocks these characters because 
of their naivety. The characters of Grižula and Bottom can best be portrayed 
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because of their grotesqueness. Bottom is ridiculous in his wish to play multiple 
characters: “I will move storms; I will condole in some measure. To the rest: yet 
my chief humor is for a tyrant: I could play Ercles rarely, or a part to tear a cat in, 
to make all split” (Shakespeare 1.2. 23-27) and then in his accepting Titania’s 
love. Still, Titania’s infatuation with Bottom is not a serious allusion but an 
episode in a dream as is the entire play. Actually, the entire situation of Titania’s 
infatuation with Bottom is ridiculous as is their entire dialogue:  
 

I pray thee, gentle mortal, sing again: / Mine ear is much enamour’d of 
thy note; / so is mine eye enthralled to thy shape; / And thy fair virtue’s 
force perforce doth move me; / on the first view, to say, to swear, I love 
thee. (Shakespeare 3.1. 136-141) 

 
Bottom is truly impressive and humorous in his “puffy prudence”: “Methinks, 
mistress, you should have little reason/ for that: and yet, to say the truth, 
reason and love/ keep little company together now-a-days; the/ more the pity 
that some honest neighbors will / not make them friends” (Shakespeare 3.2.  
141-145). This accentuates infatuated Titania’s answer: “Thou art wise as thou 
art beautiful” (Shakespeare 3.2.146). Grižula’s infatuation with the fairy can be 
compared to Titania’s infatuation with Bottom but one can observe that it is a 
reversed situation. Titania belongs to the fairy world but because of Oberon’s 
intervention she fell in love with Bottom and was subjected to mockery. By this 
very situation Shakespeare parodies even his own basic theme and that is love, 
or as Držid would say, “usionu ljubav”/ “smirk, proud love”, depicting it as 
whimsical and illogical. Both Titania and Grižula are bewitched by love’s magical 
doing. Another detail depicted in Grižula could be applied to Titania and Grižula 
and that is Miona’s sentence addressed to Dragid: “Pundurilja ti slatka” (Čale 
485), i.e. he has wished a being from the world he does not belong to.  On the 
other hand, Grižula had desperately fallen in love with the fairy. This entire 
situation would not be this humorous if Grižula was not a senex comicus. It was 
not unusual for a shepherd to fall in love with a fairy or a nymph. Moreover, it 
was a convention of pastoral literature. The grotesqueness of Grižula’s character 
is not portrayed only by the fact that he is a ridiculous old man but also in the 
fact that he recites verses in a Petrarchan manner: “Rozice, diklice, me svitlo 
srdačce, veselo tve lice grabi mi srdašce! Uzmi ga, tvoje je, uzmi me i svega, da 
sam tvoj i vede da nisam mrvu moj. Oh, oh, moja ružice, moj džilju rumeni, uljezi, 
na zelenoj travici da počihneš” (Čale 485). Grižula was cunningly devised by Držid 
most probably to actuate laughter thus when he begs, in Petrarchan verses, the 
fairy to bind him is grotesque: “Vilo dušo tvoj srčani rob! / Ovoti me grlo, veži me 
diklice, / učini da sam tvoj, ma biela ružice, / vodi me svezana, vodi me nod i dan, 
/ ma zvizdo sunčana, vodi me na tvoj stan!” (Čale 486) The fairy understands 
this ad verbum, i.e. literary and puts a bag on Grižula’s head saying: “Vila svojom 
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uzom veže i uzu ti na grlo stavlja, da si vazda vilinji. Ah, da je jedna duga vrijeda, 
stavila bih Te u nju; tako bih Te činila ponijet u moj dvor; svak bi mnio da su 
haljine, a ti bi moj sa mnom bio!” (Čale 486) Then she tells him: “Vrjedu du ti na 
glavu stavit, da ti nitko ne pozna, i nemoj govorit” (Čale 486). Following the 
opinion of Albert B. Lord this scene can indeed be compared to a scene from A 
Midsummer Night’s Dream when Bottom is given a donkey’s head because: 
“just as Grižula can be well compared to Bottom; because if Bottom gets a 
donkey’s head in his metamorphosis; Grižula is being put a bag on his head” 
(Torbarina 15). Still, it seems that a greater similarity of these characters occurs 
in their grotesqueness and the function that they were constructed for and that 
is probably to make audience laugh. Grotesque and burlesque elements are 
rather strong in Grižula and can be recognized in another scene, in shepherd’s 
Radoje address to the shepherd Dragid who ran away: “Dragidu, crni Dragidu, 
kudi se odpravi? Komu stado, komu sir, mlijeko, komu maslo ohodiš?” (Čale 477). 
Here we can recognize an anticipation of parodying the Petrarchan but also 
pastoral literature that will be emphasized in a greater extent in subsequent 
periods. However, Držid and Shakespeare’s pastorals lack in satire and mockery 
that were basic elements in the Italian pastoral.  In the relationships of their 
characters one recognizes the touch of humanity and fragility. “On the 
Dubrovnik’s stage the mockery, contempt and satire in regard to any class was 
not possible. An extremely developed government’s caution did not allow this” 
(Bogišid 70). Pastoral genre had always been close to the mythological and 
allegorical world but also to the comic and grotesque. Thus, it is not surprising 
that these elements can be noted in some characters.  
             There is another similarity in the construction of the Midsummer Night’s 
Dream and Grižula that would be interesting to mention. This comparison 
regards the mingling of poetry and prose. We can perceive that throughout 
these two plays verse and prose alternate and this style, especially in allegorical 
works, has a long tradition starting with Boethius and Dante. Still, these 
alternations are more frequent with Držid, perhaps because his play was written 
earlier so we feel the predominance of verse over prose. In Grižula prose is 
prevalent over verse in distinction to Tirena that was written in verse. The 
reason for this may be found in the fact that Tirena was written earlier than 
Grižula. One of the illustrations of this transmission are Grižula’s following 
verses: “Ali mi molite sad Plakira ljuveno / da me upusti u grad kaogodi skriveno, 
/ da mi ‘e prid onog božida kleknuti / da božo gorušti pogleda na moje…” (Čale 
475). After this he continues in his love invocation in prose:  
 

Jaoh, moja srčana tužice, moji uzdasi i moje plačne oči, kad dete se 
utješit? Gleda na moje ljuvene tuge, da djetce strjelovito ustrili, užeže, 
užeže, jaoh, ledeno srce od vile. Pomilite, pomozite, smilite se, nemojte 
nemila bit, oh, oh, oh! (Čale 475) 
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With Shakespeare this alternation is still most palpable in the scenes where the 
fairy world is described. The explanation may be found in the fact that lyrics 
depict this world in a more mystifying way and Shakespeare’s intention was to 
depict a dream.  These two works seem to be comparable in their way both 
authors associate the enamored couples. With Shakespeare we find a 
complicated plot of two enamored couples (Lysander and Hermia and 
Demetrius and Helena) together with Oberon and Titania while in Grižula we 
meet perhaps not as complicated entanglement as with Shakespeare, but 
between Gruba and Dragid, Miona and Rade and Grižula and Omakala.  
 Taking into consideration all these possible similarities between these 
two plays it seems that they can be most completely associated in their bond of 
the real and unreal world or in the binding of fantastical, mythological beings 
with the shepherds, peasants from the real world thus following the maniristic 
rule of “concordia discords”, i.e. paradox of accordance of repugnance. Držid in 
Tirena and Grižula, as well as Shakespeare, amalgamates multiplicity of plot’s 
plans that happen in a parallel manner because their basic connection is the 
theme of love. Still, we can perceive that in both works the mythological-fairy 
world retained its allegorically-structural function which may be the key for 
Puck’s final speech: “If we shadows have offended, / think but this and all is 
mended, / that you have but slumbered here, / while these visions did appear / 
and this weak and idle theme, no more yielding but a dream” (Shakespeare 5.1. 
424-429). 
          Držid’s play Tirena and Shakespeare’s Midsummer’s Night Dream are 
subjects to interesting analogies. They share the common pastoral topic of love 
as their core/ a Midsummer maniac atmosphere and the creation of parallel 
worlds. However, they are distinguished by different organization of the plot 
and characters. This “most ambitious Držid’s pastoral” (Torbarina) was 
performed in 1549 in front of the Rector’s Palace in Dubrovnik and was the first 
publicly performed Držid’s text. It is most prone to be defined as a pastoral play, 
pastoral eclogue or simply pastoral even though some of its elements make it 
related to the comedia erudita. “Tirena is a complete play that comes close to 
comedia erudita by its composition. The plot is divided into five acts and the 
unity of the place, time and plot is respected” (Švelec 226). Although the 
comparative studies very often perceive Croatian literature as the expansion of 
the Italian literature, a pastoral similar to Tirena was not written in Italian 
literature until 1563. The first such Italian play was written by Alberto Lollio. By 
writing Tirena Držid accomplished a kind of a European anticipation anteceding 
works such as Torquato Tasso’s Aminta. In the discussion on how Shakespeare 
and Držid had adapted the pastoral genre in their works, one can first of all take 
into consideration the outer structure of Tirena and A Midsummer Night’s 
Dream. The most general analogy between the two pastoral plays regards their 
structure: both of them unify three different worlds (in Tirena’s case the worlds 
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of ignorant shepherds, fairies and the noble shepherds). This “virtual 
disconnexion” is unified by the topic of both pastorals. That is the classical 
pastoral topic of love that combines the clash of the mythological atmosphere 
and the shepherds’ everyday life. The creation of these parallel, second worlds 
to the real world in their plays can hardly be explained by common analogies or 
conventions. In his A Marxist Study of Shakespeare’s Comedies, Elliot Krieger 
asserts that the appearance of this second world is explained primarily by the 
fact that “the comedies seek to idealize and stabilize Elizabethan society, but 
they do so by disguising the hegemony of the aristocracy and blurring the actual 
class-divisions. This is achieved mainly through the creation of parallel second 
world within these plays” (Ryan 104). 
              Držid termed his work as a comedy even though today it is characterized 
more often as a pastoral or a pastoral play. Držid probably did this to emphasize 
that Tirena is designated for performance. The work had been an innovation in 
its amalgamation of rustic burlesque with the conventional form of pastoral play 
and adoption of new characters or true, realistic shepherds besides the 
conventional, idealized ones. Both Tirena and A Midsummer Night’s Dream’s 
structure is made of five acts, although Tirena has two prologues. The first 
prologue antecedes the plot and the second prologue follows it.  However, the 
theme and the way of its development are differing. In Tirena’s first Prologue 
the shepherds Vučeta and Obrad praise the city of Dubrovnik, according to the 
convention of the rustic burlesque.  
 

Gizdav si, naime, Dubrovniče slavni, / danu si ti svime na vidjenje 
spravni. / Diči se tve bitje nebeskim darim svim / kakono prolitje cvitjem 
razlicim; / viđu te u goju pokojno gdi stojiš, / i jak bubreg u loju gdi se 
liepo toviš. (Čale 205) 
 

Still the most interesting part of the Prologue is Vučeta’s answer to Obrad’s 
question: “Ko je ovoj dubrava? Ali su i ovdi gore? Ko li se gizdava uvrže meu 
dvore?” (Čale 206). In it Vučeta gives the synopsis of the entire play and says: 
“Obrade, ovdi se d nagledat čuda tieh kieh vieku vidjet ned” (Čale 206).   
          Shepherds Ljubenko and Radmio look for their friend Ljubmir who was 
bedazzled by the flaming love for the nymph Tirena. She appears immediately 
after their departure. She meets Ljubmir who intends to commit suicide but she 
stops him and is betrothed to him. At this very moment satyr appears and 
rushes for the nymph. She escapes and the satyr and Ljubmir follow her. Then a 
shepherd Miljenko meets Tirena and falls in love with her. His mother Stojna 
and the old peasant Radat try to bring him to reason. However, even Radat falls 
in love with the nymph as well as his little son Dragid who is in search of his 
father. Their falling in love with Tirena is the consequence of their mocking of 
Cupid who revenges himself on the two of them by making them fall in love with 
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the nymph. Then follows a fight between Ljubmir and the satyr who hits Ljubmir 
with a stone and thus Ljubmir faints. Having thought that he is dead Tirena 
bemoans him and she faints, too. Ljubmir awakes and thinking that she is dead, 
he wishes to kill himself but his friends stop him. With the help of a hermit, 
Tirena awakes and reconciles the shepherds and satyrs by promising each one 
of them one of her sisters. Thus, Obrad answers: “Ah, bože, čuda kijeh se 
naslušah u ovi dan! Sve li de se ovdi toj što kažeš zgoditi?”  (Čale 207) and asks: 
“Tko toli razuman nađe se ter takoj postavi u pjesan toj čuda, brate moj?”  (Čale 
207) These lines are cunningly devised by the author to strengthen his 
authorship, thus Vučeta adopts the author’s voice and says: “Tko doma ne sidi i 
ne haje truda, po svietu taj vidi i nauči svih čuda” (Čale 207). The following lines 
are of particular interest to us because they act as a description of a 
pastoral/Arcadic atmosphere:  
 

Hladenac jes jedan tuj blizu kraj gore, / izvire mora van, a teče u more; / 
“Rieka” se taj zove hladenac medeni, / vrhu svih ki slove u gori zeleni, / 
vilinji tu je stan i s vencom na glavi, / prolitje ljepši dan tuj vodi u slavi; / 
a zemlja na lice ljuveno gledaje, / razliko cvitjice iz skuta mu daje. / tuj 
jedne dubrava, Obrade, jes koja/ zlate dunje dav, -toj čudo vidjeh ja/ 
čuju se I pjesni tuj, brate, anđelske, / da duša uzbiesti od slasti ter rajske. 
(Čale 208) 
 

 One enters the plot of A Midsummer Night’s Dream almost in medias 
res while in Tirena one gradually enters the pastoral world. The first Prologue 
takes us into the pastoral landscape of the woods near Dubrovnik into which, 
like into a mirror, enter characters of shepherds from the real world of 
Dubrovnik’s region. In Shakespeare’s play one has the impression that the 
characters from the real world immediately swarm into the bedazzled fairy 
world of Oberon and Titania. One of the similarities concerns the plot of the 
plays. The majority of plot of both plays happens in the pastoral world, or, in 
other words, the real world is transfigured into fairy world. It would be wrong to 
perceive this pastoral frame only as a convention. Rather one should ask how 
this pastoral world was used in these two works. It could be said that it is a 
world in which “maniristic confrontation of the fantastic and realistic i.e. 
symbolical and real, mythological and rustic, fantastical and realistic happened” 
(Čale 70). Moreover, “the authenticity of Držid’s pastorals is not in the bond but 
instead in the rigid confrontation of the realistic and idealized” (Čale 222). Both 
plays abound in pastoral scenery. One of the most vivid pastoral scenes in 
Tirena is Tirena’s monologue in the first Act, second scene:  
 

Slatko ti ‘e, bože moj, pri danka dzorome / putovat ovakoj zelenom 
gorome; / travicom prolitje gdi polja uresi, / razliko i cvitje gdi se svud 
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umiesi; / gdi toli slavici ljuveno spievaju, / regbi da danici razgovor taj 
daju; / a miriše gora ružicom odsvuda, / putniku umora tern i čut ni 
truda; / a tihi vjetrici po poljieh igraju / I vrhe travici razbludno kretaju; / 
studene vodice a šušnje odasvud, / oko njih ptičice tiraju ljuven blud. 
(Čale 211) 
 

Oberon makes a similar observation in his intention to squeeze the juice into 
Titania’s eyes: 
 

I know a bank where the wild thyme blows, / Where oxlips and the 
nodding violet grow; / Quite over-canopied with lush woodbine, / With 
sweet musk-roses, and with eglantine, / There sleeps Titania sometime 
of the night, / Lull’d in these flowers with dances and delight… 
(Shakespeare 2.1. 251-256) 
 

Although Držid never mentions that the plot of his play happens during the 
Midsummer, in Shakespeare’s play it is clearly and wittingly noted. The 
resemblance of these works is most apparent in the sheer atmosphere of Držid’s 
pastorals that reminds of the Midsummer maniac atmosphere. His 
Midsummer’s Night Dream is certainly one of his plays that elaborate the close 
connection of the imagination and nature.  
 

In general we find in The Midsummer’s Night Dream, in The Tempest, in 
the magical part of Macbeth, and wherever Shakespeare avails himself 
of the popular belief in the invisible presence of the spirits, and the 
possibility of coming in contact with them, a profound view of the 
inward life of nature and her mysterious springs, which, it is true, can 
never be altogether unknown to the genuine poet, as poetry is 
altogether incompatible with mechanic physics. (Bate 10) 
 

             However, there is a kind of a lunatic Midsummer atmosphere in Tirena, 
as well. This becomes evident in the speed at which the scenes revolve. To be 
more precise, in the speed actors revolve on the stage. This is initiated by the 
prompt falling in love of all the male characters with in the fairy Tirena as well as 
their quest after her in the Arcadic area. Even the pastoral area of woods 
around Dubrovnik partly transform into reversed Arcadia due to Ljubmir’s love 
suffering: “Vaj, s kijem govorim? Komu li kažem ja/ grozni plač ki tvorim s 
čemerom od zmija, / kamenju i granam i vodi studeni/i pustim sim stranam i gori 
zeleni? / Komu se tužim ja? Glasam dubravim?” (Čale 214). Ljubmir further 
proceeds in his lament: “Bolje je, vaj meni, priku smrt sad zvati/ u gori zeleni ka 
mi de se ozvati, / ka me de izbavit ljuvene gorkosti / a mira dobavit i vječne 
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radosti” (Čale 214). Nature is thus personified and metamorphosed into a 
lover’s suffering but pastoral had always been closely connected to Nature.  
              Both plays share love as the basis of their plot. Love is also one of the 
two main themes of pastoral literature in general. Love’s mystifying power is 
depicted in Tirena in the following way: “Oto ima takuj mod ognjena ljubav toj, / 
da vrha može dod i mudru nasvit saj. / Sad dobro mogu rit da ljubav toj može / 
nebo užed i vas svit, kad njega primože” (Čale 210). In A Midsummer Night’s 
Dream love is characterized as follows:  
 

Love can transpose to form and dignity; / Love looks not with the eyes, 
but with the mind; / And therefore is wing’d Cupid painted blind; / Nor 
hath love’s mind of any judgment taste; / Wings, and no eyes, figure 
unheedy haste; / And therefore is Love said to be a Child, / Because in 
choice he is so often beguiled. / As waggish boys in game themselves 
forswear, / So the boy Love is perjured everywhere. (Shakespeare 1.1. 
233-241) 

 
 With both authors love is a motif that combines two poetical 
orientations:  neoplatonic and realistic. The first one is evident in the perception 
that love is a magical power that articulates the divine and the earthly and 
submits all beings to it: the young and the old, peasants, shepherds and queens: 
thus, it is given the mystical power in the form of Cupid’s bow and arrow and 
the flower of love-in-idleness. Love is also the force that prompts the 
metamorphosis of the characters. Ljubmir is characterized as “ki vrh inih 
razumom sloviješe, / dubrava od ovih slava i čast ki biše” (Čale 210). But he is 
transformed by the ill-doing of Love into a lunatic. He says:  

 
ja niesam, niesam ved Ljubmir, jur koji bih, / ki se čas može redi pastiri 
oda svih, / vesele pjesance ki njekad spjevaše, / ki njekad I tance po lugu 
vođaše, / ki tak slovieše u ovoj dubravi, / pri neg ga žežiše plam gorke 
ljubavi, / pri neg ga huda čes ovakoj uhili/ da uvik tužan jes, da uvik, 
jaoh, cvili. (Čale 213) 
 

In this metamorphosis he is similar to Shakespeare’s Lysander who falls in love 
with Helena.  
 

The ill of man is by his reason sway’d, / and reason says you are the 
worthier maid. / Things growing are not ripe until their season: / so I, 
being young, till now ripe not to reason; / and touching now the point of 
human skill/ Reason becomes the marshal to my will, / and leads me to 
your eyes; where I o’erlook / Love’s stories, written in Love’s richest 
book. (Shakespeare 2.2. 127-134) 
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Metamorphosis happens to Radat as well when he is being stricken with Cupid’s 
arrow while he is asleep. So when he falls in love; “vidjevši vilu za njom se 
užeže” (Čale 234). He is conscious of his transformation thus he says: “Mo’a 
bratjo, vaš Radat nije oni ki je bio!” (Čale 235). Bottom is, however, unconscious 
that he is translated or changed, so he does not believe when they tell him: “O 
Bottom, thou art changed! What do I see on thee?” or “Bless thee, Bottom! 
Bless thee! Thou art translated.” (Shakespeare 3.1. 106-107). In the same way 
Helena believes Lysander, Demetrius and Hermia are mocking her: “O spite” O 
hell! I see you all are bent/ To set against me you’re your merriment: / if you 
were civil and knew courtesy; / You would not do me this much 
injury.”(Shakespeare 3.2.  147-150). Or as Stojna, Miljenko’s mother believes 
the fairies had mocked her son: “Moj sinko, tej vile ohvaone su dudi, ni ljube ni 
mile naše ruke ljude, / pastiri ubozim one se rugaju, tim ruzi i mnozim tužicu 
zadaju” (Čale 225). 
 Bottom also believes his friends are mocking him: “I see their knavery: 
this is to make an ass of me; / to fright me, if they could” (Shakespeare 3.1. 119-
120). J. B. Priestley dedicated the entire first essay of his book The English Comic 
Characters to the character of Bottom. He considers him to be the most 
palpable character in the comedy even though he is the greatest fool: “he 
stands out as a romantic, poet and a man of imagination among his craftsmen 
and most obviously takes the leadership in his own hands” (Torbarina 8).  And 
similar as with Midsummer Night’s Dream, everything is but a dream, (at the 
comedy’s end Puck prays spectators to consider it all a dream) thus Radat hopes 
his metamorphosis is a dream so he asks: “Radate, koji san vidio si ti sada? (…) 
Što može bit ovoj? Što na me sad dođe? / Što je ovoj, vaj meni? Tko mi smrt 
zadava? / Njeki me ognjeni živi plam skončava” (Čale 234). 
            As for the characters in both plays, Puck is most alike to Držid’s Cupid. 
Both characters belong to the fairy world: their vivacity is the element that 
actuates the plot. Still, Držid’s Cupid is borrowed from the classical readings and 
appears only in Act three, scene four when he utters a short monologue 
emphasizing his power:  
 

Kolika oholas i š njome mala mod/ u ljudeh jes danas, izriet ju nije mod / 
Oto su ki vele da nije bog ljubav; / I toj tko mni ciele pameti nie ni zdrav/ 
Što sam ja, znaju toj visoka nebesa, / ognjeni a stril moj i u pakao 
doseza. (Čale 233) 

 
It seems that Shakespeare’s Puck is more rooted in the very text while Držid’s 
Cupid “floats” over the plot. Puck is an impish and whimsical elf, Oberon’s 
attendant that causes disarray and errs (“then will two at once woo one, -/ that 
must needs be sport alone; / and those things do best please me / that befall 
preposterously” (Shakespeare 3.2. 118-121), whereas Cupid has a status of a 
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classical deity. In Tirena Cupid represents himself but in Midsummer Night’s 
Dream the fairy characterizes Puck:  
 

Either I mistake your shape and making quite, / or else you are that 
shrewd and knavish sprite/ call’d Robin Goodfellow; are you not he/ 
that frights the maidens of the villagery; / skim milk, and sometimes 
labour in the quern/ and bootles make the breathless housewife churn;” 
(Shakespeare 2.1. 31-37) He admits and says: “I am that merry wanderer 
of the night, / I jest to Oberon, and make him smile, / when I a fat and 
bean-fed horse beguile, / neighing in likeness of a filly foal; / and 
sometimes lurk I in a gossip’s bowl…  (Shakespeare 2.1. 47)   

 
It is interesting to note that both Tirena and A Midsummer Night’s Dream end 
with Cupid and Puck’s speech. Both Cupid and Puck return to the stage and their 
address to the spectators is a clear dramatical element of the plot. Thus, Cupid 
addresses the public by saying: “O ki nas slušate s ljubavi i radosti, / vede ne 
čeka’te sad ove mladosti; / zač oni pođoše njih dragu vil slidit, / a mene ođoše ki 
vladam nebo i svit” (Čale 254) indicating that his role is: “da budem moliti 
priklono srce sada svih, / da srce primiti budete dobro njih / I ljubav kome sad 
hotješe zadosti / ovo brieme od poklad uzvisit radosti” (Čale 254). 
 Cupid ends by saying: “Za drugo ništor ja, puče, nedu rit, / zač sunce koje 
sja svitlo de vazda bit; / nenavis ne more učinit nemila / da ruža od gore ni 
rumena ni bila” (Čale 254). Puck’s speech is similar in its intention to Cupid’s 
speech in Tirena. Thus, Puck says: “If we shadows have offended, / think but this 
and all is mended / that you have but slumber’d here, / while these visions did 
appear” (Shakespeare 5.1. 412-415). The most significant lines are surely those 
in which Puck calls on the audience to think of all as a dream inviting the 
audience not to discern between the dream and reality as, anyway, they 
mingled throughout the play: “And this weak and idle theme, / no more yielding 
but a dream” (Shakespeare 5.1. 415-416). These speeches represent a specific 
return from fiction to reality. 
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ÄHNLICHKEITEN DES SCHÄFERSPIELS IM RENAISSANCEZEIT: EIN 
SOMMERNACHTSTRAUM VON WILLIAM SHAKESPEARE UND TIRENA UND 

GRIZULA VON MARIN DRŽID 
 
 Bis Renaissancezeit, hat man das Schäferspiel als eines monotones Genre 
begreift. Trotzdem, hat ihr die Renaissance das Merkmal der Allegorie gegeben, sie 
dabei die grundlegende Merkmale nicht zu berauben. Dieses Genre hat in der 
kroatischen und englischen Literatur der Renaissance beneidenswerte Erfolge 
erzielt und hat sich in verschiednen literarischen Formen erreicht. Als man über die 
Leistungen dieses Genres diskutiert, kann man nicht William Shakespeare und 
Marin Držid auslassen, weil sie beiden, zwei auβergewöhnliche Persönlichkeiten in 
ihrer Literatur darstellen. Das Ziel dieser Arbeit ist, eine vergleichende Überblick 
über “Ein Sommernachtstraum” von William Shakespeare und des Schäferspiels von 
Marin Držid “Tirena und Grizula,” zu geben. Man kann sich mit Recht fragen, ob wir 
Držid und Shakespeare vergleichen können, weil es keine direkte, zetliche oder 
kulturelle Verbindungen zwischen den beiden Autoren sind. Doch, dank der 
gegenseitigen Intertextualität ihre Texte, kann man einige sehr interessante und 
wichtige Ähnlichkeiten finden. Demnach, können wir Držid als einen Vorläufer von 
einigen Shakespeare-Themen befinden und so ist die Verbindung zwischen Držid 
und Shakespeare als beidseitig betrachtet.  
 
 Wichtige Worte: das Schäferspiel, William Shakespear, Ein 
Sommernachtstraum, Marin Držid, Tirena, Grizula. 
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Abstract: Branagh's Hamlet, considering some of his traits,  to some extent resembles his 

Henry V. However, his Hamlet, unlike Henry V, is not mentally unbalanced person. His 

film adaptation of Hamlet Branagh adjusted to modern narrative conventions. But, 

although he remained faithful to Shakespeare's text, Branagh made many dramatic 

digressions, which in turn clearly referred to the necessity of 'translation' of the literary 

original in the system of different aesthetic coordinates. In a word, he experiences 

Shakespeare's Hamlet as a 'great mystery', and his power is contained in the fact that it is 

always works on the viewer, even if he can not understand it. For years, according to 

some critics, Hollywood rejected William Shakespeare as the deadest of all the dead 

writers. However, everything changed in 1989 when Branagh made his Henry V. But, 

unlike some critics who have turned their attention to Shakespeare‘s 'breakthrough' in 

Hollywood, Branagh‘s film-aesthetic problem of relations in this Shakespearean tragedy 

is something different. Although he injected, in his own words, as much intellect in its 

implementation, his approach in the end was not intellectual but intuitive. 

 

Keywords: adaptation, prototext, psychological characterization, eros, political and epic 

dimensions, technical aspects, sound effects, symbolic space. 

 
 
 Kenneth Branagh, like his great predecessor Laurence Olivier, pays 
special attention to Hamlet's psychological characterization.16 However, for 
Branagh’s Hamlet we can say that for some of his traits: resourcefulness, speed 
(thoughts, movement, decision making), sense of humor, in a way resembles 
Henry V17 of his previous film adaptation of Shakespeare's historical dramas. In 
addition, unlike some previous interpretations, his and Shakespeare’s hero is 
not seen as mentally unbalanced person - on the contrary. None of what Hamlet 
says never seems to Branagh far out of balance; he often simulates madness, 
there is no doubt a very passionate, very fickle, quite susceptible to excitement, 
but never mad (Branagh 1996, 48). 

                                                 
15

 Hamlet (1996). Castle Rock Entertainment, Turner Pictures (I), Fishmonger Films.  
16

 But Branagh’s Hamlet, as pointed out by Donald Lyons lacks the charm of charisma, and this 
deficiency is serious. Although this Lyons’ assertion is somewhat questionable, it could not be 
entirely said for the another in which he recognizes that the real struggle in this film, however, is 
not among the leading actor and his role, but between the director and his spirit called Olivier." 
Donald Lyons: Lights, Camera, Shakespeare. Commentary, Feb.1, 1997, p. 57. 
17

 Henry V (1989) - Renaissance Films, British Broadcasting Corporation (BBC), Curzon Film 
Distributors; Henry V is also the first film to be directed by Kenneth Branagh. 

http://www.imdb.com/company/co0040620?ref_=tt_dt_co
http://www.imdb.com/company/co0045447?ref_=tt_dt_co
http://www.imdb.com/company/co0078259?ref_=tt_dt_co
http://www.imdb.com/company/co0053488?ref_=tt_dt_co
http://www.imdb.com/company/co0043107?ref_=tt_dt_co
http://www.imdb.com/company/co0103619?ref_=tt_dt_co
http://www.imdb.com/company/co0103619?ref_=tt_dt_co
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A series of sexualized scenes whose protagonists are Hamlet and 
Ophelia is completely inconsistent with what is on the big screen until then been 
seen, as well as the prototext in which such an (explicit!) hint doesn’t exist. The 
Branagh is, obviously, his film story of Hamlet adapted to recent conventions, 
but also the clichés by which erotic fantasies become indispensable constituent 
of film narrative structure.18 And no matter how hard he tries to stay true to 
Shakespeare's text, Branagh is, nevertheless, had to make dramatic excursion, 
which in turn clearly indicates the necessity of treatment and 'translation' of the 
literary original in the system of different aesthetic and expressive coordinates. 
Branagh experiences Shakespeare's Hamlet as a great mystery, and his power 
according to him is contained in the fact that it is always works on the viewer, 
even if he can not understand his every verse (Branagh 1996, 48). But, unlike 
some critics who have turned their attention to Shakespeare’s and his 
breakthrough in Hollywood, inventive use of photography in another adaptation 
of Shakespeare, then the costumes, namely uniforms with gold gimps, epaulets 
and decorations, the impact which is not only Olivier’s, but Derek Jacobi’s 
Hamlet had on his posterior conceptualization, Branagh film-aesthetic problem 
of relations in this Shakespearean drama piece sees something different.19 For 
years, Hollywood rejected William Shakespeare as the deadest of all the dead 
writers; but everything changed in 1989 when Branagh made his sulky Henry V, 
interpreting himself a major role, claims Thom Geier (1997, 14).  

Hamlet's apparent lethargy and activity Branagh transforms into action 
which at times takes place in a staccato rhythm, such as, for example, the case 
in the nunnery scene (scene of the monastery). However, in the "scene in the 
queen's room," in Hamlet's conversation with Gertrude, his mother, comes a 
noticeable rhythmic fall, which occurs as a result of certain conceptual flaws, 
which is, paradoxically, 'aesthetic specificity' of modern film expression. At the 
same time, however occasionally he tried to neutralize the artificial invoice and 
by the end remains within the limits of literary factography, Brangh sought and, 
it seems, managed to find a functional compromise, primarily diegetic solutions 
that were not in contradiction with the general stream of rhythmic and 
aesthetic structure of the film. 

The Ghost of Hamlet's father appears not only to seek revenge because 
he was despicable killed and deprived of the throne, but asks Hamlet to restore 
martial organization of the state that has become a victim of extravagance and 
immorality. That is the angle Branagh watches and models his hero’s actions. As 

                                                 
18

 According to Branagh, the background of the story between Hamlet and Ophelia essentially is 
reduced to a physical relationship. 
19

  Due to the one Branagh was unsure of the ultimate outcome. Although he injected, in his own 
words, as much intellect in its implementation, his approach in the end was not intellectual but 
intuitive. 
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a consequence, we have no doubt in Hamlet's own indecision, but as to whether 
he is up to the task and purpose. Branagh’s hero, according to Geier, is favored 
young man who looks more like a college student than a graduate engrossed in 
his thoughs (1997, 14). Branagh, however, sees Hamlet much more complex, 
and therefore seeks to drag even the viewer into such thinking. In his early 
acting days he felt a stronger need to define him, to say that he is this or that 
type of Hamlet. He finally concluded that he was much more and left the 
audience to determine what kind of man he is (Geier 1997, 14). 

Unlike Kozintsev’s Hamlet who is burdened with the question of 
meaning of our "existence" in the time out of joint and Olivier’s laden by 
Oedipus complex, Branagh’s Hamlet is filled with the raging inner energy that is 
constantly increasing. His adaptation of Hamlet, however, is determined by two 
important factors: the effort that in the creative and aesthetic approaches get 
closer to his idol Laurence Olivier (Branagh made Henry V, played Iago in Oliver 
Parker’s Othello, broke through in the field of comedy in Much Ado About 
Nothing) and a strong political dimension, namely the attempt to transform this 
Shakespeare's piece into "political treatise" of the late nineteenth century.20 The 
action of this Shakespeare's tragedy Branagh relocated in a kingdom in the 
north of Europe with the implicit martial concept and symbolism. Recognizable 
iconographic details, decor and costumes (military uniform, ball gowns, 
conventional clothing from the late nineteenth century) make an unavoidable 
component of his procédé. It is obvious that Branagh, displacing action in 
another time and consciously sacrificing authentic space, even the very 
atmosphere of Shakespeare's play, tried to achieve certain mise en scène 
effects. And although he did not give up literary factography, elements of the 
technical realization of the film fully come to the fore and have a crucial impact 
on the formation of its global aesthetic viewpoint.21 Branagh’s intention 
undoubtedly was contained in the fact that in his adaptation of Hamlet events 
not only dislocate from a recognizable historical milieu, but also to underline 
their epic dimension. But unlike Shakespeare's historical dramas in which the 
spatial and time frame is clearly defined, Hamlet does not provide such an 
opportunity. Branagh, however, manages to recognize compatible historical 
constants in this Shakespeare's tragedy and to skillfully incorporate them into 
his story line. 

                                                 
20

 It's time, reminds Branagh, in which large, interrelated families ruled Europe, with all forms of 
political trade, arranged marriages and family intrigues and mad kings or queen's relatives. And 
yet, view at that period was very impressive, very luxurious, dignified, ravishing. He wanted that 
kind of contrast between something that is incredibly attractive on one level, but still below that 
there is something perverse. (Branagh 1998, 48.) 
21

 Branagh’s cinematographer Alex Thomson claims that this film set in the Middle Ages would 
have been too dark and it would be hard to endure nearly four hours; for this reason, they used 
light-gray tones with a lot of gold ornaments on the costumes. (Taken from Fisher 1997, 59.)  
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 Fortinbras’s numerous army in geometrically arranged order, on the 
model of formal gardens, noisy passing along the plateau in front of Elsinore, his 
soldiers pulled down the statue that symbolizes exactly what they fight for (their 
aims are, therefore, warlike and conquering), and in the mysterious way appear 
in the very castle.22 The intention of the director obviously was that by using 
montage ellipse eliminate orchestrated cinematic progression, and thus achieve 
the effect of surprise, which in a given dramatic context, we would say, is not 
necessary, nor, on the other hand, is decisive for the further course of action. 
However, what Branagh’s film adaptation of Hamlet makes successful is skillfully 
established balance between narrative basis of Shakespeare's play and his film 
transposition. The psychological space as one of the key dramaturgical elements 
(the same is with Olivier’s film adaptation), is an integral part of the overall 
aesthetic structure of the film and its expressive dimensions. The background in 
which the characters postulate is directly related to visual dynamics (and 
dramatics!), as well as the movement within the frame. The action at any point 
does not go beyond film expressive coordinates (and, of course, the film 
narrative code!), but not from the scope of dramatic coordinate of prototext as 
literary "template." The wide emotional scale, progressive rhythmic pulsations, 
as well as a variety of psychological anastomosis, form an inherent segment of 
realistic structure of this adaptation. 
 For Branagh’s Hamlet we can say that in many respects it is a specific 
motion picture. In addition to being, in contrast to its predecessors, he fully 
preserves the original Shakespeare’s text in his first version, Branagh made an 
effort to attach special importance to decor and costumes, which has already 
been discussed. In the erotic flashback scene Hamlet and Ophelia openly make 
love, but that Branagh as actor and director is in no way concerned with the 
possible "boomerang effect" that it could create with film viewer (aka film 
critic!), taking into account its traditional interpretation both in literature and in 
film. For some, however, such a diegetic 'excursus', represent only the excess of 
freedom in the 'translation' of a literary work within other artistic medium, in 
this case film. 
 The contrapuntal use of sound effects and emphatic musical phrases 
that accompany diegetic most striking scenes, giving them a strong dramatic 
intensity, occasionally go beyond the function of subsidiary structural elements 
becoming a purpose for themselves.23 However, Branagh focused his attention 

                                                 
22

 The final scene in the film is the demolition of the statue of the old King Hamlet by Fortinbras 
army, metaphor that reminiscents of the fall of communism and, more generally, the inevitable 
defeat of tyranny and its no less inevitable replacement by the triumph of People’s will, says 
Donald Lyons (Lyons, Lights, 57.) 
23

 So in the scene when the earth quakes and splits, Hamlet's words of warning addressed to his 
friends can barely be discerned. (In Olivier’s and Kozintsev’s adaptation it is differently solved.) 
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in particular on a wide scale of narrative possibilities of film language24 and, like 
Kozintsev, was searching for original mise en scène solutions, appropriate decor, 
made sketches and drawings of costumes and props. Symbolically active space 
in the frame in Branagh’s Hamlet is at times subordinated to the elements of 
specifically cinematic stylization, with expressive (and, above all, functional!) 
close-ups. The harmonization of movements in the field of deep visuality was 
achieved by panoramic camera movement, while preserving their panfocus 
perspective. However, Branagh’s visual and audible crescendo, which is mostly 
dramatic functional and legitimate, gives this film a special aesthetic quality. In 
addition, special attention was paid to the symbolic value of the image of each 
frame which were to be embedded in a global texture of the film story, and not 
to represent a free "descriptive" or iconographic supplement.25 Perhaps this is, 
in addition to already indicated, one of the essential aesthetic values of 
Branagh’s film adaptation of Hamlet.  
 At the very end of this work we have chosen Branagh’s words in which 
he presents his experiences related to the "cooperation" with The Bard. 
 

What I tried to do was to convince myself, with many years of 
preparation, direct and indirect, experience in playing the part, with my 
own relationship with the part, with all the homework in the world 
done, that, in a way that couldn't really happen when I did Henry V, my 
obligation as Hamlet was, once that camera turned, to be as real and as 
natural and as truthful as possible in the moment, within the style of 
what we were doing, and to forget about all that information, forget 
about what you prepared. Julie Christie used to say to me, "You do it 
different every time, don't you?" I said, "If you say it different to me, I'll 
say it different to you." It's just however it comes out. We've got to trust 
the work we've done. I don't believe in trying, on film, to repeat some 
loved moment from the theater, recreating something, repeating things. 
[…] I like to try to give it away, and just, in that moment, to have worked 
up to the point where you might be able to leap off into some 
inspirational percentage, that you and the other actors might just catch 
something so that your scene and the performance sings a bit in that 
kind of mysterious way.26 

 
Or, as David Gates says: “How can we miss Shakespeare if he won't go away?” 
(45).  

                                                 
24

 Or, as Thomson says, he is, indeed, looked for its cinematic expression. (Fisher 60.) 
25

 The picture quality is so alive that you feel like you can go straight to the canvas, recalls Alex 
Thomson. (Fisher 66.) 
26

 Great Dane. Interview by Cary M. Mazer. http://www.english.upenn.edu/cmazer/branagh.html 
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ŠEKSPIROVA RENESANSA U HOLIVUDU – BRANINA ADAPTACIJA HAMLETA 
 
 Branin Hamlet, s obzirom na neke od njegovih svojstava, u određenoj 
mjeri podsjeda na njegovog Henrija V. Međutim, njegov Hamlet, za razliku od 
Henrija V, nije mentalno neuravnotežena osoba. Svoju filmsku adaptaciju Ham-
leta Brana je prilagodio modernim narativnim konvencijama. Ali, iako je ostao 
vjeran Šekspirovom tekstu, Brana je napravio mnoge dramske digresije, što je, s 
druge strane, jasno upudivalo na nužnost “prevođenja” književnog originala u si-
stem različitih estetskih koordinata. Riječju, on Šekspirovog Hamleta doživljava 
kao “veliku tajnu”, a njegova je snaga sadržana u činjenici da uvijek utiče na gle-
daoca, čak iako ga ne može razumjeti. Godinama je, prema nekim kritičarima, 
Holivud odbacivao Viljema Šekspira kao najmrtvijeg od svih mrtvih pisaca. Me-
đutim, sve se promijenilo 1989. kada je Brana adaptirao njegovog Henrija V. No, 
za razliku od nekih kritičara koji su usmjerili pažnju na Šekspirov “proboj” u Ho-
livudu, Branin filmsko-estetski problem odnosa u ovoj Šekspirovoj tragediji ne-
što je drugačiji. Iako je, po vlastitim riječima, ubrizgavao toliko intelekta u nje-
govu realizaciju, njegov pristup na kraju nije bio intelektualan nego intuitivan. 
 
 Kjlučne riječi: adaptacija, prototekst, psihološka karakterizacija, eros, 
politička i epska dimenzija, tehnički aspekt, zvučni efekti, simbolički prostor. 
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Abstract: History textbooks are based on facts. Occasionally, however, history textbook 

authors cannot escape emplotting fictional elements into their writings. Those fictional 

elements transform them into story tellers whose view of certain events, persons, or 

things might be clouded by cultural, social, or literary currents of their time. This paper 

aims to detect such ―cloudings‖ in the selected American history textbooks published 

between the 1940s and 1960s by taking as its orientation point literary and cultural 

changes introduced by Southern Renaissance. As a reinvigoration of literature and other 

types of writing in the 1930s-1950s American South, Southern Renaissance especially 

challenged the viability of stereotypes and clichés about the American South (the view of 

the South as the region burdened by its past, the notion of a ―house divided,‖ the concept 

of Southern paternalism, the Southern code of honor, the plantation myth, the Cavalier 

myth, and Southern male and female stereotypes) in the South of the 20
th

 century. The 

presence or absence of those stereotypes and clichés in the selected 1940s-1960s 

American history textbooks will show whether the views of Southern Renaissance 

authors can be discerned in them and thus eventually testify to/reject historical cultural, 

and literary overlapping.  

 

Key Words: Southern Renaissance, the American South, literature, history, history 

textbooks, stereotypes, clichés.   

 
 
 This paper comes about as an attempt to explore how the selected 
American history textbooks published between the 1940s and 1960s depicted 
the American South and whether this description adopted stereotypes and 
clichés commonly associated with this American region – the stereotypes and 
clichés that were called into question by Southern Renaissance authors. The 
identification of stereotypical notions will mostly rest on the idea of historical 
narratives, i.e. history textbooks, as verbal fictions, “the contents of which are 
as much invented as found” (White 82) and on the view of a historian, i.e. a 
history textbook author, as “a story teller” (White 83) who arranges historical 
“elements [...] into a story by the suppression or subordination of certain of 
them and the highlightening of others, by characterization, motific repetition, 
variation of tone and point of view, alternative descriptive strategies, and the 
like” (White 84). No historical (or literary for that matter) event/writing is 
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therefore intrinsically stereotypical; it can only be made/perceived as such by a 
historian/history textbook author, a critic, or a novelist/poet/playwright.   

 Beginning with a short insight into the background and traits of 
Southern Renaissance as the literary and cultural movement that challenged the 
stereotypical notions attached to the American South and continuing with a 
brief outline of the most common stereotypes and clichés about the American 
South created up to the end of Reconstruction, the paper will try to detect their 
emplotment or absence in the selected 1940s-1960s American history 
textbooks. This time frame has been determined by the appearance, 
development, and decline of Southern Renaissance as the cultural and literary 
movement. The paper will conclude by considering, in the light of possible 
objections, some consequences of the proposed argument: predictably, it shows 
that stereotypes and clichés about the American South are present in the 
selected 1940s-1960s American history textbooks and that the influence of 
Southern Renaissance is just moderately visible in them. This occurs because 
“most historical sequences can be emplotted in a number of different ways” 
(White 85) thus allowing for different interpretations and different meanings: 
stereotypical or subversive, affirmative or revisionist.   
 

Southern Renaissance: The Background, Influences, and Traits 
 
 Beginning in 1929, the year of publication of William Faulkner’s The 
Sound and the Fury and Thomas Wolfe’s Look Homeward, Angel, and ending 
around 1955, Southern Renaissance (or Renascence, as Allen Tate spelled it) is, 
according to C. Vann Woodward, a flowering of “literary arts – poetry, fiction, 
and drama” (“Why the Southern Renaissance?” 222) as well as a burst of 
writings in sociology, history, political analysis, journalism and history in the 
American South as a result of “the creative tension between the Southern past 
and the pressures of the modern world” (A Southern Renaissance 4). Many 
critics consider “the defining impulse of Southern renaissance writing” to be 
“the interrogation and ultimate demystification of Southern traditionalism, 
coming at a time of immense intellectual energy deriving from the perceived 
clash of traditional and modern cultures” (Brinkmeyer 156).  

 Southern Renaissance writings explore a relationship between the 
present and the past, the relationship which is characterized by ambivalence 
and ambiguity and charged by tension, and are often regarded as “a 
complicated and not always consistent mix of formalism and social criticism” 
(Brinkmeyer 151). Other important issues discussed in the works of Southern 
Renaissance authors include (1) the interrogation and criticism of Southern 
cultural practices such as the cult of Southern womanhood with its emphasis on 
passivity, submissiveness and voicelessness enforced through Southern women 
stereotypes such as belle, Dixie Madonna, mammy, tragic mulatta, etc.; (2) “the 
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critique, implicit or direct, of racial and sexual oppression, of the hierarchical 
caste and class structures that pervade cultural institutions, and of the evasive 
idealism that pushes reality aside” (Jones 45); (3) the importance of African 
American folk culture, in particular its oral and musical traditions (jazz, blues 
and spirituals) shaping Southern African American writings in their opposition to 
the white canon as well as the importance of Southern culture for the art and 
identity of the New Negro Renaissance writers; (4) the interpretation of the 
white and black cultures and thus the white and black literary traditions in the 
South; (5) the revision of “the art vs. politics opposition” (Brinkmeyer 155), 
etc.28  

 Scholarship on Southern Renaissance stresses both the ideology of 
Southern regionalism and the idea of the demythologized Southern utopia as 
the possible influences that initiated its appearance and helped its 
development. Derived from the definition of region as a historical, social, and 
cultural product with its own course of life, the term Southern regionalism is 
usually approached from two points of view: cultural and historical. When 
discussed through the cultural lens, the notion of Southern regionalism owes 
much to the manifesto I’ll Take My Stand: The South and the Agrarian Tradition 
(1930). Taken from the lyrics of “Dixie,” “the title of the controversial volume 
came across as ‘fightin’ words,’ but the cause at issue was not, as the subtitle 
suggested, preserving ‘the Agrarian tradition’ so much as defending ‘a Southern 
way of life against what may be called the American or prevailing way” (Cobb 
116). The manifesto compares the Southern and American way of life, finds 
fundamental differences between the South and the rest of the USA, and 
expresses them by using the dichotomy Agrarian vs. Industrial. The authors of 
the manifesto—John Crowe Ransom, Donald Davidson, Allen Tate, Robert Penn 
Warren, and others—argue that the South epitomizes a society where a human 
being is more important than a machine. They also assert that the Southern way 
of life—the way of life “based on the family and the land” (Core 314)—could 
represent a model of the genuine relation between a person and his/her region. 
Even though Agrarianism elicited different reactions, most of which 
concentrated on its separatist character and attempts to revive the Confederate 
spirit in the South, it, however, represents the essential contribution to the 
definition of Southern cultural regionalism. 

                                                 
28

 The most important representatives of Southern Renaissance are William Faulkner, Stark Young, 
Katherine Anne Porter, Caroline Gordon, Allen Tate, John Crowe Ransom, Robert Penn Warren 
(canon); Augusta Jane Evans, Grace King, Kate Chopin, Mary Johnston, Ellen Glasgow, Frances 
Newman, Margaret Mitchell (revised women writers); Houston Baker, Robert Stepto, Michael 
Awkward, Barbara Johnson, Keith Byerman, T. S. Stribling (revised Southern African American 
writers); and Erskine Caldwell, Lillian Smith, Grace Lumpkin, Harry Harrison Kroll, Myra Page, 
Elizabeth Madox Roberts, and Olive Tilford Dargan (aka Fielding Burke) (revised working class, 
liberal, and leftist writers). 
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 When discussed from the sociohistorical point of view, Southern 
regionalism can be ascribed to the South’s position of a social, political, and 
economic outsider within the USA. This statement rests, to a great extent, on a 
relatively non-American experience the South underwent during colonial, 
antebellum, postbellum, and modern times. Having based its entire economic 
and social structure on the institution of slavery, the colonial, 
(post)revolutionary, and antebellum South lived deeply tucked in a Southern 
domestic metaphor – “the image of a beautifully articulated, patriarchal society 
in which every southerner, black or white, male or female, rich or poor, had an 
appropriate place and was happy in it” (Scott 52). Challenges to this viewpoint 
began to appear in the second half of the nineteenth century because slavery, 
as the social, racial, and economic structure, and the South, as both the place 
and the idea, were perceived as the opposites of the USA and their innocence, 
morality, and freedom. The discrepancy between national and regional ideals of 
economy, social structure, and morality led to the civil war that the Confederacy 
eventually lost. After the war, the South sank into the financial, social, political, 
and cultural isolation caused not only “by wide regional discrepancies in living 
standard, per capita wealth, per capita income, [...] education, health, [and] 
protection” (The Burden of Southern History 17) but by racial segregation and 
racial intolerance imposed by the Jim Crow laws and reinforced by the 
whiteness as a property ideology. All these sociohistorical factors contributed to 
the image of the South as the region burdened and consumed by its past.  

 The second impetus for the appearance and development of Southern 
Renaissance is to be looked for in the idea of the demythologized Southern 
utopia. The process of Southern demythologization rested on its representation 
as the American margin or other. The South was marginalized, i.e., 
demythologized, in two phases taking place after the Civil War. The first phase 
was colonization—economic, invasive, and expansive in nature—transforming 
the South into a supplier of both extremely cheap labor and immense natural 
resources. The second phase involved cultural and social marginalization of the 
South through its depiction as either nature or woman or slavery. Comparing 
the South to “a society nurtured in nature’s womb” (Smith 1433), its critics 
called into question the Southern relaxed, comfortable, and leisurely way of life 
and Southern indulgence in physical pleasures. Southern lifestyle became a 
useful tool in justifying the American view of Southerners as morally and 
physically corrupt as it separated Southerners from the essentially American 
ideals of capital, profit, hard work, industrialization, and, in particular, morality, 
conservatism, and chastity. This was an attempt to prove that the leisurely and 
prodigal way of life—the way of life depending on nature and being like nature 
itself—was not efficient in the long term because it did not rest on the main 
values of capitalist, i.e. American society. 
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 Whereas the first demythologizing process rested on the nature-culture 
dichotomy, the second involved the inversion of sex roles. Since this approach 
occurred during the Civil War and Reconstruction, the central metaphor 
involved two warring parties. On the one hand, there was the South that, as the 
loser in the war, was depicted as a weak, submissive, and stubborn woman; on 
the other, there was the North that, as the winner in the war, was presented as 
a possessor of money, power, and voting right. The aim of this sex role 
distribution was at least twofold: not only did it intend to accuse most, if not all, 
Southern men and women of partaking in the war, but it also attacked and 
undermined Southern society by presenting Southerners as corrupt: “Southern 
manhood was presented as incapable, unrestrained, cowardly, and military 
inefficient and thus humiliated; Southern womanhood was (literally and/or 
verbally) desecrated as it was the spiritual force the Confederacy rested on” 
(Oklopcic 4). In this way, it was officially proclaimed what was natural and 
normal and what was not. Lastly, there was the peculiar institution—slavery. As 
a crucial point in the demythologization of the South, it opened an immense 
discursive space for criticism of Southern racism, Southern inhumanity, and 
Southern economy. Whereas the criticism concerning Southern racism and 
Southern inhumanity is unquestionable, the attack on Southern economy based 
on slave labor can at least partly be cushioned by the fact that 

 
the southern states in the last two decades of the antebellum years 
provided almost two-thirds of all United States exports, though the 
South constituted no more than two fifths of the nation’s population. 
Since those years were just the time when the North was entering 
upon its industrial expansion, those exports helped pay for the imports 
essential to the industrialization of the United States. (Degler 8) 

 
Stereotypes and Clichés about the American South 

 
 Whether defined as the types “of dominant response whose expression 
may be enhanced in public settings, especially among individuals high in social 
anxiety” (Lambert et al. 277) or comprehended as the terms “expressing mental 
attitudes or conceptions whereby people are classified [...] as a result of 
personal opinions” (Gardner 17), stereotypes and clichés are, generally 
speaking, “oversimplified conceptions,” which are the consequence of 
“misapplied knowledge” (Williams et al. 398). In the broadest sense, 
stereotypes and clichés are embedded in the system of positive and negative, 
superior and inferior connotations; they are present in innumerable binary 
opposites as a kind of a sub-structural paradigm, and, as such, they imbue the 
Western literary, philosophical, social, cultural, and ideological thought.  
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 As sub-structural paradigms, stereotypes and clichés are interwoven 
into the fabric of Southern, and American, social, cultural, and literary currents. 
They appear in American history textbooks as well. Even though quite a few 
exceptions do occur, the selected 1940s-1960s history textbooks, which range 
from middle/junior high to high school history textbooks and had all been 
published outside the American South, show to a greater or lesser degree 
adherence to one or more stereotypical images, beliefs, or notions usually 
attributed to the South thus mostly disregarding the ideas of rebirth, starting-
over, growth and, by extension, decline and death (“Framework of a 
Renaissance” 4) inherent in Southern Renaissance writings. These persisting 
stereotypical images, beliefs, or notions include (1) the view of the American 
South as the region burdened by its past (slavery); (2) the notion of a “house 
divided”; (3) the concept of Southern paternalism; (4) the Southern code of 
honor; (5) the plantation myth; (6) the Cavalier myth, and (7) Southern male and 
female stereotypes. 
 

The South as the Region Burdened by Its Past 
 
 All the selected 1940s-1960s history textbooks agree that one of the 
main reasons for the Southern colonial and antebellum economic, cultural, and 
social isolation was its “peculiar institution” – slavery. Most of them approach 
slavery in a similar way: they condemn slavery by emphasizing its cruelty, its 
dehumanizing nature, and its oppositeness to the democratic principles the USA 
based their existence on. Slavery is thus described as the system “few people 
[...] believed [...] was good for the country” (Yarbrough et al. 291) and “a bitter 
sectional issue,” which “plague*d+ the nation” (Shafer et al. 176). Accordingly, 
slaves are referred to as “cog*s+ in the agricultural machine” who suffered under 
“strict [...] discipline, long [...] and [...]severe toil, and the brutality of overseers” 
(Wilson 338); the “human cargo” (Wade et al. 48); “a form of personal property” 
(Wade et al. 290) that was “often raised, worked and sold as [...] valuable 
livestock” (Shafer et al. 256). Not only do the authors acknowledge harsh and 
brutal working conditions imposed on slaves, but also the fact that “slavery 
exposed Negroes to the passion of their white masters” (Wilson 353).  

Quite a few textbooks, however, attempt to cushion the effects of slavery by 
stating, for example, that  

 “the slave was a body-servant to his master, or more frequently a 
plantation laborer, living a life of ignorance and contentment in his rude 
hut with his family. At certain seasons of the year his labor was arduous, 
but, on the whole, his condition was a happy one” (Elson 179-180); 

  “as a rule, slaves were well treated in the South. This good treatment 
was partly due to the master’s feeling of responsibility for the welfare of 
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the slaves and partly to the value of slaves as property” (Wilson and 
Lamb 233); 

 “most slaves had a higher standard of living than most of the world’s 
free workers – higher even than that of some whites in the United 
States” (Baldwin and Warring 297).  

 Yarbrough et al. (1943) also emphasize the economic 
interconnectedness of the pre-Civil War South and North, which “naturally 
made the people in the free states reluctant to offend the South in any way 
which would disturb these business relationships” (296), and state that “neither 
North nor South wanted war; there were many Northerners who respected the 
position of the South, and there were many Southerners who desired to see the 
Union preserved without force” (312). A similar attitude is, for example, 
adopted by Wade et al. (1966) who assert that “historians have to weigh the 
conflicting claims of northern abolitionists and southern apologists, neither of 
whom painted completely accurate pictures of slave life” (328). 
 

The Notion of a “House Divided” 
 
 The next set of oversimplified conceptions connected to the American 
South can be found in debates about its relationship with the North. Created in 
antebellum and postbellum days, these conceptions are best defined through 
the notion of a “house divided” that intertwines abolitionist vs. proslavery and 
industrial vs. agrarian arguments. Many, if not all, selected 1940s-1960s history 
textbooks adopt this view as they mostly put emphasis on the antagonism 
between the North and the South by using the terms industrial and agrarian, 
anti-slavery and pro-slavery, winner and loser, or, occasionally, democratic and 
aristocratic (Wilson 331):  

 “but the South was purely an agricultural region. Slave labor was 
incapable of manufacturing; it could only delve the soil; nor could the 
skilled workman be induced to go to the South and work among the 
slaves” (Elson 626-627); 

 “many Northerners were very bitter toward the South although the war 
had ended. They were filled with the spirit of revenge. They felt that the 
Southerners should be punished severely and their leaders hanged” 
(Wilson and Lamb 277); 

 “the nation suffered for half a century following the war from 
bitterness, hatred, and misunderstanding between the two sections. 
Indeed, the whole controversy has been described as ‘America’s 
tragedy’” (United States History 207); 

 “many southerners regarded northerners as crude and uncultured. 
Northerners, they said, object to the slave system. Why then, are they 
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so glad to wear the cotton and eat the sugar produced by slave labor? 
And why, if they are so much against slavery, do they cheerfully take the 
profits from selling goods to slaveholders?” (Anderson and Shufelt 374); 

 “one thing that became evident was that instead of being ashamed of 
slavery Southerners were now defending it as helpful to the country and 
even to the Negro himself. This change sharpened the growing sectional 
differences between North and South” (Baldwin and Warring 234). 

Wade et al. (1966), however, assert that “many of the British and northern 
travelers in the South were so prejudiced against slaveholders that their 
accounts are unreliable” (325) as “Northerners tended to think that most 
southern whites were slave-owning planters” (326). 
 

The Concept of Southern Paternalism 
  
 As the system, principle, or practice of managing or governing 
individuals, businesses, nations, etc., in the manner of a father dealing 
benevolently and often intrusively with his children, paternalism has been 
inseparable from the (stereotypical) image of the American South. In the South, 
no matter whether colonial, antebellum, or postbellum, paternalism worked 
through the physical, emotional, and psychological control, discipline, and 
protection of “child-like” groups – women, children, Native Americans, and in 
particular African Americans. Daniel Joseph Singal offers maybe one of the most 
helpful insights into the concept of Southern paternalism when critically 
reflecting on Ulrich B. Phillips’, a Southern historian’s of the older generation, 
views on the slave treatment:    
 

the “successful management” of slaves necessitated “a blending of 
foresight and firmness with kindliness and patience.” Everything 
depended on the correct “blending.” “The ideal in slave control,” he 
wrote “may perhaps be symbolized by an iron hand in a velvet glove. 
Sometimes the velvet was lacking, but sometimes the iron. Failure was 
not far to seek in either case.” Those masters who performed this task 
well, were rewarded with few disciplinary problems and great 
prosperity, those who did not met with continual instances of slave 
resistance and runaways, which could eventually lead to bankruptcy. 
Implicit in this view, of course, was Phillips’ belief that blacks were 
inherently child-like in their dispositions and would respond 
accordingly to paternal treatment. (878) 

Phillips’ views on the workings and principles of Southern paternalism are 
traceable in just a few textbooks: 
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 The rule of the white man is essential to southern progress [...] What, 
then, of the negro of the future? He can become equal to the white man 
in the government of the South only when he makes himself an equal 
force in civilization. And perhaps this may never be, for Nature has done 
more for his pale-faced brother than for him. What, then, of the negro 
in the future? The best thing remains to be told, namely: The negro is 
quite safe and his happiness quite secure under the white man’s 
government [...] There is no a colored child in any city, village, or 
township of the whole South that has not access to a free public school, 
established under the white man’s government, and supported by his 
money. So in property rights, the negro stands before the law on a level 
with his white brother […] meantime if he is denied a free ballot, if he is 
denied a part in making the laws, he still enjoys the same protection 
under the laws with the men who make them. (Elson 766-768);  

 The question of slavery, which had disturbed the nation for so long a 
time, had been settled, but now there was the problem, no less 
perplexing, of disposing of about 3, 500, 000 negroes who had to learn 
the first lesson of liberty. How could this orphaned race, with little 
property, less inclination to work, and no conception of the 
responsibilities of citizenship, be so adjusted as to fill a useful place in 
the social, economic, and political life of the South? (The Development 
of America 405);  

 The South was confronted with the serious problem of dealing with 
approximately three and a half million Negroes who had recently 
obtained their freedom. This was a problem involving a propertyless, 
landless, ignorant, and frequently lawless group [...] The South then 
responded with secret societies for its own protection. The Ku Klux Klan 
was the most famous of these [...] The purpose of the organization was 
to discipline the most difficult Negroes and “carpetbaggers.” (United 
States History 257-261).  

 
The Southern Code of Honor 

 
 The Southern code of honor was closely tied to the antebellum 
Southern plantation system; it was a standard against which Southern 
masculinity of that time was measured. Defined by the traits of guilt-free 
conscience and purity of the soul, honor was perceived as a God-given gift to 
brave and determined white Southern men. The rhetoric of the code of honor 
also equipped white Southerners with language and behavior justifying racial 
segregation and white supremacy as it emphasized their moral necessity. In a 
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way, the code of honor was (ab)used to justify the idea of the American South 
as the land of white men. 

 Having either positive or negative connotations, the Southern code of 
honor rarely emerges in the selected 1940s-1960s history textbooks. For 
instance, only Leland D. Baldwin and Mary Warring (1965) fleetingly mention 
the Southern code of honor by asserting that “most Southerners loved the 
Union. They were anxious to stay in it on any terms which they could agree on 
as honorable” (321).  
 

The Plantation Myth 
 
 Another famous popular culture stereotype associated with the 
American South is the plantation myth. Thomas Nelson Page’s Social Life in Old 
Virginia (1897) provides an insight, albeit highly romanticized, into what is 
considered to be the plantation myth:   

 
The mansion was a plain “weatherboard” house, one story and a half 
above the half-basement ground floor, set on a hill in a grove of 
primeval oaks and hickories filled in with ash, maples, and feathery-
leafed locusts without number. It was built of timber cut by the 
“servants” (they were never termed slaves except in legal documents) 
out of the virgin forest, not long after the Revolution, when that 
branch of the family moved from Yorktown. It had quaint dormer 
windows, with small panes, poking out from its sloping upstairs rooms, 
and long porches to shelter its walls from the sun and allow house life 
in the open air. A number of magnificent oaks and hickories [...], under 
which Totapottamoi children may have played, spread their long arms 
about it, sheltering nearly a half-acre apiece; whilst in among them 
and all around were ash and maples, an evergreen or two, lilacs and 
syringas and roses, and locusts of every age and size, which in 
springtime filled the air with honeyed perfume, and lulled with the 
murmur of innumerable bees. (7-9) 
 

 The reasons for the creation and survival of the plantation myth in the 
American South, and by extension in the USA, are to be sought in the American 
desire and need to believe that the Old South had been the land of plantations 
where honorable and polite yet cruel and sinful masters, graceful, madly 
coquettish yet pure Southern belles, loyal, friendly, funny, and occasionally 
rebellious black slaves as well as poor white trash lived. The purpose of this 
myth was, at least, twofold: first, the myth operated as the proof that the USA, 
or at least the American South, inherited the Old-World values, beliefs, and 
views as the Southern feudal and aristocratic hierarchy was a link that 
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connected the USA with the feudal and aristocratic European past and created 
an impression of the unbroken continuity of the USA as Europe’s heiress. On the 
other hand, the plantation myth served as an apology for innumerable social 
irregularities that violated civil rights and imposed race, class, and gender 
segregation in the American South. Historically and culturally, the plantation 
myth is mostly untrue as it is largely incompatible with the character of 
Southern society, the great variety of its inhabitants, the life reality of its African 
American population, and a small number of actual large plantations that really 
existed in the American South before and especially after the Civil War. 

 The plantation myth appears regularly in the selected 1940s-1960s 
history textbooks. Sometimes its appearance is limited to a short description:  

 “splendor and romance have been associated with the large 
plantations” (United States History 209); 

 “the plantation mansions were scenes of gracious hospitality and 
charm” (Anderson and Shufelt 373); 

 “the large planters lived in handsome plantation homes, tastefully 
furnished, with wide verandas and landscaped gardens [...] Though the 
life of the large planter and his family was pleasant, it could be 
insecure” (Wade et al. 326). 

Sometimes the textbook authors address the plantation myth with an extra few 
lines offering an additional piece of information on this subject:  

 “the planters filled their homes with luxuries from the old country – 
table silver, furniture, clothes, tapestries, wines, carriages – and lived 
like English aristocrats [...] it was a lordly way of life, but it carried heavy 
responsibilities” (Todd and Curti 62-61). 

Sometimes the description of the plantation life takes up several paragraphs 
hinting at either the authors’ eagerness to provide students with every possible 
detail on the subject or their possible partiality to the subject:  

 “in the center stood the well-build and well-furnished mansion of the 
landlord, and around it were clustered the offices, tobacco houses, 
barns, stables, and negro huts, the whole presenting the appearance of 
a small village” (Elson 186); 

 The large plantations with a thousand acres or more and a hundred 
slaves attracted attention because of the social status and political 
influence of the planters. Some of the plantation homes were beautiful 
mansions, built upon an elevation, surrounded with spreading trees, 
shrubs, and fine gardens; but the great majority of them were rather 
modest country homes. The Negro cabins close by were usually small, 
dilapidated log houses with drab interiors and with crude or simple 
furnishings. They stood out in marked contrast to the palatial homes of 
some of the planters (United States History 209-210).  
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The Cavalier Myth 
 
 The Cavalier myth is grounded in the belief that the American South, 
unlike the North that was colonized by middle-class Puritans, was settled by 
cavaliers, knights-adventurers whose aristocratic origin largely influenced the 
Southern way of life, which was, among other things, brought into being by big 
plantation mansions, social and cultural gatherings, and the lifestyle typical for 
the English landed gentry. Despite the rootedness of the Cavalier myth in the 
American South as well as in the rest of the USA, historical facts are different. 
They do not dispute the arrival of knights-adventurers to the Southern colonies; 
they, however, question their number. When the Southern colonies were 
settled, cavaliers were the minority. The majority of settlers were of middle-
class origin. Only the bravest and the most resourceful, regardless of their class, 
managed to survive and in that way imposed themselves as the leaders in the 
colonies. They and not their origin created the class structure that later 
dominated the American South.  

The references to the Cavalier myth do appear in the selected 1940s-1960s 
history textbooks. Wirth, for example, notes that “in the aristocratic families of 
the Southern [...] colonies, elaborate balls were given” (The Development of 
America 94) and expands this statement in the 1955 edition by stating that “in 
the South the planters tried to follow the English pattern of the country 
gentleman in their recreation. They engaged in cock fighting, fox hunting, and 
horse racing” (United States History 36-37). Similarly, Wilson and Lamb state 
that wealthy planters “imitated the customs, habits, and dress of the ruling class 
of England” (62). Todd and Curti examine the same topic in more detail:  

 
the planters took pride in the fact that they lived much like the landed 
gentry of eighteenth-century England. They were not, for the most 
part, descendants of titled English families [...] But it was quite natural 
that, as the planters acquired wealth, they should begin to model their 
living upon that of the English gentry [...] Thus, the gay, aristocratic 
way of life enjoyed by the Southern planters was modeled upon that 
of the English lords and ladies. (61-63)  

 
Southern Male and Female Stereotypes 

 
 Southern male and female stereotypes (Southern belle, the Confederate 
woman, mammy, tragic mulatta, spinster, Dixie Madonna, farm woman, 
Southern planter, Cotton Snob, Southern Yankee, poor white trash, 
carpetbaggers, scalawags, Uncle Tom, Uncle Remus, Rastus, Sambo, etc.) are 
founded on a canonized discourse, resting on a cultural and social 
personification – a description, a code, and a norm – which legitimizes and 
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authorizes the interpretation of culture and nature, masculinity and femininity, 
whiteness and blackness, superiority and inferiority, power and subordination. 
In other words, Southern male and female stereotypes are based on a fear that 
persons – male and female, black and white, poor and wealthy – “might escape 
the rule of the patriarchy, that the oppositions of white/black, master/slave, 
lady/whore, even male/female might collapse into an anarchic conflagration 
threatening to bring down the symbolic order” (Roberts xii). Southern male and 
female stereotypes are both a literature-generating principle, often supporting 
the very concept of Southern fiction, and a social construct, supporting the 
writing of Southern history and culture. In both cases, they have to be read 
“against the South that created *them+ for different social purposes, or 
reinvented *them+ at crucial moments in history” (Roberts xii) thus providing 
insight “into anxieties and aspirations of the culture” (Roberts xii). 

 The most frequently referred to Southern male and female stereotypes 
in the selected 1940s-1960s history textbooks are thus: 

 Carpetbaggers: Elson (1943); Yarbrough et al. (1943);29 Wilson (1946); 
Wilson and Lamb (1950); Gavian and Hamm (1954);30 Todd and Curti 
(1955); Wirth (1955); Anderson and Shufelt (1964); Shafer et al. (1966); 
Wade et al. (1966);31  

 Scalawags: Elson (1943);32 Yarbrough et al. (1943); Wilson (1946); 
Wilson and Lamb (1950); Gavian and Hamm (1954);33 Todd and Curti 
(1955); Wirth (1955); Shafer et al. (1966); Wade et al. (1966);34  

 Planters: Elson (1943);35 Wilson (1946); Gavian and Hamm (1954);36 
Wirth (1955); Baldwin and Warring (1965);37 

                                                 
29

 “The unscrupulous politicians from the North” (338). 
30

 “The Union Leagues were led by white politicians willing to use the Negroes for their own 
purposes. Some were adventurers from the North called ‘carpetbaggers.’ They moved into the 
South after the war to get what pickings they could, and many grew rich at public expense” (330). 
31

 “While some of them were seeking power and advantage for themselves, many sincerely 
wanted to help the freedmen” (392). 
32

 “Here and there an ex-Confederate would join the thieving gang for the plunder there was in it. 
Such were called ‘scalawags’” (766). 
33

 “Some Southern whites also wanted a share in the loot. Most white men despised them as 
traitors to the South and called them ‘scalawags’” (330).  
34

 “Many scalawags, however, were people who had disapproved of slavery, had opposed 
secession and had remained loyal (though silent) to the Union during the war” (392). 
35

 “The planter enjoyed every luxury of the age. He had blooded horses, carriages, and body 
servants in abundance, and his dress was fashioned after that of the upper classes in England. His 
monotonous life in the forest led him to long for company of his own class, and gave rise to the 
hospitality for which the Southerner became famous. He treated strangers with great cordiality, 
and often sent to the nearest tavern requesting that any chance traveler might be sent to spend 
the night at his home” (186). 
36

 “The love of costly clothes kept many planters in debt to English merchants” (29); “The planters 
were fond of good living and of social activities” (270). 
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 African-American stereotypes (Rastus/Sambo/Jim Crow): Elson (1943);38 
Wirth (1947);39 Wirth (1955);40 

 White supremacists: Wirth (1947);41 Wirth (1955);42  

 Poor white trash: Wirth (1955); Wade et al. (1966);43 

 The Confederate women: Wirth (1947);44 Anderson and Shufelt 
(1964);45  

 Dixie Madonnas: Gavian and Hamm (1954);46 Wade et al. (1966);47  

 Cotton Snobs: Baldwin and Warring (1965);48  

                                                                                                                          
37

 “Southern planters busied themselves with the management of their estates or with public 
affairs. For relation they visited the neighbors, hunted foxes to hounds, and attended horse races. 
They lived in luxury, and indeed most of them were living beyond their means” (72). 
38

 “Vast numbers of the southern blacks are of the listless, aimless class who aspire to nothing, 
who are content to live in squalor and ignorance” (768). 
39

 “How could this orphaned race, with little property, less inclination to work, and no conception 
of the responsibilities of citizenship, be so adjusted as to fill a useful place in the social, economic, 
and political life of the South? Many of the negro freedmen positively refused to work, and 
became a burden as well as a source of annoyance to the whites” (405); “many of the negro 
members could neither read nor write. These colored legislators were ignorant and inexperienced 
in matters relating to the conduct of government, but it was in the management of the financial 
affairs of the state that they made the most pitiful showing. Accustomed to the handling of only 
very small sums of money, they now attempted to administer fund amounting to millions. Nor did 
the responsibility rest heavily upon their shoulders, for they did not have to pay the taxes 
resulting from their extravagance” (414). 
40

 “a propertyless, landless, ignorant, and frequently lawless group” (257). 
41

 “The Southern whites, too, formed secret societies for their own protection. The most famous 
of these societies was the Ku Klux Klan . . . it was soon used as a means for maintaining order by 
the intimidation of the blacks” (415). 
42

 “The South then responded with secret societies for its own protection. The Ku Klux Klan was 
the most famous of these . . . The purpose of the organization was to discipline the most difficult 
Negroes and ‘carpetbaggers’” (261). 
43

 “Without jobs, medical care, or education, they lived a miserable existence . . . The English 
actress Fanny Kemble was one of the few travelers who ventured into the southern highlands 
to see these people. In her journal she observed that even the slaves scorned the poor whites” 
(327-328).  
44

Referring to the Civil War and the role of Southern women in it: “Southern women soon became 
adept in the use of substitutes” (400). 
45

 “During the war, many Southern women whose lives had been leisurely and sheltered were 
suddenly faced with heavy responsibility. They directed the farm work and often had to do the 
work of the plantation themselves. As clothing and household goods wore out and could not be 
replaced, they made the best use of whatever was at hand” (414). 
46

 “The planter’s wife was a gracious hostess, often known for her beauty and charm. Yet she 
usually had many responsibilities. She trained the house servants and the seamstresses who made 
clothes for the Negroes. When slaves were sick, she often prescribed medicine for them and saw 
that they had care. She might even give them religious instruction and teach some of them to 
read and write” (270). 
47

 “The planter’s wife had to shoulder most of the household responsibilities. Many times she 
watched the youngest slave children in order to free their mothers for work in the fields” (327). 
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 Yeomen: Elson (1943).49  
 

Conclusion 
 
 Therefore, it can be seen that the image of the American South in the 
selected 1940s-1960s American history textbooks depends on a history 
textbook author’s point of view and his/her scope of perception. How a given 
historical fact might attain stereotypical nuances is connected to the history 
textbook author’s subtlety or perhaps prejudice in describing a particular 
concept, person, or event. When a history textbook author endows this 
concept, person, or event with a meaning of a particular kind, he/she in a way 
becomes a fiction writer. This “fictive component in historical narratives” (White 
87) might occasionally cloud the perception of history textbook writers. His/her 
explanations of a particular concept, person, or event are thus determined more 
by what he/she puts in it than by what really occurred. Or what we believe that 
occurred. In addition to the fictive component, history textbooks can be 
influenced by dominant social and cultural trends of the time that 
subconsciously to a greater or lesser extent dictate the history textbook 
author’s scope of perception and point of view. Yet, the influence of the 1930s-
1950s literary and cultural trends, including Southern Renaissance, is hardly 
visible in the selected history textbooks, which calls into question its very 
contextualization and importance. Simply put, there is no renaissance in the 
selected 1940s-1960s history textbooks when it comes to the depiction of the 
American South: they are still laden with stereotypical images and notions 
associated with this region, which can, as already mentioned, be attributed to 
either that fictive component or dominant social trends of the period.  
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JUŽNJAČKA RENESANSA I PRIKAZ AMERIČKOG JUGA U AMERIČKIM 
UDŽBENICIMA POVIJESTI OBJAVLJENIMA IZMEĐU 1940-IH I 1960-IH 

 
 Udžbenici povijesti su utemeljeni na činjenicama. No ponekad njihovi 
autori ipak ne mogu izbjedi uporabu fikcionalnih elemenata. Ti fikcionalni 
elementi pretvaraju autore udžbenika u pripovjedače priča čije viđenje odre-
đenih događaja, osoba ili stvari može biti pod utjecajem kulturnih, društvenih ili 
književnih trendova njihovog vremena. Cilj je ovog članka detektirati te „utje-
caje“ u odabranim američkim udžbenicima povijesti objavljenima između 1940-
ih i 1960-ih. Kao najvažnija detekcijska odrednica uzet de se književne i kulturne 
promjene uzrokovane južnjačkom renesansom. Južnjačka renesansa je 
književno-kulturni pokret na američkom Jugu između 1930-ih i 1950-ih koji je 
posebno propitivao vjerodostojnost i održivost južnjačkih stereotipa i klišeja (Jug 
kao regija opteredena prošlošdu, pojam „podijeljene kude“, koncept južnjačkog 
paternalizma, južnjački kodeks časti, mit o plantaži, mit o južnjačkom viteštvu, 
južnjački muški i ženski stereotipi) na američkom Jugu dvadesetog stoljeda. 
Prisustvo ili neprisustvo tih stereotipa i klišeja u odabranim američkim udžbeni-
cima povijesti pokazat de da li su stavovi autora južnjačke renesanse ipak prisu-
tni u njima te eventualno posvjedočiti o povijesnom, kulturnom i književnom 
isprepletanju.  
 
 Ključne riječi: južnjačka renesansa, američki Jug, književnost, povijest, 
udžbenici povijesti, stereotipi, klišeji.  
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Abstract: The aim of this paper is to analyze the re-birth of the famous tales by the 

Brothers Grimm in the poetry of Anne Sexton, namely in the volume Transformations.  

The paper will explore the way these tales are now seen in the perspective of a 

(confessional) poet who meditates on/through them and re-conceptualizes them in a 

lyrical fashion, thus making the volume a unique model of confession although it seems 

as if Sexton in this volume abandons her confessional mode.    

What makes such popular and very familiar tales seem new, different and challenging 

when they are re-written as a confession of the lyrical self, as a memory, as a verse 

narrative or even as a set of oneiric images that turn to question the past and some of the 

basic images that form our thinking since childhood? The boundaries of the self, 

womanhood, the concept of quest, of right and evil, the facing of the impossible, the dark 

and hidden sides of (modern) life etc. are only few of the concepts that seem to enrich 

Sexton‘s re-reading of these tales.  

Therefore, Transformations are not a re-telling of the tales but poetry that explores the 

necessity of the self to question what‘s been imprinted and inculcated in her for a very 

long time. This process is complex, painful, challenging and it necessarily implies a 

confession which is of a different kind compared to the one that is found in most of 

Sexton‘s poetry. This (confessional) poetic approach to the tales and its implications in 

the process of transformation of these tales into poems will be the focus of our analysis.  

 

Key words: (confessional) poetry, tales, poetic images, lyrical self, re-reading, re-birth.  

 
 

Transformations was published in 1971 and as it is widely known it 
confused the readers and the critics because it was first considered a draw back 
from the confessional model that characterized Sexton’s poetry.50 The poems of 
this book which are a "re-writing" of 16 tales by the Brothers Grim obviously 
represent reconceptualized subjects and are after all poems that don’t draw our 
attention on the tales themselves but on the condition of the lyrical self that 

                                                 
50

 For a wider explanation on the precept of writing as a revision and critique of feminism in 
Sexton’s Transformations see Matilde Gonzalez Martin. “Fairy Tales Revisited and Transformed: 
Anne Sexton’s critique of Social(ized) Feminism”.  
http://dspace.uah.es/dspace/bitstream/handle/10017/5023/Fairy?sequence=1 Web. 20.12 2016. 
Regarding the social criticism in this volume see Linda, Wagner-Martin, eds. “Critical Essays on 
Anne Sexton”. Boston: G.K. Hall & Co., 1989. Print. 
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reads these tales and meditates about the meaning and role of the self in the 
family, in society, in intimate relationships and also questions the meaning of all 
these institutions. Therefore, these poems do not represent the dismissal of the 
poet’s voice from the text, on the contrary they are texts that recall familiar 
stories in order to better penetrate unfamiliar aspects of the individual’s life and 
of the inner self in modern times. Thus, the lyrical self and her own very 
personal voice investigates through the dissolution of familiar stories and 
cultural schemes the deepest roots of a considerable part of what she thinks or 
has been taught to think and feel.  

As it’s been maintained Anne Sexton's life was the opposite of a fairy 
tale, though in many ways she lived a life worthy of the Brothers Grimm i.e. 
surviving childhood abuse, a diagnosis of hysteria, and multiple suicide 
attempts. However as in the lives of the characters in her book Transformations, 
there was no happily ever after for Sexton. Her life was an unusual tale, a 
challenging one because the princess ends up taking her own life. 
Transformations has been considered nihilistic, cynical, full of the anger for the 
should – and – must that were imposed on women, and also full of dark humor 
that question the values and perspectives of the tales.  This is quite in line with 
the work of feminist authors in the 1970’s since it interrogated childhood tales 
in order to read them in another light and to figure out whether they implied 
justice finally done or simply further limitations to women, which eventually 
mean other forms of abuse.  

Donald Haase suggests that “Anne Sexton’s Transformations relentlessly 
satirize Grimm fairy tales as embodiments of brutal patriarchal culture.” (Haase, 
par. 2) For example, with regard to the “Red Riding Hood” he maintained that: 

 
Since the wolf deceived the women, Red Riding Hood and her 
grandmother, he is destroyed by the lies he told and ironically, by the 
women who are deceiving themselves into not taking blame for the 
murder. By the wolf being “killed by his own weight” or destroyed, 
Sexton’s wolf alludes to the women who are destroyed by deceit and lies 
told to them about propriety that could only exist in fairy tales. (Par. 3) 
 
The Transformations could be read as confessional poems in an 

important perspective. Sexton places in these poems her own dramas and 
thoroughly investigates the torments of the lives of most of the women 
characters of the tales. Probably this influences part of the effect of the poems 
on the reader and very important aspects of their interpretation. Different from 
the Grim tales, these poems hurt, they often cause pain and lead us to think 
about ourselves and our lives in a very different perspective. As it’s been 
asserted by scholars, Sexton believed that poetry should hurt. Therefore, her 
poetry deals with the most painful incidents in her life in a direct and 
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uncompromising way. Despite the changes of her style over the years her basic 
subjects are definitely the same: madness, death, and God’s silence. And in 
Sexton’s book the woman’s world is the best arena where to explore these 
subject matters.  

As it is widely known Sexton’s first collection, To Bedlam and Part Way 
Back, focused on her mental illness and was written after the crisis that 
followed the birth of her first child. It took her time and effort to return to the 
lucid world. Her second book, All My Pretty Ones, deals mostly with the loss of 
her parents and other loved ones, as well as with other dramatic losses in her 
life—lovers, faith, identity, while poems in the model of elegies are present 
even in the first volume. In one of her interviews, she explained that her first 
book described the nature of madness and insanity while the second volume 
explored the causes of this insanity. Of course, her explorations in poetry are 
inseparable from her constant awareness of death and loss, therefore also her 
concept about God and the pursuit of God is quite complex. It is a fact that such 
sense of loss surpassed any other more positive feelings and defined the 
dominant tone of her poems. 
Transformations are an integral part of this rich and very complex poetic 
perspective. It has been already maintained by critics that: 
 

In only a few transformations we can see Sexton actually becoming the 
character within, in order to deal with the nightmares of her life. 
In"Rapunzel" she was both Mother Gothel and Rapunzel. Going back to 
her past history with her Aunt she is Rapunzel, but then becomes 
Mother Gothel in the relationship with her own daughter. In "Briar 
Rose (Sleeping Beauty)" she uses this character to open up about the 
sexual abuse from her father, but in most of the poems in her book she 
was just mocking society and the idea of the happily ever after. Sexton 
mocks characters like Cinderella and Snow White because they are 
weak and choose to be seen and not heard. She uses this to mock the 
women of her society, and even the women of today. She refers to 
Snow White as a "dumb bunny" being to naïve to notice the wicked 
Queen’s many plots to kill her. Then mocks Cinderella's happily ever 
after as a false love, by showing the lovers as being put on display in a 
museum. In Sexton's mind no one lives happily ever after. (Kussman, 
par. 12) 

 
Considering that Sexton’s re-writing of the tales draws attention to the tales’ 
striving toward the non-problematic rather than the patriarchal concept of 
perfection and happiness, it has been maintained that her poems suggest more 
a post-structuralist reading rather than a feminist one. However, our approach 
is that these poems still point at a confessional reading. Her introductions keep 
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pointing that reading tales in terms of understanding absolute happiness is a 
reflection of far larger problems related to the way we read life (Devito iv). 

As it has been alluded to, one key to Sexton's destabilizing process − but 
in our opinion this is one interesting aspect of her confessional approach − is her 
focus, throughout Transformations, on doubleness. This means that her idea is 
not to shift our sympathies but to have us abandon them. This contributes to 
the ambiguity of the poems and makes it hard to read them in a feminist 
perspective. Thus: 

 
Ultimately, the transformation process initiated by Sexton is an 
ongoing one. Absolute, unambiguous form and interpretation, for 
Sexton, is a troubling construct and, thus, she avoids any attempt at 
replacing that of the Grimms with one of her own. In essence, 
therefore, Transformations works as a critique not only of the fairy 
tales of the brothers Grimm, but also of the revisionist fairy tale. It is 
implied that to revise the story, to shift our sympathies from one 
character to another, is to fall into the same old trap of defining the 
tales, the world, and ourselves, in terms of the ideal and absolute. 
Alternatively, we are encouraged by Sexton to recognize the 
doubleness of our world, to acknowledge our Doppelganger, that 
"small old man" inside of us (and others) "who wants to get out." 
(Devito, 92) 
 

A very interesting subject of her poems is also the awakening, which is present 
in "Briar Rose".  This awakening is often traumatic and obviously quite different 
from the ones we expect to find in tales. Such exploration of the awakening in 
the tales is analogous to Sexton’s exploration of the concept of God which 
doesn’t imply finding a shelter and finally offering a solution to the tormenting 
search of the self for meaning, peace and completeness. It is rather a way to 
expose the terror, the pain and the horror that is devouring the self. Thus, 
Sexton’s way of reading these tales is quite revealing of her way of looking at life 
itself:  

 
As Sexton presents it, how we choose to read our fairy tales is akin to 
the choice of how we will read our lives. One may choose to ignore or 
revise the problematic, living in a constructed space of the fairy tale 
ideal, the happily ever after, but this is an unacceptable choice for 
Sexton. It is "a kind of coffin" (Sexton 232), "a museum case" (Sexton 
258), or a "prison" (Sexton 258). Rather, Sexton implores us to 
"enquire further" (Sexton 34), "coming out of prison" to acknowledge 
and to confront the problematic, the horrific even, in "this life after 
death" (Gagiano, par.35). 
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In Transformations we read a new perspective on the tales of the Brothers Grim 
which implies a new perspective on how to look at the self and its relationship 
to the world. Thus, the volume is the result of tearing apart all illusions, all 
myths that we have been taught rather than a simple re-writing of tales. Sexton 
encourages us to meditate upon the underlying causes of our psychological 
states. In this regard, these poems are again confessional because: 
 

Like a significant proportion of people experiencing mental illness, 
Sexton’s own bouts were due to a variety of underlying causes including 
entangled parental relationships, excessive intimacy with her great-aunt, 
and the burden as a wife and a mother. As an unruly child she was 
sometimes punished for her misbehavior.” (Fukuda 41) 

 
Furthermore, Sexton’s own psychological and mental difficulties seem to have 
been related later in life also to the fact that she felt she was inadequate as a 
wife and as a mother (Fukuda 43). It is a fact that her experiences while being 
institutionalized are reflected in the poems of Transformations. The prologues 
of “Iron Hans” introduces people with mental illnesses and in another instance 
in “Briar Rose”, which is the last poem in the collection, it is stated that “Briar 
Rose / was an insomniac…” − a condition from which Sexton also suffered” 
(Fukuda 43). On the other hand, Sexton might have given hints of her own 
complicated relationships with men in the poem “Little peasant” (Fukuda 44). 
This reading of the poems is not excluded and it contributes to a wider 
understanding of her perspective of the confessional which is explored through 
these poems, and which is actually very specific and different, compared to the 
model we’ve read so far in her work.  

Even the depiction of her heroines could be revealing regarding Sexton’s 
perspective on the devastating effect of social norms on the individual and more 
specifically on women. This could of course be related to her own experience as 
a woman (Fukuda, 44). Therefore, she meditates on the topics of marriage and 
womanhood, homosexuality and women, the woman and the self, her body and 
the way women think of themselves based on how the world teaches them and 
even obliges them to think of themselves. Her poetic persona doesn’t seem to 
take a stand openly but as long as she problematizes issues of all sorts related 
specially to women such as lesbianism, the body, marriage, motherhood etc. it 
means that she is actually taking a stand to some degree. It is important to 
remind that Sexton wrote during the time when the second wave feminism was 
developing in USA. However, I agree with other scholars that she hasn’t written 
Transformations as a feminist but as a woman poet, and − I’d like to add here − 
as a confessional poet who wants to confess (about) herself in the first place, 
but in a different way, and to universalize several aspects for her own 
experience as an individual and as a woman. Thus, her Transformations are not 
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(simply) a re-telling of the Grimm stories in a postmodernist perspective. She is 
actually telling her own stories, her own life experiences but through a different 
persona and in this regard once again she keeps confirming herself as a 
confessional poet.  

In the prologue of the book Sexton makes a dedication; to Linda − her 
daughter − who reads Hesse and drinks cham chauder. This points, again, at the 
intertwining between girlhood, childhood, motherhood, life stories, memories 
and meditation. She makes the main explorer of “The Golden Key,” a 16-year-
old boy, a pattern quite known in tales considering that this age could be linked 
to the initiation. However, as she introduces herself as a “middle-aged witch” 
we know that the boy with the golden key and the poetic persona in the volume 
are clearly related to Sexton herself and are crucial to the understanding of the 
lyrical self in these poems.  

One of the basic conditions of the self is always solitude. In “The White 
Snake’s” prologue we see the references to solitude and to loneliness. From the 
position of a woman she offers a new and challenging outlook on solitude and 
loneliness.  

Generally, in these poems women are portrayed as either evil or dumb. 
The concept of evil is particularly interesting. In the poem for Snow-White 
Sexton refers to the queen at the end as a subterranean figure, her tongue 
flicking in and out/ like a gas jet. It resembles with the snake which is a mystic 
subterranean figure. Such perception is quite common in Sexton’s The twelve 
dancing princesses. However, these attempts to acquire an understanding of 
identity through the efforts to penetrate the dark areas of the self as an 
individual and as a woman, in relation to the world or even in the context of 
one’s self is a phenomenon quite known in Sexton’s poetry and in confessional 
poetry in general: 

 
“Her chief motive was exploring motive outside her troubled reality 
and self-crisis after engaging most of her poetic energy in “confessing” 
intimate details of her life. However, Anne Sexton’s personal life 
continued to influence her narrative of the tales and cast the same 
shadows of uncertainty and ambivalence on her attitude toward the 
characters inhabiting fairy tales. *….+ in spite of the poet’s attempts to 
assert a feminist attitude and establish the objectivity that has been 
missing in her early poetry, Transformations is haunted by the same 
dilemma and struggle for identity that Sexton’s early poems have often 
expressed.” (Mohammed 32) 
 

In spite of all labels Sexton’s poetry revolves around the meaning of being a 
woman and the female identity (Johnson 21), although she both rejects 
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patriarchal society and the way it shapes the woman’s place and identity and 
still searches for a male figure where to find love and trust (Kummin xxix). 

Sexton’s poems are rich in autobiographical details but as scholars have 
asserted they also have an authorial distance and must be read as poetry not as 
memoire (Fields 23). Indeed, scholars have already commented on Sexton’s 
ability to write pseudo-autobiography, i.e “for investing someone else’s 
experiences with her own personal feelings, thus transforming her individual 
history into an intense fictional realism” (Shurr 24). Although her poems clearly 
have the fusion of the poet and the poem, of the personality and the text, her 
poetry must be read as a transformation of experience rather than as 
experience itself (Lima 25-26). Such perspective is to be taken in consideration 
also while reading the Transformations. 

Sexton is widely known for focusing extensively on the psychoanalytical 
self-searching and on the complex meaning of relationships and on her own 
intense interpersonal experiences which display much of the inner tension she 
has endured in time. In this sense too Transformations represents a real 
departure from her confessional style and in this respect she was herself 
worried about how her fans would receive that book which as she herself 
maintained consists of poems which “don’t hover on the brick of insanity”.  

As I’ve already mentioned earlier in this article in “The White Snake” we 
read the attempt to explore the dimension of loneliness and solitude. Verbs 
such as shrink, nouns such as spirits and elliptic aura, emphasize the mystery, 
the unknown, what’s hidden inside us and the attraction toward the impossible. 
In this poem women are depicted as hard to please, they represent a constant 
challenge, an unending attempt of men to satisfy their desires and requests. 
Sexton ironically calls the princess here an ever Eve, emphasizing her desire to 
want always more of everything: 

 
But the princess, ever woman 
said it wasn’t enough. 
She scattered ten bags of grain in the yard  
and commanded him to pick them up by daybreak. 
………………………………………………………. 
the princess, ever Eve,  
said it wasn’t enough.  

 
After a while the poet suggests that getting what one wants might end up 
isolating them and reduce their lives into sad imitations of real life: 
 

they played house, little charmers, 
exceptionally well.  
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In “Rumpelstiltskin” we read the voice of the enemy within, an entity 
that keeps challenging the self. Sexton explores this aspect of our inner life 
through irony self-parody, and seems to definitely accept that there is 
something inescapable in our self and in our fate.  

There have been done extensive studies on these aspects of Sexton’s 
Transformations therefore while recalling them it could be helpful to 
understand the different approach to confession that Sexton embodies in these 
poems. I shall limit my analysis in this article in only one of the poems of the 
volume The Twelve Dancing Princesses in order to see in some more details the 
content of the poem and its transformation.  

Scholars have noticed in this poem the role of the male figure in the life 
of women (Mohammed 34). There is the figure of the father keeping the 
daughters from enjoying a life of freedom. While the male figures are related 
more to the rational, to the (cultural) system, women are more related to 
fantasy, to the inner freedom which seems to be the only but most challenging 
type of freedom that they want to enjoy. Therefore, their wish for freedom is an 
enormous challenge to the system where they belong and for this reason the 
princesses keep their desire and their experiences of freedom a secret. This 
forms the dark side, the hidden side of the women in the poem, which is 
explored also in “The White Snake” where Sexton refers to sings of madness as 
a virtue, as a gift of seeing beyond and above things.  

The prologue of “The Twelve Dancing Princesses” is once again very 
impressive and revealing. It practically gives answers to the very important 
question that haunts us in the poem: Who would dance from midnight to six 
a.m. and who would understand? We are left to explore the why part of the 
question which is obviously implied in the main formulation. The characters that 
Sexton depicts in the prologue offer very challenging answers and reveal the 
various identities that the 12 princesses of the tale can have. One can see the 
princesses in the character of a runaway boy in his (self-)search for freedom, 
away from authority, aiming to explore what lies beyond the familiar and what 
is imposed as absolute truth. It is an exploration of the self and the world in the 
same time; becoming a missing person is equal to being a (finally) found person, 
one who seems to understand that the mission of finding oneself reaches 
beyond the conventional.  

The 12 princesses could be also the paralytic’s wife, consumed in her 
longing for what she can no longer have. This figure embodies the self who can 
dramatically define the meaning of the words: dead end, invisible and 
inescapable prison, lack of any (easy) way out. Every option of the self implies 
pain, suffering and more longing and loneliness.  

The other option of the identity of the princesses is seen in the figure of 
the passengers that cross the ocean in the long flights from Boston to Paris. 
Flying and still being stuck and blocked in the air is such a paradox. Being 
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obligated to partake of things that in other circumstances might well be joyful is 
quite ironic. Moving, reaching, flying and still being imprisoned in a small space, 
in a considerably stressful leap of time, thinking of reaching a destination while 
you can’t actually dream or sleep are among the most interesting states of being 
in those circumstances. These passengers seem to cross the globe but on the 
other hand they are actually carried away and immobile.  

In the following stanza in the poem Sexton offers another astonishing 
identity to the 12 unknown princesses of the tale. The princesses could be the 
amnesiac who can’t cope either with the past, or the present. He is stuck in time 
and between identities; he can no longer understand the meaning of tuning in a 
new context and searches almost unconsciously about something that, clearly, 
he is unable to define. His search is painful, sacred and impossible at the same 
time. 

Sexton also recognizes in the princesses the fate of the drunken poet, 
probably a position she personally understands better. In the figure of the 
drunken poet we read the cry for help of somebody who is hurt, burdened by 
his own ability to see and understand more than others do or differently from 
what the others do. He needs somebody who can listen to what he knows but 
his destiny is the inevitable collapse of the self. Solitude and suicidal tendencies 
could be implied here as well.  

Solitude, inability to tune with the world, an inner silence so deep that 
one can hear their own heart beat and the sound of their own silence are 
embodied in the figure of another person who would understand why one 
would like to dance from midnight to 6 a.m.: the insomniac. The story of his life 
is soundless and cold as a stone tablet, his day is far longer than it should be and 
his nightmares happen in daylight. This complex perception of time is quite 
analogous to the passing from one dimension of the world to another, from the 
world to the under-world as the princesses of the poem do. 

And there is a final very important character that embodies the nature 
of the 12 princesses of the tale. Sexton identifies her as the night nurse. Trying 
to see beneath the visible and the present state of things toward what’s coming 
or might be in its way is one of the most interesting aspects of this parallelism 
between the princesses and the nurse. This character embodies the tendency to 
understand and explore the edge of life, the point where life is so close to 
death, to the extreme and endless solitude where even language fails to use the 
same means of expression. She is there trying to avoid but knowing very well 
the inevitable that could occur. The nurse dedicates to others the most intimate 
part of the 24-hours time and these are clearly allusions that point at the most 
interesting part of the tale according to Sexton. There is the search for one’s 
own space, the desire to know and to nurture one’s self freely even when this 
seems eccentric that exposes people to realities that go beyond the so called 
rational, natural, acceptable and conventional. Therefore, the self acquires a 



108 FOLIA LINGUISTICA ET LITTERARIA: 

 

 

wider meaning and the relationship that it has with the world becomes even 
more complex.  

It is in such context that Sexton obviously explores the dramatic 
experiences of the individual, their attempts to explore the self and most of the 
times their failure to achieve this. People with psychological disorders such as 
the insomniac, the amnesiac, people who dare reaching beyond the permeated 
area such as the runaway boy, the paralytic’s wife and others who find that their 
way implies also a cost that they have to pay such as the drunken poet and the 
night nurse are all passengers traveling to another time zone, which is 
symbolically a different world.  

However, they − just like the princesses of the tale − will eventually have 
to get off their boats and planes and conform to the visible, rational, schematic 
world which has become the standard of our ideas about life. In this context 
even the number 12 which is quite symbolic acquires a very interesting meaning 
especially in Sexton’s poem. It could be a reference to the completeness implied 
by the number of the Disciples of Christ in Christianity, by the months of the 
year etc. In this case they imply the inevitable desire of the self to search, find 
and experience freedom, life itself beyond the imposed restrictions in order to 
explore the realities that one senses to exist but that has never touched or 
experienced before.  

Considering that we are dealing with 12 women Sexton offers us a wide 
range of interpretation by exposing the challenging dimension of the unknown, 
of the forbidden, the darkened side of the reality which is uncomfortable to 
many people, the side of the self that culture often obliges us to silence. But 
nothing that is real, that exists can be undone; therefore, when it is complete 
silence this part of the self springs and moves toward fulfillment. The princesses 
pass to the underworld through the bed, which is a symbol of the most intimate, 
very personal space of the individual where they are separated from the world 
and where their conscious self is overwhelmed by the unconscious in the 
dreams in the sleep. This is surely revealing: Sexton clearly points to that part of 
the self that desperately needs to be exposed, to live and to be allowed to 
breath.  

The fact that Sexton once again in this poem emphasizes a sad end is 
crucial to the understanding of the essence of her Transformations. They are all 
a new way to deal with the self, to confess her own torments and the rowing of 
the self toward a place of peace. The necessity of the individual to reach deep 
into one’s inner world and explore it is not rewarded or followed by success or 
by a happy ending. What’s special, beautiful or essentially important for the self 
is torn apart or is totally distorted−like in the ironic happy endings of the poems. 
Something outside tends to shape the labyrinthine inner world of the individual 
and bring it into the conventional frames. The sleep is a way of diving into the 
unknown and of separating from the standard, from the stressful state of being 
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“awake.” It is a way of entering and exploring the unknown inside us. Therefore, 
it is easy to notice in the last verses of the poem the sadness and irony that 
Sexton reads in the fate of the twelve princesses. Even this space is invaded and 
the unconscious is violently brought into the frames imposed by the conscious; 
the unknown is stripped of its own essence and is brought into the limited reach 
of the known. The free, dark, troubled but real self is forcefully brought into the 
pre-ordained model of the self.  

In this sense there is reason to believe that this poem and generally all 
the poems of Transformations introduce us to a new dimension of the 
confession(al) in Sexton’s poetry. Consequently, they point at the wide and 
challenging dimension of her literary art.  

 
Conclusions 

 
By re-writing the tales of the Brothers Grim Anne Sexton recalls the 

oldest and most challenging tale of human kind: our rowing toward the 
understanding of the self and the relationship with the world around us. She 
struggles with the standard and conformist structures that we’ve been taught to 
give to this tale and successfully questions the so-called unquestionable truths 
that we are taught since childhood. She uses irony, parody, sarcasm, and very 
impressive allusions to point at the (self) deception that stands at the roots of 
our approaches to the world. Still in her poems this quest is always bound to 
bear the hard weight of pain, suffering, loss, death and longing.  

Therefore, her poems do not reshape the original tales; they aim to 
"discover and release elements already implicit in these stories" (Hruschka 45-
47). Thanks to Sexton’s poetic imagery we read the tales in a different way and 
this is where Sexton’s transformations stand. She doesn’t change anything in 
the essence of those tales, but constantly interrogates them in the way they 
exist. Sexton aims to make us question the perspectives that are taken for 
granted in the tales rather than change anything in them. And in doing so she 
points at some aspects of the self and its relation to the world that are typical of 
a confessional poet, that speak about herself and about others but this time 
through characters that we are familiar to. In order to make these characters 
speak/discuss/question her truth and question all truths that we are used to 
accept without question she points at particular aspects of these characters.  

Consequently, her confessional perspective is shown in this volume in a 
particular way, in an innovative way compared to her previous works. She keeps 
exploring the self therefore before reading her Transformations through 
feminist lenses, post-structuralism ones or others we need to consider that they 
are the confessions of a confessional poet, performed with/through alternative 
names and faces. In this regard maybe Oscar Wilde’s words that in order to have 
somebody tell you the truth about themselves we need to give them a mask, 
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could be the key to understanding these poems; maybe in these poems there 
are found some of the most genuine confessional elements of the poetry of 
Anne Sexton. 
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KONFESIONI/ALIA DHE RIMARRJA E PËRRALLAVE NË POEZINË BASHKËKOHORE 

AMERIKANE: NJË LEXIM I VËLLIMIT TRANSFORMATIONS TË ANNE SEXTON-IT 
 

Ky artikull analizon mënyrën sesi rimerren përrallat e famshme të 
Vëllezërve Grim në vëllimin “Transformations” të poetes së njohur 
bashkëkohore amerikane Anne Sexton. Do të studiohet perspektiva 
konfesionale në të cilën shihen këto përralla në poezitë e Sexton-it, e cila 
tashmë mediton rreth tyre dhe përmes tyre dhe më tej, i rikonceptualizon 
përrallat në një dimension lirik, duke e shndërruar vëllimin poetik në fjalë, në 
një model unik të konfesionalizmit, megjithse në pamje të parë mund të duket 
se Sexton-i, e ka braktisur rrymën e saj konfesionaliste në këtë vëllim.  

Artikulli trajton veçoritë që i shndërrojnë këto përralla tepër të njohura 
në tekste të reja, të ndryshme dhe shumë sfiduese, ndërsa rishkruhen tashmë si 
një rrëfim i unit lirik. Ato rishfaqen si kujtime, si narrativë në vargje e madje 
edhe si një tërësi kompleke imazhesh onirike të unit, rreth gruas, konceptit të 
misionit, të mirës dhe të keqes, përballjes me të pamundurën, me të errëtën 
brenda nesh dhe me anët më pak të dukshme të jetës moderne. Këto janë disa 
nga konceptet që pasurojnë perspektivën e Sexton-it mbi këto përralla.  

Si rrjedhim i sa më sipër, Transformations nuk janë ritregim i përrallave të 
Vëllezërve Grim, por poezi që hetojnë domosdoshmërinë e unit lirik për të vënë në 
pikëpyetje atë çka është rrënjosur tek ajo prej një kohe të gjatë tashmë. Ky proces 
është i gjatë, i dhimbshëm dhe sfidues dhe po ashtu nënkupton një rrëfim të 
pashmangshëm, por që tashmë është i një lloji tjetër krahasuar me atë që kemi 
gjetur zakonisht në poezinë e Sexton-it. Një qasje e tillë, e ngritur mbi 
këndvështrimin e poezisë konfesionale dhe roli që luan ky këndvështrim në procesin 
e trasnformimit të këtyre përrallave është edhe objektivi parësor i analizës.  

 
 Fjalë-çelës: Poezia (konfesionale), përrallat, imazhet poetike, uni lirik, ri-
lexim, rimarrje.  

 
 



 

 



Journal of Language and Literary Studies      113 

 

 

WIDE SARAGASSO SEA AND JANE EYRE: SPIN-OFFS AS A 

DISRUPTION OF EPISTOMOLOGICAL UNITY OF ORIGINAL 

WORKS 
 
Branko Marijanovid, University of Mostar, branko.marijanovic1@gmail.com 

UDK 821.111.09-31 

 
 
Abstract: The analysis of a literary work is often understood as an endeavour to delve 

into the complexities and subtleties of both the fictional world presented in the work in 

question and in the real world of the author. In both cases scholars try to gather as much 

information as possible attempting to create a puzzle with as few missing parts as 

possible. As more and more information about the object of the investigation comes to 

light, the work and its inner world seem to become clearer, more familiar and more 

comprehensible. Such a relationship exists between Charlotte Brontë's Jane Eyre and 

Jean Rhys' Wide Sargasso Sea. However, when one has become familiar with the world 

of Jane Eyre and is subsequently introduced to its spin-off Wide Sargasso Sea the above 

presented pattern irrevocably collapses because the new world presented in the spin-off, 

although supplying fresh information, challenges the basic assumptions of the world with 

which we have become familiar with within the original novel. The altered perspective 

ruins the comfort and the unquestioned knowledge one has gained through investigating 

the world of Jane Eyre. The reader gains new insights, gathers an immense amount of 

plausible, new information but, like in Akutagawa's Rashomon, new accounts although 

bringing new information do not bring readers any closer to the truth. The truth is elusive 

in spite of the overwhelming quantity of new information supplied, leaving the reader 

dismayed and bewildered in an attempt to find a plausible explanation for what has 

happened. Even if the attempt is successful and one manages to unite the two visions into 

a coherent and functional unit a seed of terror has been planted into the heart of the 

reader—a fearful anticipation of a new spin-off, of a new successful challenge to the 

familiar world which brings to the surface the everlasting dichotomy between the 

mythical (ancient, simplified) and scientific approach to the world. The world of myths or 

traditional religions does not progress or radically change because it is based on 

untouchable dogmas which resist alteration. The world of science, however, is both 

blessed and cursed by continually appearing "spin-offs," i.e. new theories challenging, 

destroying and improving old ones. The same dichotomy applies to the world of classical 

literary works and their spin-offs. 

 

Key words: Charlotte Brontë, Jean Rhys, Jane Eyre, Wide Sargasso Sea, Rashomon, 

spin-off, scientific method. 

 
 

The aim of this article is to point out the similarities between the 
inherent logic of literary spin-offs and the way in which scientific theories 
function, both theoretically and practically using as an example the 
interrelations between Jean Rhys’s novel Wide Sargasso Sea and Charlotte 
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Brontë’s novel Jane Eyre. The main contention is that both new scientific 
theories and well-crafted literary spin-offs bring similar benefits and similar 
problems to our understanding of the world. By adding to our knowledge, they 
improve our understanding of reality, but, simultaneously, by irreverently 
questioning the foundations of a former literary world (or the way in which an 
earlier predominant scientific theory explained the world) they add a great 
amount of uncertainty and relativity to their predecessors. The problem 
becomes exacerbated if the process is repeated several times. Such a situation 
occurs when numerous scientific theories succeed one another or when 
multiple spin-offs of a particular literary work appear.  

Various approaches to the purpose and nature of mankind can be used 
to illustrate this point. Namely, the Bible teaches that the Earth was created by 
God and given to the mankind to govern and to exploit. This world view held 
until more convincing theories appeared, which Freud summed up as three 
blows to human narcissism. The first blow occurred when Copernicus and 
Galileo “positioned” the Sun in the center of our galaxy and thereby removed 
both the Earth and people from the center of creation. Later Charles Darwin and 
Sigmund Freud forced humanity once again to reposition and rethink itself. 
Darwin decisively placed mankind in the animal world and unmercifully 
subjected it to the volatile influences of the environment and the evolutionary 
process, while Freud removed the last illusions about the power of reason by 
proving the supremacy of the influence of our unconscious upon our rational 
and conscious selves. 

 In the same way, these theories build upon previous ones and 
supersede them by adding new evidence and explaining reality in a more 
scientific way, literary spin-offs shatter the epistemological unity of the world 
described in the original novel by adding more data and presenting the world 
from a new perspective. The effect produced by Jean Rhys’s Wide Sargasso Sea 
irrevocably destroys our perception of both Bertha and of Mr. Rochester and 
forces us to re-evaluate our impressions of them gained while reading Brontë’s 
Jane Eyre. By increasing our knowledge of the world, they shatter our 
convictions formed during the original readings of Jane Eyre, often forcing us to 
choose between the two. Just as it is impossible for the geocentric and the 
heliocentric world view to coexist peacefully after both have been sufficiently 
investigated, it is virtually impossible to create a congruous unity of the two 
approaches to the characters and issues in the mentioned novels.  The scientific 
method and the corresponding logic are far from perfect but, they are, 
nevertheless, like democracy, the best solution so far, and this article aims to 
investigate the logic on which it is founded and to compare it to the 
interrelationship between original literary works and their subsequent spin-offs, 
sequels, prequels, film adaptations, etc., all encompassed by the terms 
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“multiplicities or textual pluralities” coined by Amanda Ann Klein and R. Barton 
Palmer (1).        

Francis Bacon laid the foundation of the scientific method which 
 
requires scientists to make observations, form a theory to explain what 
is going on, and then conduct an experiment to see whether the theory 
works. If it seems to be true, then the results may be sent out for peer 
review, in which people working in the same or a similar field, are 
invited to pick holes in the argument, and so falsify the theory, or to 
repeat the experiment to make sure that the results are correct. (Hart-
Davies et al 12) 

 
Bacon claims that in science “disciples do owe unto masters only a temporary 
belief and a suspension of their own judgement till they be fully instructed, and 
not an absolute resignation or perpetual captivity” (37). In science and 
technology, success is cumulative because “every scientist appropriates the 
results of his predecessors, and seeks to go further,“ while in art, “the successes 
of one person do not benefit those who come after, and art as such does not 
progress” (Todorov 42). As suggested, all scientists are compelled to familiarize 
themselves with the achievements of their predecessors and then, if competent 
and innovative enough, to completely destroy their theories or to improve upon 
them in a measureable and verifiable way. As both Bacon and Todorov point 
out, it is virtually impossible to improve a work of art, which may mean that all 
literary works should be left as they are, without tampering with their reality 
since they cannot be improved in any verifiable and quantitatively measurable 
way like scientific theories can. However, as Rousseau claims, our freedom is 
decisively marked by the ability to start over, and to constantly reshape 
everything around us, including our own personality. This line of thinking 
defines even our own personality just as a possibility under the constant 
influence of our Protean nature (Safranski 35), and if one is forced to “tamper 
with” and to continually transform one’s own personality, why would such a 
freedom not be extended to works of art. By transforming the reality and the 
world view of the original work, its spin-off or a screen adaptation does not 
unequivocally supersede it. It challenges the epistemological unity of the 
original work forcing readers to constantly re-evaluate and rethink the issues 
and the characters of the works in question. The other repercussion of revisiting 
older works in such a way is a type of individual Renaissance, rendering the 
older work contemporary because every new spin-off creates a new bridge 
between the modern reading/viewing public and the original work.  
 Since it is impossible for literary works to decisively prove their “claims” 
and irrevocably supersede the original work, like scientific theories do, a sort of 
a “Rashomon effect” is created around a certain work after a few spin-offs have 
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appeared. The term “Rashomon principle” was coined by Valerie Alia (or 
Rashomon effect, coined by Robert Anderson) and is used to describe the 
multiplicity of different and often incompatible accounts/variations of one 
event. Such a situation occurs in Kurosawa’s movie Rashomon. The central issue 
in all Rashomon-like situations is that each of the parties claims their story to be 
the only true one, and the same applies to literary spin-offs because they arise 
out of the author’s assumption that something is wrong, neglected, unfair or 
insufficiently elaborated in the world of the original work. The problem is 
succinctly summed up in the summary of Kurosawa’s film by Carl G. Heider: 

 
The film is set in 12th-century Japan and concerns the encounter in the 
forest between a bandit and a samurai and his wife. The mystery of the 
film comes from four quite different accounts of the same event (a 
sexual encounter that may be rape, and a death that is either murder or 
suicide). Each account is clearly self-serving, intended to enhance the 
nobility of the teller. Each account is presented as a truth at a trial by 
the bandit, the samurai’s wife, the samurai (who, having died, testifies 
through a spirit medium), and a passing woodcutter who may have 
been an onlooker. As each of the four testifies, we see that particular 
version of the events on film, so that the apparent truthfulness of the 
visual image supports each testimony in turn. But unlike the familiar 
detective story on film, where accounts that are later impeached are 
given only verbally, Rashomon commits itself to, and convinces us of, 
the truth of each version in turn. And unlike the detective story, we are 
not given an explanation wrapped up nicely in truth at the end. (74, 
emphasis mine) 

 
We increase our knowledge but do not get nearer to the truth. Wide Sargasso 
Sea provides a detailed account of the events superficially treated in Jane Eyre. 
As Sylvie Maurel explains, 

 
Seeking to explain 'the why and the wherefore, of Antoinette's 
madness, Jean Rhys appropriates the genesis of Bertha. In doing so, she 
also implies that she is willing to correct what she deems to be 
defective characterization, overtly criticizing the 'precursor' for her 
treatment of the character of the mad wife who, Jean Rhys complains, 
is no more than a 'paper tiger lunatic, in Jane Eyre. She accordingly 
undertakes to flesh her out into a more fully rounded whole. (144) 
 

If read in this way, Wide Sargasso Sea is a kind of moral restitution to Bertha, 
and by portraying the relationship between Antoinette and Rochester from 
multiple perspectives, Rhys adds a lot of valuable insights regarding all the 
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major characters. Whether she is successful or not is irrelevant—her endeavor 
or better said, her spin-off or prequel irrevocably changes the epistemological 
structure of the original. As the accumulation of new “knowledge” progresses, 
the new data pile up and change the “truths” of the original work, so the reader 
is forced to rethink, re-evaluate and to choose the most viable perspective. To 
complicate things even more, Rhys problematizes the reliability of Antoinette’s 
narration, leaving the reader completely bewildered among so many influences 
and mutually conflicting perspectives. Sylvie Maurel calls the resulting 
phenomenon “epistemological uncertainty” (155), and it seems to be the 
problem of science as a whole, of our age, and of literary or cinematic spin-offs.  

Paradoxically, knowledge simultaneously does and does not improve 
one’s grasp of reality and, to make things worse, the issue is the more 
exacerbated the more knowledge there is.  The absurd truth is that the more we 
know and the better educated we are the more ignorant of the world we are, 
and, what is worse, the more conscious of the fact we are. This seemingly 
nonsensical statement is illustrated in Ronald Wright’s definition of experts and 
specialists. He describes them as "the people who know more and more about 
less and less, until they know all about nothing" (28).  The formidable increase 
of cumulative knowledge leads to an ever narrower specialization which 
practically means that the more expert one becomes in one narrow field the 
more ignorant he becomes in all other unrelated fields. Some people say that 
John Milton was one of the last people for whom one could claim that he knew 
all that was worthy of being known up to that period of time. In modern times 
such a claim would be ridiculous. While solving some problems, the immense 
increase in the amount of knowledge available creates others and introduces a 
great deal of uncertainty and relativity into the minds of modern people. 
Although Bertrand Russell’s quip that the problem of the modern world is that 
the stupid are unshakably certain about their views while the smart are 
constantly in doubt seems funny, it more than adequately encapsulates the 
conundrums of (post)modern times.  
 This raises the question of why the increase of knowledge is so 
problematic. Mortimer J. Adler points out, that since Kant and Romanticism the 
saying de gustibus non disputandum est has become a commonplace. The 
modern world, built on the notions of individualism and subjectivity, does not 
seem to challenge it at all. What makes the modern world perplexing is that the 
saying de veritate disputandum est has also become a trademark of the modern 
world. This may initially seem like a contradiction in terms. Although the truth 
may seemingly be out of the area of disputation, Adler claims that the 
multiplicity of truths in the modern world makes it the primary subject of 
argument (58). He gives a few useful definitions of both knowledge and science 
which basically entail that knowledge is actually “knowledge” and that truth is 
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very likely to be just “truth.” Adler says that scientific truths and scientific 
knowledge are decisively marked by the following awareness: 
 

In the light of the evidence available at the time and in the light of the 
best thinking we have done so far, we regard them as more likely to be 
true. The critical caution we must exercise is contained in the words "at 
the time" and "so far." These words remind us that the future always 
holds the possibility of additional evidence and better thinking, either of 
which may shift the weight of probability in the opposite direction. The 
realm of doubt is the realm of judgments that have a future, for better 
or for worse. This is not so in the case of judgments that have the 
finality and incorrigibility of certitude. (48-9) 

 
This is how science functions, and we very often forget these two adverbs of 
time “at the time” and “so far,” but they have marked and will always mark both 
science and our knowledge forcing us to think of it as "knowledge." 
Consequently, scientific knowledge is based on the presumption that every 
theory can be and will be challenged in the light of new evidence and that even 
our firmest assumptions can be changed and revoked. When multiplied 
immensely it causes uncertainty and the prevalent atmosphere of relativity. This 
prevalent uncertainty when combined with the overwhelming wealth of new 
data in all fields causes a sense of bewilderment and disorientation in people 
who often turn to myths and simplifications of the world in the attempt to make 
the world manageable and understandable. This explains the rise of all kinds of 
fundamentalisms, nationalisms and other kinds of fanaticism propounded by 
the people who offer a wildly simplified and hence necessarily wrong and 
dangerous world view.  
 How exactly are the mentioned science- and knowledge-related issues 
reflected in the relationship between original literary works and their spin-offs 
or textual multiplicities? As already said, the creation of literary and/or 
cinematic spin-offs brings the same benefits and dangers as the increase in 
scientific knowledge, creating thereby a Rashomon effect and causing a sense of 
bewilderment and confusion. Although enriched by new information, new 
insights, and new perspectives readers eventually end up confused and baffled 
because the epistemological unity of their impressions is destroyed and they are 
forced to re-evaluate the experience of both the original work and the 
impressions towards the corresponding characters. It is very troubling to 
transfer Adler’s notions of scientific knowledge as being always and necessarily 
valid only “at the time” and “so far” to the world of literary characters, whom 
readers fall in love with, hate or idolize. It is sufficiently painful to be aware of 
the fact that readers themselves change and hence their experience of literary 
works and their favorite characters, but if the characters themselves are 
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subjected to constant change (if a possibility of numerous and successful spin-
offs is imagined) then the situation inevitably results in what Sylvie Maurel calls 
epistemological uncertainty. 
 The characters of Mr. Rochester and Antoinette or Bertha Mason and 
the changes they undergo in Rhys’s Wide Sargasso Sea are more than sufficient 
to illustrate the point and to destroy the “knowledge” the reader gained about 
them after reading Jane Eyre, because even their names do not represent what 
they represented in Brontë’s novel. Namely, in Wide Sargasso Sea there is not a 
single mention of the name “Mr. Rochester” but we all “know” that the 
unnamed gentleman is he, based on our former “knowledge” gained in Jane 
Eyre. Even more telling is the change in the way Antoinette is named because, 
to Rochester, the normal and amiable girl he married is Antoinette and the 
repulsive Creole wildling is called Bertha. However, it is very important to note 
that this change does not happen in Antoinette but in Rochester himself, i.e. in 
the way he perceives her. When he starts calling her Bertha and perceiving her 
in a very derogatory way she is still an amiable woman wildly in love with him. 
She does not want to deceive him but wants to escape him because she does 
not trust his love or constancy. Their dialogue, prior to the marriage, when 
Mason informs Rochester that she has doubts and does not want to marry him 
is very revealing: 

 
‘You don’t wish to marry me?  
‘No.’ She spoke in a very low voice.  
‘But why?  
‘I’m afraid of what may happen.  
‘But don’t you remember last night I told you that when  you are my 
wife there would not be any more reason to be afraid?  
‘Yes,’ she said. ‘Then Richard came in and you laughed. I didn’t like the 
way you laughed.’  
‘But I was laughing at myself, Antoinette.’  
She looked at me and I took her in my arms and kissed her.  
‘You don’t know anything about me,’ she said.  
‘I’ll trust you if you’ll trust me. Is that a bargain? You will make me very 
unhappy if you send me away without telling me what I have done to 
displease you. I will go with a sad heart.  
‘Your sad heart,’ she said, and touched my face. I kissed her fervently, 
promising her peace, happiness, safety, but when I said, ‘Can I tell poor 
Richard that it was a mistake? He is sad too,’ she did not answer me. 
Only nodded. (Rhys 70-1, emphasis mine) 

 
Later, during their honeymoon, painfully aware that she has put all her faith in 
him and his love, she asks him: ”‘Why did you make me want to live? Why did 
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you do that to me?’” His answer is a cruel and unfeeling: “Because I wished it. 
Isn’t it enough?” (Rhys 83). Just a few days later, there is a scene, or to be more 
precise, a kind of indirect confession by Rochester, which almost decisively 
rounds up their characters and completely reverses their “supposed” roles of a 
maniac and a lover tricked into marriage. The scene proves that he broke all his 
promises, destroyed her last hope in the human race, and practically pushed her 
towards desperation and lunacy: 

 
It was at night that I felt danger and would try to forget it and push it 
away.  ‘You are safe,’ I’d say. She’d liked that—to be told ‘you are safe. 
’Or I’d touch her face gently and touch tears. Tears nothing! Words—
less than nothing. As for the happiness I gave her, that was worse than 
nothing. I did not love her. I was thirsty for her, but that is not love. I felt 
very little tenderness for her, she was a stranger to me, a stranger who 
did not think or feel as I did. One afternoon the sight of a dress which 
she’d left lying on her bedroom floor made me breathless and savage 
with desire. When I was exhausted I turned away from her and slept, 
still without a word or a caress. I woke and she was kissing me soft light 
kisses. ‘It is late,’ she said and smiled. “You must let me cover you up—
the land breeze can be cold.  
“And you, aren’t you cold?  
“Oh I will be ready quickly. I’ll wear the dress you like tonight.  
‘Yes, do wear it. (Rhys 84-5, emphasis mine) 
 

 This Rochester, cold, cruel and monstrously unfeeling, is utterly 
incompatible with the Rochester in Jane Eyre who self-righteously exclaims: 
 

Briggs, Wood, Mason,—I invite you all to come up to the house and visit 
Mrs. Poole's patient, and my wife! You shall see what sort of a being I 
was cheated into espousing, and judge whether or not I had 
a right to break the compact, and seek sympathy with something at 
least human. This girl,' he continued, looking at me, 'knew no more than 
you, Wood, of the disgusting secret: she thought all was fair and legal; 
and never dreamt she was going to be entrapped into a feigned union 
with a defrauded wretch, already bound to a bad, mad, and embruted 
partner! Come, all of you, follow.'(Brontë 351, emphasis mine) 
 

and adds when they come to Bertha's chamber: 
 

That is my wife,' said he. 'Such is the sole conjugal embrace I am ever to 
know—such are the endearments which are to solace my leisure hours! 
And this is what I wished to have' (laying his hand on my shoulder): 'this 
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young girl, who stands so grave and quiet at the mouth of hell, looking 
collectedly at the gambols of a demon. I wanted her just as a change 
after that fierce ragout. Wood and Briggs, look at the difference! 
Compare these clear eyes with the red balls yonder—this face with that 
mask—this form with that bulk; then judge me, priest of the gospel and 
man of the law, and remember, with what judgment ye judge ye shall 
be judged! (Brontë 353, emphasis mine) 
 

While trying to explain the postcolonial reading of Jane Eyre, Karin Jacobsen 
presents Rochester as being innocent prior to his marriage to Bertha, a notion 
completely at odds with the perspective offered by Jean Rhys: 
 

All women are enslaved by male despotism, but the British woman 
claims a moral and spiritual superiority over her Eastern sisters. This 
difference becomes intense in Jane’s representation of Bertha Mason. 
Bertha’s vampiric appearance suggests she is sucking the lifeblood away 
from the innocent Rochester, who tells Jane he was as innocent as she is 
until he turned twenty-one and was married to Bertha: His goodness 
was taken by this savage woman. An insane Creole woman, Bertha 
represents British fears of both foreigners and women. (106, emphasis 
mine) 
 

Rhys unreservedly accuses Rochester of having made Bertha out of Antoinette 
who was once equal to Jane Eyre, before he forced her to conform her behavior 
and appearance to his twisted view of her. Basically, Rhys is saying that he 
married a person emotionally superior to him, turned her into a monster, and 
then demanded from the world to allow him to do it once again to Jane Eyre. By 
following the same logic Aristotle used to advocate slavery, Rochester 
unfeelingly turns Antoinette into a lunatic and then accuses her of being one. 
This issue is of great importance because it has much wider repercussions if 
applied to the subject of colonialism and post-colonialism, in the light of which 
Wide Sargasso Sea has been so often analyzed. Aristotle says: 
 

Therefore those people who are as different from others as body is 
from soul or beast from human, and people whose task, that is to say, 
the best thing to come from them, is to use their bodies are in this 
condition-those people are natural slaves. And it is better for them to be 
subject to this rule, since it is also better for the other things we 
mentioned. For he who can belong to someone else (and that is why he 
actually does belong to someone else), and he who shares in reason to 
the extent of understanding it, but does not have it himself (for the 
other animals obey not reason but feelings), is a natural slave. The 
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difference in the use made of them is small, since both slaves and 
domestic animals help provide the necessities with their bodies. (Politics, 
1254, 15-25, emphasis mine) 

 
It is hard not to notice that Rhys's Mr. Rochester perceives both Antoinette and 
other natives in her homeland in the light of natural slaves, and his turning away 
from Antoinette and the start of Bertha's existence, so to speak, is when he 
receives a letter which implies that she might have impure (negro or Creole) 
blood in her veins (the translators of Wide Sargasso Sea into Croatian, Jagoda 
Splivalo-Rusan and Giga Gračan, repeatedly point to this in their explanatory 
footnotes). Once that idea is firmly rooted in his mind, no matter whether 
founded or not, important or not, he starts to perceive Antoinette as a kind of 
natural slave, and sees her only as a soulless body; by disregarding and 
disrespecting her humanity (he deliberately and consciously has sex with her 
servant in the adjoining room so that Antoinette can hear them) he forces her 
into lunacy. She tells him “Bertha is not my name. You are trying to make me 
into someone else, calling me by another name. I know, that’s obeah too.’ Tears 
streamed from her eyes“ (Rhys 133), but he responds that he likes calling her 
Bertha because he thinks of her as Bertha (Rhys 122).   
 The discrepancy between the levels of their humanity (in favor of 
Antoinette) is well summed up by Antoinette’s servant and friend Christophine: 
 

'Your wife’ she said. ‘You make me laugh. I don’t know all you did but I 
know some. Everybody know that you marry her for her money and you 
take it all. And then you want to break her up, because you jealous of 
her. She is more better than you, she have better blood in her and she 
don’t care for money — it’s nothing for her. Oh I see that first time I 
look at you. You young but already you hard.  
You fool the girl. You make her think you can’t see the sun for looking at 
her.  
It was like that, I thought. It was like that. But better to say nothing. 
Then surely they’ll both go and it will be my turn to sleep — a long deep 
sleep, mine will be, and very far away. [Rochester thinking] 
‘And then,’ she went on in her judge’s voice, ‘you make love to her till 
she drunk with it, no rum could make her drunk like that, till she can’t 
do without it. It’s she can’t see the sun any more. Only you she see. But 
all you want is to break her up.’  
(Not the way you mean, I thought). (Rhys 138) 
 

It is apparent that Rhys „rashomonically” and aggressively presents and 
represents the other side, Antoinette’s side, and that the two points of view, 
like the incongruous versions of witnesses in Rashomon, cannot peacefully 
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coexist side by side. The increase in knowledge and the addition of valuable, 
previously unavailable data, once again result in complete ambivalence and 
uncertainty because the two images of Rochester are mutually exclusive. When 
accused by Christophine for the mistreatment of Antoinette and when asked to 
try to love her back because Antoinette deserves it, he reacts in the following 
way: 
 

[Christophine talking+ ‘She love you so much, so much. Try her once 
more.’  
I tell you she loves no one, anyone. I could not touch her. Excepting as 
the hurricane will touch that tree — and break it. You say I did? No. 
That was love’s fierce play. Now I’ll do it. She’ll not laugh in the sun 
again. She’ll not dress up and smile at herself in that damnable 
looking—glass. So pleased, so satisfied. Vain, silly creature. Made for 
loving? Yes, but she’ll have no lover, for I don’t want her and she’ll see 
no other. (150) 

 
Extracts like this do not provide a lot of maneuvering space for potential 
misinterpretations. Rhys directly confronts the image of Rochester created by 
Charlotte Brontë and forces the reader to re-evaluate and to experience his 
personality all over again. Although he is not portrayed as an angel in Jane Eyre, 
he is a far cry from the cruel bastard Rhys turns him into, and the issue cannot 
be settled by his supposed subsequent reformation because while attempting to 
marry Jane Eyre, he utters those quoted statements about how he has been 
deceived by his crazy wife and her even crazier family. Rhys does not allow for 
such an interpretation and the readers must make up their minds which of the 
versions is truer or more convincing to them. There is no middle way because 
his behavior and statements in Jane Eyre directly oppose his conduct in Wide 
Sargasso Sea. He either mistreated Antoinette and forced her into lunacy and is 
therefore morally unfit to justify his “righteous” claims on the love of Jane Eyre, 
or he was completely deceived by the Masons and by Antoinette herself. In both 
scenarios, he entered the marriage for financial gain.  

In the same way the two images of Rochester seem to exclude one 
another, the perceptions of Antoinette and Bertha seem to be completely 
incompatible. While for Antoinette herself and for the readers these two images 
of her personality may coexist one after another successively on the 
chronological plane (because the readers can trace the development of her 
lunacy), for Rochester both Antoinette and Bertha exist simultaneously because 
he starts calling her Bertha while she is still completely sane and even morally 
and emotionally superior to him. Not only are the readers forced to choose 
between the two Rochesters, they are compelled to do the same with 
Antoinette and Bertha although it is one and the same person. By siding with 
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Rhys and her Antoinette, people are forced to break and rebuild the image of 
Rochester they formed while reading Jane Eyre, which irrevocably and 
significantly shatters the epistemological coherence one has in mind after being 
familiarized with Brontë’s novel. The created ambiguity is exacerbated due to 
the quality of Rhys’s endeavor because she creates the world of her novel 
having in mind a definite idea of what is wrong with the first one. She gives 
voice to the other side, which is mute and neglected in Brontë’s novel and turns 
Bertha from a voiceless “it,” a demon, a maniac, and a lunatic into an attractive 
woman wishing to be loved and ready to love in return without many demands. 
 However, Rhys does not stop with the personalities of Rochester and 
Antoinette. She introduces ambiguity and uncertainty in many other areas of 
social life which in the world of colonial England and Jane Eyre people were 
indubitably sure of. Although it is much easier to live in a world of simple truths 
or black and white, as Antoinette’s life in the convent proved to be, real life is 
made up of ambiguities and uncertainties, forcing people to re-evaluate 
everything and everyone on a daily basis. Rhys says that despite never 
experiencing the outer world the nuns in the convent were sure of what hell 
looked like and what one was supposed to do in order not to get there. While 
living with the nuns, “Everything was brightness, or dark. The walls, the blazing 
colors of the flowers in the garden, the nuns’ habits were bright, but their veils, 
the Crucifix hanging from their waists, the shadow of the trees, were black. That 
was how it was, light and dark, sun and shadow, Heaven and Hell, for one of the 
nuns knew all about Hell, and who does not?” (Rhys 52). Antoinette captures 
well the beauty of simple truths when she says: “I find it very comforting to 
know exactly what must be done. All the same, I did not pray so often after that 
and soon, hardly at all. I felt bolder, happier, more free. But not so safe” (Rhys 
52). While being in the convent she feels that her sense of safety and comfort is 
increased but that her liveliness, sense of freedom and humanity in general are 
reduced. She is painfully aware that it is impossible to have both the security of 
unquestionable knowledge and the excitement of constant discovery of new 
truths, new layers of personality, unexplored areas of life, etc.  
 Another uncertainty is related to the issue of race because not even 
racism can be free of ambiguity in Rhys’s work. While still a child Antoinette and 
her mother are hated by their former and present workers because they are 
thought of as “white cockroaches” or “white niggers,” which is a step down 
from black niggers (Rhys 22). This kind of behavior relativizes the perception of 
what it means to be English because being English was no longer sufficient to 
earn any respect: money and power were the other required conditions, so 
former colonists and/or slave holders sank deeper than black slaves on the 
social scale and were despised by both the upper and lower social classes. Even 
slavery itself ceases to be a straightforward term. It was officially prohibited but 
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was transformed into something which was even worse. Christophine’s reaction 
to the formal abolition is very illustrative:  
 

No more slavery! She had to laugh! ‘These new ones have Letter of the 
Law. Same thing. They got magistrate. They got fine. They got jail house 
and chain gang. They got tread machine to mash up people’s feet. New 
ones worse than old ones — more cunning, that’s all.’ (Rhys 24) 
 

 Jane Eyre can be read as a novel about the possibility of change. The 
rigid social conventions, the position of women, the inheritance laws, class 
distinctions, social mobility, the value of education etc., are exposed one by one 
and a shy cry for change is hidden all over the work. However, the stability and 
clear values still remain the primary concern. After she has fought her battles 
and arranged her small world to her liking, Jane Eyre is content and settled but 
Jean Rhys does not allow either herself or her characters to form any kind of 
stable identity. Unlike Brontë, Rhys seems to idolize change itself, which again 
brings both works closer to modernity and its Rashomon-like view of the world. 
Only Antoinette wants what she has in the present while all other characters in 
Wide Sargasso Sea seem to be saying: “What I see is nothing— I want what it 
hides—that is not nothing.” (Rhys 79). After she has relativized Rochester, 
Antoinette, the English, colonialism, and the natives, Rhys does the same to 
herself and to her work. She deliberately hints at the possibility of 
interpretations other than the ones her narrator(s) offer in Wide Sargasso Sea. 
In this way she does not establish her own “truth” as the Truth but invites both 
readers and other writers to take active part in her world, to add to it, rethink it 
and maybe even recreate it in another spin-off. She is perfectly and painfully 
aware that she is incapable of reaching the Truth but that does not prevent her 
from trying. As with her own personality, she perceives characters as transient 
phases, none of which encapsulate the person as a whole. Neither the 
characters know themselves nor the readers can ever say that they have 
grasped any of the characters in full and without numerous reservations. Like 
with the scientific method, each opinion becomes a temporary basis for the 
construction of a new one and so on, ad infinitum. 
 In the afterword to the Croatian edition of Wide Sargasso Sea, Tatjana 
Jukid claims that all Rhys’s works, and Wide Sargasso Sea above all, challenge 
attempts to archive literary history, to put everyone and everything into their 
designated place and let them rest there. She interprets Wide Sargasso Sea as a 
type of literary Renaissance of Jane Eyre. By questioning and challenging the 
original work Rhys brings it to life, brings it closer to modernity and prevents 
both herself and the readers from forming stable and unchangeable identities. 
What she insists on is, according to Jukid, constant flux and the (de)formation of 
identity as the primary sign of one’s being alive (180-1). Rochester is Rochester, 
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and yet he is not. Antoinette is Bertha and yet, she is not. The world of Jane Eyre 
is the world of Wide Sargasso Sea, and yet it is completely different. The era is 
the same, yet the reader does not have this impression because Wide Sargasso 
Sea appears like a grown up and experienced person coming back to the world 
of his/her childhood when things were simple and “as they should have been.” 
The ambivalence and uncertainty Rhys brings into the settled world of Brontë’s 
Jane Eyre results in the same benefits and the same problems as science in 
general. It challenges “older theories” but simultaneously finds inspiration in 
them and injects new life into them. The better the spin-off, the greater the 
blow to the original work and the stronger the new scientific theory, the faster 
the old one is replaced. As Jean Rhys says, such conduct makes us feel less safe 
but more human, stronger, more courageous, more active, and more alive.  
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ŠIROKO SARGAŠKO MORE I JANE EYRE: SPIN-OFF I REMEDENJE 
EPISTEMOLOŠKOG JEDINSTVA ORIGINALA 

 
 Analiza književnog djela se često shvada kao pokušaj razumijevanja kom-
pleksnog i suptilnog fiktivnog svijeta određenog djela, kao i stvarnog svijeta nje-
govog autora. U oba slučaja znanstvenici pokušavaju prikupiti što je mogude više 
informacija u pokušaju da slože slagalicu sa što manje nedostajudih dijelova. Što 
više informacija biva prikupljeno, to se jasnije ocrtava predmet istraživanja, tj. 
djelo i njegov unutarnji svijet postaju jasniji, poznatiji i razumljiviji. Takav odnos 
postoji između djela Charlotte Brontë Jane Eyre i Široko sargaško more, napisa-
nome od strane autorice Jean Rhys. Ipak, kada se netko tko je upoznat sa 
svijetom romana Jane Eyre upusti u čitanje njegovog spin-off-a Široko Sargaško 
more gore navedeni obrazac nepovratno propada jer novi svijet, prezentiran u 
spin-off-u, iako donosi mnoštvo novih i korisnih informacija, korjenito preispitu-
je osnovne postavke svijeta originalnog romana. Izmijenjena perspektiva naru-
šava sigurnost i znanje stečeno čitajujudi i proučavajudi svijet romana  Jane Eyre. 
Čitatelj dolazi do novih uvida, prikuplja ogromnu količinu novih i logičnih infor-
macija ali, kao u Akutagawinome Rashomonu, novi uvidi, unatoč novim informa-
cijama, ni za trenutak ne približavaju čitatelja konačnoj istini. Istina ostaje neu-
hvatljiva unatoč ogromnoj količini novih podataka, ostavljajudi čitatelja zbu-
njenog u pokušaju shvadanja različito, a često i međusobno kontradiktorno, 
prezentiranih događaja i osoba. Čak i kada bi pokušaj bio uspješan i kada bi čita-
telj uspio uspješno ujediniti dvije vizije u jednu koherentnu sliku (što nikada nije 
mogude ukoliko je spin-off roman odlično napisan, kao što je slučaj sa romanom 
Široko Sargaško more), u čitatelja je usađen strah od potencijalnog novog spin-
off-a koji de donijeti novi udar na epistemološku koherentnost njegovog shvada-
nja. Ovaj sukob oživljava vječnu dihotomiju između mitološkog (tradicionalnog, 
fundamentalnog, pojednostavljenog) i znanstvenog pristupa svijetu. Svijet mito-
va ili tradicionalnih religija ne napreduje i ne može se radikalno mijenjati jer je 
baziran na nedodirljivim dogmama koje se po definiciji opiru promjeni. Nasuprot 
tome, svijet znanosti je istovremeno i blagoslovljen i proklet konstantnim poja-
vljivanjem novih spin-off-ova, tj. novih teorija koje dovode u pitanje, uništavaju 
ili unaprijeđuju stare. Ista dihotomija se ponavlja u svijetu originalnih književnih 
djela i njihovih spin-off-ova. 
 
 Ključne riječi: Charlotte Brontë, Jean Rhys, Jane Eyre, Široko Sargaško 
more, Rashomon, spin-off, znanstvena metoda. 
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Abstract: England, England is one of the most interesting books by the British writer 

Julian Barnes. In the novel the magnate Sir Jack Pitman decides to create a replica of 

England on the Isle of Wight by building on that island the most representative sites of 

the ―old England‖. The article focuses on the relationship between the real and the 

simulacrum and how this relationship is explored in Barnes‘s novel. The novel can be 

read in the framework of the Baudrillardian concept of the simulacrum and the 

superiority of the simulacrum over the original, a concept which is at the heart of 

Baudrillard‘s thought. The article elaborates on the idea that the replica, the simulacrum, 

undermines a very important foundation in the way our thinking and judgments have 

been traditionally formed. It undermines the superior position the original has had in 

Western thought because the simulacrum is not anymore dependent on the original but 

acquires a life and identity of its own. It seems as if the original and the simulacrum 

merge into one and it is impossible to make a distinction between the two. The article 

also uses Eco‘s idea of hyperreality and how the ―completely real‖ becomes identified 

with the ―completely fake‖. The article discusses how in Barnes‘s novel the opposition 

between the hyperreal England and the ―real‖ England becomes blurred. Thus the 

simulacrum deconstructs the hierarchy that exists between the original and the replica. 

England, England seeks to destroy, or rather deconstruct, the hierarchy of the traditional 

opposition between the original and replica.  
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 The article focuses on the relationship between the real and the 
simulacrum and how this relationship is explored in Julian Barnes’s novel, 
England, England. The novel can be read in the framework of the Baudrillardian 
concept of the simulacrum and the superiority of the simulacrum over the 
original, a concept which is at the heart of Baudrillard’s thought. The article 
elaborates on the idea that the replica, the simulacrum, undermines a very 
important foundation in the way our thinking and judgments have been 
traditionally formed. The article also uses Umberto Eco’s idea of hyperreality 
and how the “completely real” becomes identified with the “completely fake”. 
We will discuss how in Barnes’s novel the opposition between the hyperreal 
England and the “real” England becomes blurred. 
 In England, England the rich magnate Sir Jack Pitman decides to create a 
replica of England on the Isle of Wight by building on that island the most 
representative sites of what he calls the “old England” and by introducing all the 
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major English historical figures, such as Robin Hood, Samuel Johnson, Queen 
Victoria, or Lady Godiva. Sir Jack’s business idea is to offer tourists all 
representative English sights within their reach and without having to travel in 
order to do that. Thus they won’t need to go to London to visit the Buckingham 
or to Stratford to visit Shakespeare’s house or to Wiltshire to visit Stonehenge 
because everything would be within their reach. The project becomes a huge 
success and in the course of the years England, England becomes a major 
tourist attraction with the “old England” being ignored, losing its status in 
Europe and the world and, ultimately, becoming a backward country and 
reverting to a primitive way of living.  
 In his Simulacra and Simulation, Baudrillard gives the examples of the 
Lascaux caves in France. With the aim of protecting the original caves, visitors 
were not allowed to enter them but an exact replica of the original caves was 
built at some close distance so that the visitors could visit them instead of the 
original. Baudrillard writes that though the memory of the original grottoes may 
be stamped in the minds of people, “from now on there is no longer any 
difference: the duplication suffices to render both artificial.” (Baudrillard 9) 
Umberto Eco, too, in his Travels in Hyperreality gives a plethora of interesting 
examples of the simulacrum and the hyperreal. One of the first examples he 
gives is the Lyndon B. Johnson Library. A full-scale model of the Oval Office was 
built by using the same materials and colors of the original one, though 
everything is “more polished, shinier, protected against deterioration” (Eco 6-7). 
Eco emphasizes the American tendency “for which the past must be preserved 
and celebrated in full-scale authentic copy; a philosophy of immortality as 
duplication” and that this tendency “dominates the relation with the self, with 
the past, not infrequently with the present, always with History and, even, with 
the European tradition” (Eco 6). The “completely real” becomes identified with 
the “completely fake” (Eco 7) and therefore absolute unreality is offered as real 
presence. The aim of the reconstructed Oval Office is to supply a “sign” that will 
then be forgotten as such: The sign aims to be the thing, to abolish the 
distinction of the reference, the mechanism of replacement. Not the image of 
the thing, but its plaster cast” (Eco 7). 
 Baudrillard distinguishes between the simulacrum and representation 
by focusing on the role of the sign in both simulacrum and representation. He 
argues that all Western thought and faith saw the idea of representation as 
crucial. Everything was based on the idea that signs could refer to meaning, that 
meaning could be exchanged by sign. What served as a guarantee of this 
exchange was the idea of God. However, he argues that once God himself can 
be simulated, “that is, reduced to the signs that constitute faith”, then the 
whole system loses its substance, “it is no longer itself anything but a gigantic 
simulacrum -- not unreal, but a simulacrum, that is to say never exchanged for 
the real, but exchanged for itself, in an uninterrupted circuit without reference 
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or circumference” (Baudrillard 6). That is how simulation differs from 
representation. The latter entails an equivalence between the sign and the real. 
On the other hand, simulation “stems from the Utopia of the principle of 
equivalence, from the radical negation of the sign as value, from the sign as the 
reversion and death sentence of every reference” (Baudrillard 6). 
 Barnes’s England, England can be read in the framework of the 
Baudrillardian concept of the simulacrum and the supremacy of the simulacrum 
over representation and even the original. In the novel Jack Pitman and his 
company Pitco manage to create a project, which they name England, England 
on the Island of Wight. Even though this idea starts as a business project aiming 
to draw high-class tourists, England, England in fact becomes a country in its 
own right and it challenges “old England” and its institutions and heritage. 
Pitman and his company create on the island all the major heritage buildings, 
institutions and historical landmarks that have existed in England and which 
have developed in the course of the country’s history. Thus, tourists are offered 
the opportunity to “experience” all of England in just the space of the island, 
which is about 150 square miles. The existence of this “other” England 
challenges the existence of the “old England” and, more importantly, the idea of 
the “original”, of the “authentic.”      
 Martha Cochrane, the chief manager of England, England, defends the 
idea behind the project by giving several examples when the “substitutes” or 
the simulacra have proven as successful as, if not more successful than, the 
original. One of the examples is the statue of Michelangelo’s David in Florence. 
The statue was substituted by a copy and this did not bother the tourists at all 
whose number were not diminished though they were not able to “experience” 
the original statue produced by Michelangelo. She concludes that the tourists 
had hitherto visited the original sites because they had no choice. Moreover, 
she adds that research had shown that tourist would prefer a “convenient” 
replica to the “inconvenient” original and this is backed by the polls conducted 
in Florence which had revealed that 93 percent of the respondents said that 
they felt no need to visit the original statue of David after having visited the 
“perfect replica” (Barnes 181). Thus the replica, the simulacrum, undermines a 
very important foundation in the way our thinking and value judgments have 
been traditionally formed. It undermines the very superior position the original 
has had in Western thought. It does not stand in relation to the original but 
acquires, as it were, a life and identity of its own. It seems as if the original and 
the simulacra merge into one and people cannot distinguish between the two – 
or the three, or the hundred. As Baudrillard asserts, “from now on there is no 
longer any difference: the duplication suffices to render both artificial.” 
(Baudrillard 9) Thus, the simulacrum not only acquires a life in its own right, but 
threatens the very existence of the original by sabotaging its position as the 
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original, by undermining the very idea of the original and the authority of the 
original and the authentic.  
 Returning to Eco, ““*t+he “completely real” becomes identified with the 
“completely fake.”” The aim of the replica “is to supply a “sign” that will then be 
forgotten as such: The sign aims to be the thing, to abolish the distinction of the 
reference” (Eco 7). In Barnes’s novel, the “new England” as a human-made 
construct is a sign which, though in its incipient stages has begun as a copy of 
the “real” England, acquires a life of its own and gradually people neglect that 
fact that England, England is precisely a “sign” (with the signified being “old 
England”). It gradually becomes the thing itself and abolishes “the distinction of 
the reference.” Indeed England, England becomes so successful that the visitors 
do not feel the need to visit England once they have experienced all the 
landmarks and sights on the simulacrum. The opposition between England, 
England and the “real” England becomes blurred and the reality of “the thing 
itself” is untenable.   
 Thus, the simulacrum in a Derridean fashion deconstructs the hierarchy 
that exists between the original and the replica. Following Derrida’s 
terminology, the opposition is between the original and the replica, with the 
original traditionally having had the upper hand or the superior position in this 
pair of opposites. Moreover, Derrida asserts that this opposition is not of a 
natural order but always a violent hierarchy. England, England seeks to destroy, 
or rather deconstruct, this violent hierarchy of opposition, by overturning the 
traditional opposition between the original and the replica. That is what Derrida 
writes about the task of deconstruction in “overturning” these oppositions:  
 

an opposition of metaphysical concepts (for example, speech/writing, 
presence/absence, etc.) is never the face-to-face of two terms, but a 
hierarchy and an order of subordination. Deconstruction cannot limit 
itself or proceed immediately to a neutralization: it must, by means of 
a double gesture *…+ a double writing, practice an overturning of the 
classical opposition and a general displacement of the system.  
(Derrida 329) 

 
 In England, England this hierarchy of binary opposition between the 
original and the replica is not only undermined but, ultimately, the world of 
simulacrum, of hyperreality, becomes preferable to the original. The simulacrum 
not only blurs the distinction between the original and the copy but it seems to 
become the “natural” mode of existence in the postmodern world of spectacle 
and hyperreality. Why is the replica preferable to the original, the copy to the 
authentic? One of the reasons that is given in England, England by a French 
philosopher who supports the Pitman project is that the replica should not be 
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viewed as an inferior copy to the original but rather a better and enriched 
reality:  
 

It is not a substitute for that plain and primitive world, but an 
enhancement and enrichment, an ironization and summation of that 
world. This is where we live today. A monochrome world has become 
Technicolor, a single croaking speaker has become wraparound sound. 
Is this our loss? No, it is our conquest, our victory. (Barnes 55) 

 
The nostalgia for the original and the halo that we have traditionally invested 
the original with is seen as old-fashioned, as pure “sentimentalism” and 
“political recidivism”, whereas the simulacrum is viewed as profoundly modern, 
the epitome of our modern world (Barnes 55). The simulacrum is also preferable 
because, unlike the original, the reality of the simulacrum is totally under our 
command and can be modified and manipulated in accordance with our wishes 
and desires: “the authenticity of the replica is the one we can possess, colonize, 
reorder, find jouissance in, and, finally, if and when we decide, it is the reality 
which *…+ we may meet, confront, and destroy” (Barnes 55). 
 England, England is both real and illusory. When the visitor strolls 
through its streets, when they visit its buildings and meet famous people, they 
are “experiencing” real streets, real buildings and meeting real people. 
However, everything is controlled by the management and the people who 
“live” on the island are employees who follow the roles and tasks assigned to 
them. Eco’s analysis of California’s Disneyland or Florida’s Disney World can very 
well apply to the reality of England, England. Eco describes the Main Street in 
Disneyland as “at once absolutely realistic and absolutely fantastic” and that this 
is the advantage of Disneyland over the other “toy cities”. The houses – at least 
their ground floor – are always life-size and they give the impression that they 
are inhabitable (and they are indeed inhabited). Although the facades are life-
like, their interiors are “always a disguised supermarket, where you buy 
obsessively, believing that you are still playing” (Eco 43). Compared to the many 
wax museums Eco describes in his book on hyperreality, Disneyland is more 
hyperreal than any of them. Whereas in the wax museums we are aware that 
the wax people are not real but perfect copies of real people, in Disneyland 
visitors have the opportunity to see a Polynesian island with a real river flowing 
among real rocks. Barnes’s England, England too is “at once absolutely realistic 
and absolutely fantastic” with its Westminster, its Tower of London, its 
Shakespeare’s house and the inhabitants that occupy these building.       
 Eco writes that “Disneyland not only produces illusion, but—in 
confessing it—stimulates the desire for it” (Eco 44). The bulk of the buildings, 
objects and animals are real and even when there is a fake (in the case of a 
hippopotamus or a sea serpent), “it is not so much because it wouldn’t be 
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possible to have the real equivalent but because the public is meant to admire 
the perfection of the fake and its obedience to the program” (Eco 44). Thus 
Disneyland reveals to us that the hyperreal, the fake, better satisfies our 
demands and that technology can “give us more reality than nature can” (Eco 
44). The purpose of Pitman’s project, England, England, is precisely that: to offer 
visitors all that England can offer but without the drawbacks they might 
encounter if they visit the “old England.” Unlike the tourist in the “old England,” 
the visitors in England, England do not have to travel long distances to visit the 
sights and landmarks, because they are neatly packed and arranged in a 
relatively small territory. One does not encounter the potential risks and 
nuisances that are experienced while you visit the real England, or any other 
country – long travels, bus and train delays, indifference of residents, the 
inability to visit all you wish to see due to the limited time, the possibility of 
being harassed by lowlife and street pedlars, and the like. England, England is 
“docile” and it has been deliberately designed to yield to every demand and 
wish of visitors. The whole idea behind the project is that visitors will be more 
inclined to visit a replicated, flawless England, one that yields to their wishes 
and demands and one which corresponds to their guide program. This is pithily 
summarized in the words of Dr. Max, one the project’s employees:  
 

‘R–eality is r–ather like a r–abbit *…+. The great public – our *…+ 
paymasters – want reality to be like a pet bunny. They want it to lollop 
along and thump its foot picturesquely in its home-made hutch and 
eat lettuce out of their hand. If you gave them the real thing, 
something wild that bit *…+ they wouldn’t know what to do with it. 
Except strangle it and cook it. (Barnes 133) 

 
 The argument that England, England is not the original England but 
simply a constructed reality meant to imitate the “real” England can be refuted 
by the counterargument that ultimately everything and everyone is a 
constructed reality. One can never talk about a genuine, unspoilt and authentic 
reality because everything that belongs to civilization has already been altered, 
modified and adapted to the people’s needs. If you set out to find the origin, the 
source of something, you will inevitably have to go further back in time and this 
temporal regression will be unending. There will be no moment in time in which 
one can find the original, the authentic, the starting point of anything that 
should be under study. There is no authentic or original idea because that would 
be inevitably “tainted” and influenced by a previous moment in history.  
 So, the quest for the original is a futile quest and hence the concept of 
the original is a futile concept. It is impossible to find a historical moment of 
“beginning,” one which would be pure and would then serve as the model for 
the following replicas and also as grounds for the establishment of the hierarchy 
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involving the superior original and the derivative and inferior replica or replicas. 
Thus the replica, the simulacrum, undermines a very important foundation in 
the way our thinking and judgments have been traditionally formed. It 
undermines the superior position the original has always had because the 
simulacrum is not dependent anymore on the original but acquires a life and 
identity of its own. It seems as if the original and the simulacrum merge into one 
and it is impossible to make a distinction between the two. England, England is 
a book that forces us to reconsider such concepts as the original, the copy, the 
simulacrum, and representation, and it provides a clear example of how in our 
modern -- or postmodern -- world, established hierarchies are always being 
challenged, attacked and ultimately overthrown.  
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ORIGJINALJA DHE SIMULAKRA NË ROMANIN ANGLI, ANGLI TË XHULIAN 
BARNZIT 

 
 Libri Angli, Angli (England, England) është një nga librat më interesantë 
të shkrimtarit britanik Xhulian Barns. Në këtë roman manjati Sër Xhek Pitmani 
vendos të krijojë një kopje të Anglisë në Ishullin e Uajtit duke ndërtuar në këtë 
ishull vendet më përfaqësuese të “Anglisë së vjetër”. Artikulli përqendrohet në 
marrëdhënien ndërmjet reales dhe simulakrës dhe se si shqyrtohet kjo 
marrëdhënie në romanin e Barnsit. Ky roman mund të lexohet në kuadrin e 
konceptit që ka Bodrijari për simulakra dhe epërsinë që ka simulakra ndaj 
origjinalit, një koncept kyç ky për mendimin e Bodrijarit. Artikulli trajton idenë 
se kopja, simulakra, e kthen përmbys një prej themeleve që ka pasur njerëzimi 
për mënyrën se si janë krijuar tradicionalisht mendimet dhe gjykimet. Simulakra 
e minon pozicionin superior që ka pasur origjinalja në filozofinë perëndimore, 
sepse ajo nuk varet më nga origjinalja, por fiton një jetë dhe identitet të vetin. 
Duket sikur origjinalja dhe simulakra shkrihen në një dhe është e pamundur të 
bëhet një dallim ndërmjet tyre. Në këtë artikull është shfrytëzuar edhe ideja e 
Ekos për hiperrealen dhe mënyra se si ajo që është “tërësisht reale” 
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identifikohet me atë që është “tërësisht false”. Në artikull diskutohet se si 
mjegullohet dallimi ndërmjet Anglisë hiperreale dhe asaj “reale”. Në këtë 
mënyrë, simulakra e dekonstrukton hierarkinë që ekziston ndërmjet origjinales 
dhe kopjes. Romani Angli, Angli përpiqet ta shkatërrojë, ose, më mirë të themi, 
ta dekonstruktojë, hierarkinë e dallimit tradicional ndërmjet origjinales dhe 
kopjes.   
 
 Fjalë kyç: simulakra, origjinalja, hiperrealja, kopja, realiteti.  
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Abstract: History teaching has been the subject of vigorous discussion and painstaking 

reform in Britain since the late 1980s with the aim of creating a more culturally and 

methodologically inclusive vision of history that would acknowledge Britain‘s composite 

identities and see history as value-laden. This paper will explore the ways in which the 

process of historical interpretation may be allowed to challenge the dominance of the 

fact-oriented empirical approach in the context of the history classroom, with a special 

emphasis on the obligatory but unattractive survey history courses at English 

Departments. Furthermore, it will unravel the spectre of postmodernism looming over the 

process of history teaching in order to show to what extent postmodern reading strategies 

and more traditional approaches intersect and inform one another in history classes. To 

illustrate my idea of the rebirth of history in the above mentioned context I will look into 

Norman Davies‘ approach to prehistoric Britain in his textbook The Isles (1999) and the 

possibility of using a work of historical fiction, such as The Gift of Stones (1988) by Jim 

Crace, as a teaching tool in the discussion of Stone Age Britain. Assuming that the 

practice of history is necessarily accompanied by theory, which may be demystified and 

successfully adapted for the history classroom, and granting that ‗‘if historical fiction is 

not always history, … it is always historiography‘‘ (Teo 312), I will advocate a 

metahistorical turn in history teaching because it enables students to gain a fuller 

understanding of the ways in which all historical explanations, including their own 

interpretations, are constructed and narrated. 
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The state of history teaching in the late twentieth century 
 

Teaching history is always a challenge regardless of the period that is 
being taught, age of students or the context in which the teaching is taking 
place. The reason for that is at least twofold although there seems to be an 
inherent contradiction between the two lines of argumentation. Traditionally, 
history has been considered an unengaging and irrelevant course of study by 
most students all over the world because its “pastness” has been foregrounded 
much more than its contemporariness, which is very likely to put off young 
people who are entirely grounded in the present. However, the situation has 
changed since the late 1980s when a series of educational reforms, which 
included producing a new core curriculum for history, was launched in Britain, 
while, needless to say, a series of wars erupted in the territory of former 
Yugoslavia, which literally transformed history from an uninspiring course of 
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study into a living reality. Albeit for different reasons, history in the late 
twentieth century was no longer “just a matter of pedantic archival research” 
but “it revealed itself as closely related to issues of power, values and cultural 
transmission” (Phillips 10). This change of cultural paradigm resonated strongly 
in the United States as well, symbolically affecting the site of power, i.e. the 
Congress in the form of a question asked by Senator Slade Gorton on January 
18, 1995 as to whether George Washington or Bart Simpson is “a more 
important part of our Nation’s history for our children to study?” (Stearns et al. 
1). This brings us back to the two aforementioned contrasting tendencies 
related to the teaching of history – on the one hand, its remoteness and, on the 
other hand, its dramatic presence in almost every aspect of our daily lives.  

The physical remains and written documents of the past do not change, 
irrespective of the status and reputation of history, and it is the way the pieces 
of the past are selected, represented and interpreted that gives shape to 
history. We may, therefore, identify at least three mediators between the past 
and students as its consumers in the history classroom: historians, whose 
academic training and theoretical tools enable them to allocate meaning to the 
shapeless past; the State, which, through its appointed bodies, selects historical 
periods and events to be taught and, in doing so, favours a particular approach 
to the past in line with its dominant ideology; and history teachers who are 
“only” supposed to adapt the previously mentioned mass of knowledge, 
contextualize it properly and deliver it to largely indifferent students most of 
whom take history as an obligatory course within their study program. 

As a consequence of the 1992-1995 war, history education in Bosnia 
and Herzegovina has been heavily politicised and reduced to the issue of 
“whose history to teach”, but even in countries not torn by war, such as Britain, 
history education has become the focus of political debate as we witness the 
transition from “an essentially noncontroversial, ‘accepted’ Anglocentric version 
of history”, also termed “Great Tradition51” (Phillips 12) to the history of the 
“British isles as a whole, including its multicultural ‘inheritances’”(Phillips 16). 
From the following amusing parody of the state of history teaching in Britain in 
the early twentieth century we can easily discern the dominant ideology behind 
the author’s display of wit:  

 
Content was largely British, or rather Southern English; Celts looked in 
to starve, emigrate or rebel; the North to invent looms or work in mills; 

                                                 
51

 F. R. Leavis's canonical study of the English literature, also termed The Great Tradition (1948), 
privileges Jane Austen, George Eliot, Henry James and Joseph Conrad as the only great English 
writers to the exclusion of all other authors. The underlying notion, though, is that great literature 
can morally regenerate post-war British society, which to a certain degree redeems Leavis's 
prescriptive attitude.    
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abroad was of interest once it was part of the Empire; foreigners were 
either, sensibly, allies, or rightly, defeated. Skills—did we even use the 
word? — were mainly those of recalling accepted facts about famous 
dead Englishmen, and communicated in a very eccentric literary form, 
the examination length essay. It was inherited consensus, based on 
largely hidden assumptions. (Slater, cited in Phillips 12)      
 
Educational reform in Britain continued well into the twenty-first 

century with the intention of not only offering new content but also 
foregrounding the relevance of historical empathy and a greater variety of 
interpretation which would include “historical novels, museum displays, film 
and television, and oral history”(McAleavy 74). This explains why in 2010 the 
Conservative Secretary of State for Education asked Simon Schama, a well-
known historian, famous for his impeccable storytelling flair, to join the reform 
process and help refashion the identity of history in the classroom. 

As the previously outlined situation demonstrates, there has been in the 
past 30 years an urgent need for a renaissance in history education. In order to 
change the students’ perception of history and make it more relevant, the study 
of the past has been reconceptualized and offered as a series of specialized 
courses dealing with specific issues such as the woman question, ethnic 
minorities, history on film etc., while good old survey courses which are 
supposed to offer a general or core knowledge of British history are everywhere 
in decline. Even if it appears shapeless, clumsy and lacking in focus, a survey 
history course is fundamental to the study of English as it provides students with 
manifold cultural contexts within which they will pursue their knowledge of 
language and literature and as such it is still an integral part of the study 
program at the English Department in Sarajevo. The aim of this paper is to 
explore the new possibilities in the context of history teaching bearing in mind 
the benefits of our particular historical moment which allows us to cast a fresh 
look on the past, reveal the “hidden assumptions” beneath the polished 
interpretation and, above all, raise our students’ awareness of the undisputed 
relevance of history to our lives today.  

Another context within which I will consider history teaching is the 
influence of theoretical or postmodernist discourse which should challenge but 
not altogether discard the traditional empirical fact-oriented approach to the 
study and teaching of history. Much has been said and written about the so-
called “cultural wars” between traditional historians and the postmodernist 
“heretics”, where both sides did not hesitate to invalidate the methods and 
ideology of their opponents, an example of which can be seen in Geoffrey Elton, 
a traditionalist, who calls the postmodernists ‘’a virus’’ (Davies 443), while the 
theorist Keith Jenkins calls truths in history “useful fictions” that are part of 
historical discourse because someone with power keeps them there (39). In 
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spite of irreconcilable differences, it is actually by careful and critical application 
of both approaches that history can be made a most rewarding and illuminating 
study of humanity. The question is how these debates and issues can be 
introduced in the history classroom.  

I will argue it is possible to discuss such complex issues of history as 
narrative, historical empathy and the role of the historian in the interpretation 
of the past, even with freshers. Namely, much can be achieved by discussing 
and problematizing some seemingly neutral/non-problematic terms we use in 
the study of history, such as chronology, objectivity or dichotomies such as 
British vs. English and by using historical fiction as a teaching tool along with 
history text books, as will be demonstrated by juxtaposing Jim Crace’s novel 
about Stone Age Britain and Norman Davies’s text-book version of that 
prehistorical period. In doing so, we will not contaminate the minds of students 
and the sacred realm of history, as some passionate opponents of 
postmodernist historiography believe, but we will actually enable our students 
to actively participate in the process of historical interpretation. We thus 
incorporate in our teaching methods the thought of Catherine Belsey that there 
is no practice (in this case of history) without theory, regardless of how 
“suppressed, unformulated or perceived as ‘obvious’” that theory may be. 

 
What we do when we read, however natural it seems, presupposes a 
whole theoretical vocabulary, even if unspoken, which defines certain 
relationships between meaning and the world, meaning and people, 
and finally people themselves and their place in the world (Belsey 3). 
 

Postmodern incredulity in history teaching 
 

The great cultural and political shift which triggered changes in history 
education on all levels can be explained and read within the postmodernist 
discourse. Eloquent and comprehensive surveys of this discourse have been 
made in numerous studies in the past few decades and I will focus on a 
particular aspect of the postmodern thought that could be successfully 
integrated in the history classroom. By now a much reviled and misunderstood 
term – postmodernism - is certainly not an “event” which happened and 
changed the way we understand and teach history. It is rather a different way of 
thinking of the concepts which we have been taking for granted for generations 
in such a way that this new vision includes some previously ignored and 
inaudible voices in human history. Apart from unearthing and studying these 
marginalized groups, postmodernism advocates what is known as Lyotard’s 
‘’incredulity towards metanarratives’’, i.e. our great stories which offer total and 
truthful accounts of various aspects of human experience and history.  
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It is important to note that, when it comes to highly generalized 
representations of postmodernism as a form of cultural relativism which is 
based on staunch rejection of any appearance of Truth in the form of 
metanarrative, Yilmaz, citing Burbules (1995) and Bloland (2005), focuses our 
attention on the original meaning of the well-known phrase by Lyotard which 
defines postmodernism as “incredulity toward metanarratives” 
(“Postmodernism and its Challenge” 784). In doing so, Yilmaz reminds us that 
incredulity is not the same as rejection, which is how this phrase is typically 
interpreted, and that metanarratives need not and should not be entirely 
discarded. They should rather become objects of intense discussion and 
reinterpretation in such a way that we reflect on why they are constructed in a 
particular way and what that tells us about the historical moment in which these 
metanarratives were forged and the particular uses to which they are put today.  

Yilmaz’s renewed emphasis on the original meaning of Lyotard’s 
definition of postmodernism has strong implications on the process of learning 
and teaching of history because it empowers students to take a more active part 
in these processes and adopt an active critical instead of a sceptical approach or 
that of an automatic uncritical acceptance. Another important aspect of 
Lyotard’s postmodern reinterpretation of the Western world, raised by Keith 
Jenkins, is the ‘death of centres’, which implies the challenging of old organizing 
frameworks that privileged Euro-centric, logo-centric, Anglo-centric etc. 
interpretations as legitimate and natural, thus exposing them as “temporary 
fictions which were useful for the articulation not of universal but of actually 
very particular interests” (71). A critical approach to these postmodernist 
strategies makes it possible for students to gain a fuller understanding of the 
ways in which historical explanations are constructed and narrated, which 
includes a deconstruction of their own interpretations and received notions. 

Still, I find it very important that Yilmaz does not evict the empirical 
nature of historical knowledge, which “involves marshalling evidence about the 
past through primary and secondary sources”(“Postmodernism and its 
Challenge” 790), from her vision of the history classroom as that is exactly what 
happens in the works of some highly enthusiastic champions of the postmodern 
dismantling of what is simplistically called traditional historiography. The 
empirical and archival identity of history, inseparable as it is from its textual 
form, needs to be acknowledged and theorized because none of these history-
related activities is taking place in a cultural and political vacuum.   

 
At odds with postmodern history - Norman Davies’s The Isles 

 
Having introduced the general framework and pitfalls of history 

teaching, with special emphasis on survey history courses, as well as the 
relevance of postmodern reading strategies in the history classroom, I would 
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like to demonstrate how these tendencies intersect in the work of historian 
Norman Davies. The author of an intriguing survey of British history called The 
Isles (2000), Davies is an example of a historian who challenges traditional 
monolithic ‘’historying’’ by problematizing his colleagues’ positions on 
seemingly self-evident issues such as the distinction between constituent parts 
of the UK52, whereby he initiates a dialogue with other historical works and, 
more importantly, students of history who are usually ignored or at best 
deemed silent and acquiescent recipients of history. Furthermore, he introduces 
a discussion of historiography as an important intertext in his own writing. He 
would most certainly dispute my use of theoretical jargon in relation to his 
work, given that he claims to have “totally avoided all postmodern discourses 
which try to invalidate all discourse except their own’’ (xxv), but I will, 
nevertheless, argue that his own approach to historical themes and 
controversies strongly echoes some postmodern reading strategies such as New 
Historicism.  

The Isles is mischievously introduced as a very personal view of history 
that ‘’has been assembled by an author who, though a British citizen and a 
professional historian, has no special expertise in the British historical field’’ 
(xxiv). Davies seems to feel more comfortable once he assumes the role of a 
storyteller (just like the narrator of Jim Crace’s novel), rather than a rigorous 
academic historian, although that may be just an excuse for avoiding a serious 
engagement with specialist debates and postmodern discourses which he 
clearly recognizes as the incomprehensible Other. While distancing himself from 
the aforementioned approaches, he embraces a different kind of otherness (a 
‘’subjective’’historian with no expertise in the British historical field), which also 
includes his belief that ‘’popularizers and simplifacteurs’’ should be 
acknowledged as legitimate in their pursuit of historical knowledge along with 
their colleagues who study history ‘’under the microscope’’ (xxv), so that the 
false division between ‘popular’ and ‘academic’ history should no longer be 
perpetuated. Likewise, Davies criticizes the universal assumption among 
professionals that ‘’the broad framework of British history was set in stone by 
the great scholars of past generations’’ so that historians today should get to 
grips with the dwindling ‘’virgin territory’’ of history (xxv). The Isles challenges 
this assumption as he revisits the historical periods and themes set in stone only 
to prove that exciting and subversive materials can be located by taking a fresh 
look at the old texts and themes which are usually taken as given and all too 

                                                 
52

 In the Introduction of The Isles Davies quotes the opening sentence of Roy Strong's book The 
Story of Britain, “Britain is an island.”, and contrasts it to the physical map, provided by Strong, 
which contains at least two large islands and a number of small ones. In so doing, Davies playfully 
draws attention to the need to “change the names to match the changing reality” (xxxvii) and a 
more serious fact that “the mix-ups are being disseminated by the very works that should be 
disentangling them” (xxxii). 
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familiar. His approach in this respect echoes that of New Historicists who go 
back to well-known renaissance texts only to discover places of contradiction 
and conflict in them. Whether it is an attempt to eschew categorisation and 
claim scholarly independence and originality, it is difficult to tell, but, contrary 
to his self-representation in the introduction to his book, Davies demonstrates 
the practical use of some New Historicist methods of reading the past.   

Furthermore, Davies recognizes the gap created by the disposing of 
event-based history and embracing a more modern approach which favours 
critical discussions of skills and sources and exercises in empathy. While 
welcoming the change, he justifiably worries how these skills can be taught to 
students who lack basic historical knowledge. No satisfying mode to transcend 
the gap has been found so far, he claims, which is why history as a course is 
being slowly relegated to the most obscure margins and more modern and 
fashionable courses seem to be taking its place in the curriculum. The decline of 
history has also been problematized by writers of historical fiction the most 
evocative example of which is Waterland by Graham Swift where the 
protagonist is a history teacher facing early retirement due to “modernization” 
of the curriculum. Interestingly, he resists the tide which carries him and his 
work to oblivion by telling stories to students instead of teaching history proper.   

The narrative of each chapter begins at a ‘’slightly eccentric location’’ in 
order to ‘’demonstrate the extent to which any historical narrative is dependent 
on the historian’s chosen perspective’’ (xl). It takes the form of a ‘snapshot’ or a 
‘’detailed treatment of some brief episode which puts the main theme of the 
chapter into its wide context’’ (xl) and it is hard to ignore the similarity of this 
view from the margins to the anecdote used by New Historicists for the same 
purpose. The middle section of each chapter summarizes the chosen historical 
period, whereas the concluding sections show ‘’how each period was reflected 
in the historiography and literature of later times’’ (xl), which is clearly a 
metahistorical view of the period/issue at hand.   

I believe that this approach is a fine example of the interplay of the 
traditional and postmodern ways of doing history, which is one of the ways to 
transcend the gap identified by Davies. Bearing in mind, however, Jenkins’ claim 
of the impossibility of writing an unpositioned or disinterested history, we need 
to consider how self-reflexive, not just in style but in method(ology) too, 
Davies’s writing of history really is.  

 
Reinterpreting Stone Age Britain 

 
To illustrate my vision of the rebirth of history teaching in the 

aforementioned contexts, I will focus on the teaching of Stone Age Britain. 
Prehistoric Britain is at best a half-chapter in most text books on British history, 
which automatically invalidates this historical period in the eyes of students who 
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are understandably intimidated by the requirements of a course covering a time 
span that stretches from Stonehenge to the twenty-first century.  

The challenge of teaching prehistory lies in the fact that it is not 
dominated by great individuals but populated by a mass of hard-working, busy 
but silent people whose domestic lives, beliefs and societies remain curiously 
remote. Students cannot rely on written records as gateways to their 
worldviews. The physical remains of their past remain equally puzzling, such as 
Stonehenge, to mention the most famous. This is why the study of prehistory is 
easily dismissed by students as an unavoidable but unrewarding step they have 
to take before they plunge into ‘’real’’ history. However, that is also why it 
requires students to leave behind their preconceived notions about human 
society and history and try and reconstruct forgotten lives and histories by 
questioning the principles of historical understanding they typically use. For this 
purpose they will have to invoke their historical imagination more than in the 
study of any other period, which may be both thrilling and frustrating, but it will 
certainly engage them deeply into a meaningful search for the human past.  

Rather than give us a standard prehistoric timeline, Davies opens this 
chapter with a playful questioning of the Britishness of the prehistoric period. 
To avoid the nationalistic context of applying modern names, such as Britain, to 
prehistoric places, he applies a little historical imagination and ‘’invents’’ names 
which are mythological and beautiful, such as the Midnight Isles (today’s British 
Isles), The Afternoon Country (today’s Wales), the Misty Country (today’s 
Scotland) etc., by invoking anthropological ideas of ancient man who 
ascertained his position when facing the sunrise. While producing the effect of a 
highly romanticised and stylized picture of that part of the world, he claims his 
nomenclature is time-neutral and avoids the ‘’cardinal sin of anachronism’’ 
which occurs when modern names with their nationalistic guise are applied to 
those parts whose real original names can never be known to us. Thereby 
Davies at least opens up the vast unexplored space of the ideological muddle 
surrounding the study of history by inviting the reader to ponder the art of 
naming in a new context. Interestingly, he is determined not even to use the 
well-known references such as Scara Brae, Stonehenge or Avebury, which, 
nonetheless, may irritate the reader/student used to these names which in 
themselves open up spaces of historical imagination. He is obviously not willing 
to include the imaginative spaces created by these labels but insists on his own 
‘’neutral’’ labels.  

By exposing the process and ideology of naming as predominantly 
political and power-related, Davies’s historical method is strongly reminiscent of 
New Historicists and in particular Michel Foucault. Instead of searching for ways 
to accommodate the chronological threads into a meaningful narrative of 
prehistory, he complicates it by pointing at places of dissent, as may be seen in 
his questioning of the seemingly innocent labels such as the British Isles, Wessex 
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People, Neolithic revolution and the like. Hence, along with history, he practices 
genealogy which, instead of “’origins’ or patterns of evolution” searches for 
“hidden structures of regulation and association” by way of “tracing 
etymological, psychological and ideological ancestors of modern social, cultural 
or political practices”(Brannigan 44). In other words, as a historian he ‘’attends 
to discontinuities, differences and disparities in these hidden structures, as 
much as (he) attends to continuities (Brannigan 44). Similarly, Davies invokes 
chronology but only to problematize every aspect of its complacent orderliness. 
Even if acutely aware of multiple layers in each historical period, place and 
narrative, he does not articulate an awareness of similar layers and influences in 
his own voice. He does not acknowledge the fact that it is impossible to discuss 
the past outside of one’s own cultural context which would imply vulnerability 
and the ideological makeup of his own position as a historian. He fails to 
problematize his own writing and does not build the principles of his 
cartography in the maps of former times that he draws as that would partly 
invalidate his authoritative tone which, no matter how playful, still does not 
historicise his own position and interpretation.  

Although partly problematic, Davies’s approach breathes new life into 
prehistory. It likewise recognizes the limits of archaeology which is focused on 
material culture and as such “has little to say about individual human beings – 
their faces, their personalities, their quirks, their feelings, their ideas, their 
aspirations’’ (30). Historical fiction can do just that.  

 
Teaching facts with fiction 

 
An Illustrated History of England by F. E. Halliday opens with the 

following words:  
 
Some three-quarters of a million years ago primitive man reached 
north-west Europe, and for nearly three-quarters of a million years 
countless generations of these slow-witted, shambling creatures spent 
their lives, like the lower animals, gathering food and hunting, their 
greatest creative achievement being the stone tools and weapons that 
they made to help them in their struggle for existence. (9) 
 
The above quotation is an example of how prehistory is approached in 

most text books. Its patronizing tone automatically turns off the lights for the 
depths of prehistory and speedily runs across a vast period of time which is 
turned to nothingness only to provide a host of detail on the intricate structure 
of Stonehenge as the almost only recognizable landmark of prehistory for an 
average student. This is where usually most students switch off, hoping they 
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would somehow get through that part of the exam by memorizing dimensions 
of megaliths and other largely irrelevant details.  

The dark chambers of prehistoric Britain (with a full awareness of an 
anachronistic use of the word Britain in this context as outlined by Norman 
Davies) may nonetheless be illuminated by Jim Crace’s historical novel The Gift 
of Stones (1988) which deals with the transition from the Stone Age to the 
Bronze Age.  

In its form and multiplicity of perspectives of history this novel is clearly 
influenced by postmodernist ideas, but it does not allow the intricacies of the 
form to overshadow those of a seductive story, which is bound to appeal to 
students. On the other hand, multiple endings and the openly manipulative 
attitude of the main narrator may bring closer to students the scholarly debates 
of interpretation in history as well as of the influence of diverse contexts on any 
historian’s interpretation.  

There are two narrators, one of whom is a young man, who lost his right 
arm when he was hit by a poisoned arrow at the age of seven. The arm was 
brutally amputated to save his life but, as a cripple, he is no longer useful to his 
community which is obsessed with “working stone” and producing the highest 
quality stone weapons and utensils. The narrator is not able to contribute to the 
well-being of his village but he soon discovers a unique talent of his own – 
storytelling – so he begins to entertain the villagers with stories of a different 
way of life beyond the borders of their village, of mysterious ships and 
horsemen. His stories blur the border between sirens and real people in such a 
way that mythology and history overlap and inform one another.  

The other narrator is his daughter, who is not really his daughter but the 
daughter of Doe, a woman he accidentally met on one of his roamings outside 
the village. This woman becomes the historical place where his unquenched 
sexual desire and his abundant reservoir of narratives converge. She never 
returns his feelings or gratifies his desire but she, nevertheless, inspires his 
narrative power which brings to life one of those mysterious moments in history 
when one era ends and another begins.  

In line with the prerogatives of chronology, students usually picture 
these moments as replacement of one nomenclature and 
lifestyle/weapons/funeral rites with another. They are rarely invited to ponder 
what it might have been like to witness and experience such a change and not 
be able to resist or comprehend it, given that it is classified as such only by the 
present. The past obviously had no notion of the approaching end of a period. 
This is where Davies’s discussion is finely tuned with Crace’s novel. Furthermore, 
Crace provides no names for his characters and those few names that do 
appear, such as Doe, are free from any historical associations.  

Crace’s main narrator, simply called ‘’father’’ by the other narrator, 
eases the boredom and fatigue that consume the lives of his villagers by telling 
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them stories of different people, foods and landscapes that he meets during his 
mysterious absence. Stone becomes a powerful metaphor for stories as can be 
seen in the following passage: 

 
We have heard my father talking – and we know the way he worked. 
We know that when he spoke he shaped the truth, he trimmed, he 
stretched, he decorated. He was to truth what every stoney was to 
untouched flint, a fashioner, a god. (Crace 56) 
 
One of the most memorable episodes in the novel is the mass slaughter 

of the geese in Doe’s village. Their arrival in the village signalled the arrival of 
the summer and a more snug and pleasant life as well as a welcome change of 
diet from monotonous shells to delicious goose meat. The geese were food but 
they were friends too whose existence gave meaning to the universe of the 
villagers. One day, however, a gang of men came and: 

 
[…] spread themselves out in a line. Their bows were ready. Their sticks 
were out, they did not talk. They were advancing across the heath like 
heavy-shouldered wolves who’ve traced the scent of deer. The dog 
began to bark. It was too late to strap its jaw. It was too late to flee. The 
loop of men was tightening around the heath. My father, Doe, the girl, 
were minnows in their net. (Crace 93) 
 
The result was carnage which soon brought ravens and crows, magpies, 

maggots and flies, and finally wolves to ‘’plunge their noses into the moist and 
pungent dead’’ (Crace 100). The men who committed the mass slaughter were 
farmers whose carefully grown crops in a nearby village were destroyed by the 
geese for several successive years. That is why they’d ‘’show the wild world who 
was king by wiping out the geese’’ (Crace 99). Deprived of their home and 
source of food, Doe and the narrator go to his village to join the stoneys who 
‘’were made tame, secure and virtuous by labour. Their skill was their salvation 
and their numbness’’ (Crace 101). 

Giving advice to those teaching freshers of history, John Cannon says 
history/historian is not supposed to comfort us in distress. That is the job of a 
priest, husband or wife, friend or entertainer. The task is to report the truth as 
we see it and if the truth is bleak so is the report. ‘’Our students are not 
intellectual ninnies, to be sheltered from the darker side of human life, and it is 
no job of ours to ensure that our lectures, articles and books have happy 
endings’’ (Cannon 249). I would add, sometimes there is just the smell and sight 
of the blood of slaughtered geese as the only historical meaning that we can 
offer to our students along with the idea that progress towards a more civilized 
society, as the Enlightenment philosophers would have us believe, is not 
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necessarily the driving force of history, but one of its problematic 
metanarratives.   

The Gift of Stones presents to students a variety of lifestyles and 
mentalities of Stone Age men and women some of whom harboured ‘’turmoil 
and passion of the heath’’, while others belonged to the world of ‘’symmetry 
and of composure’’ of stone-working (Crace 103), and although they had 

 
the eye to penetrate a stone, to look beyond the crust of smoky, 
mottled chalk and spy the tool within, […] the eye was blind if required 
to pierce a stranger’s skin, to judge a woman by her face, to spot the 
empty stomachs and the empty hearts which could be filled and 
warmed as much by smiles as food. (Crace 114) 
 
It is actually the clash of these two worlds that makes the heart of the 

novel and the historical lesson. It is the disparity and fissures in the seamless 
historical timeline that this novel problematizes and this is where its narrative 
strategy echoes the historical method of Norman Davies who, though a 
“reluctant” Foucauldian geneaologist, also attends to places of conflict in 
historical categories that we take for granted. Similarly, the term acculturation, 
that is usually used to define the transition from one era to another, comes to 
mind when Doe asks the narrator a very simple question once she realizes with 
dismay that the stoneys’ way of life is the only option she has now that her 
village is destroyed. She says: ‘’It will take for them to change? Or us?’’ (Crace 
114). Obviously, there is more than stone to the Stone Age.  

All the pain and frustration, the noisy resistance and quiet acquiescence 
are articulated in Doe’s simple question and metaphorically transformed into 
the narrator’s unquenched desire for Doe. This desire, bouncing to and fro, runs 
parallel to the gradual but inevitable arrival of new techniques and people 
whose way of life will replace the existing order. Thus, a new understanding of 
what constitutes a historical event emerges.  

 
An event, consequently, is not a decision, a treaty, a reign, or a battle, 
but the reversal of a relationship of forces, the usurpation of power, the 
appropriation of a vocabulary turned against those who had once used 
it, […] the entry of a masked “other” (Foucault 88).  
 
The interplay of private and public history is thereby brought closer to 

students who can understand how a huge historical change is broken into small 
waves that disturb the surface of everyday life and eventually become a new 
reality. 

This is how Crace’s novel can be used as a teaching tool to help students 
develop historical empathy for the prehistoric period. The term empathy is 



Journal of Language and Literary Studies      149 

 

 

defined by Yilmaz as ‘’the skill to re-enact the thought of a historical agent in 
one's mind or the ability to view the world as it was seen by the people in the 
past without imposing today's values on the past” (“Historical Empathy” 331). 
The term ‘’perspective taking’’ is favoured by some historians because the term 
‘’empathy’’ is frequently displaced from its academic and professional context 
and it reverts back to its original prosaic meaning which is to ‘’feel like someone 
else or walk in someone else’s shoes’’ (“Historical Empathy” 332). Yilmaz, as 
well as the historians she cites, insists on the division between the two 
meanings as if the slipping from one to another may harm our historical 
understanding, but how and where do we draw a line between the two realms 
of meaning? To put it differently, where is the border between private and 
public history and is it really possible to locate such a place in our historical 
research? Further on, Yilmaz claims that in practising empathy we must avoid 
the imposing of today’s values on the past. Easier said than done. How can we 
ever say to students to switch off their present mindedness and revert from the 
experience of the present to the innocence of the past? By raising these issues 
in the class, crucial questions of historical understanding and interpretation 
could be demystified and introduced to students.  

 
Towards a renaissance in history teaching 

 
The approach which would favour historical empathy, interpretation 

and the use of historical fiction, along with the traditional empirical fact-
oriented approach, would certainly be time consuming and, as such, ill-suited 
for our demanding curricula and various standards we as teachers have to 
comply with. The risk, though, is worth taking in order to reinvigorate the study 
of history in general and amongst students of English in particular, which is why 
teachers should take an active part in the renaissance of history education. The 
new approach would entail the rigorous selection of materials and an 
awareness of the limitations that accompany an act of selection, but it could, 
nevertheless, win students back to history and motivate them to apply these 
metahistorical techniques in their study of any aspect of British culture, thereby 
breaking down ‘’artificial barriers between disciplines'' (Turk et al 397).    

The charge that historical fiction is dangerous as it contaminates the 
historical sense can be challenged by representing the reading of novels as 
“essentially an empathetic process”, much needed in the study of history, and 
by encouraging students to read fiction critically (Mills 7-8). Crace’s novel 
accentuates the manipulative and seductive power of the narrator, which will 
stimulate students to think critically about the difference between the past 
(actual events) and history (written interpretation) and the authoritative 
position of the historians, while multiple perspectives available in the novel will 
elicit the issue of selection and diverse voices that are unrecorded in official 
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history. The postmodernist interpretative strategies may, therefore, be 
introduced to students as useful reading and learning tools and not the 
unintelligible elitist discourse of professionals.   

When it comes to historical fiction, not only professional historians but 
even literary critics and theorists cannot agree on the nature of this genre which 
remains hybrid and elusive. Still, one thing that can be stated with certainty is 
that ‘’if historical fiction is not always history, […] it is always historiography’’ 
(Teo 312). All of the foregoing shows that The Gift of Stones is certainly not a 
transparent window into the prehistoric past, but it does demonstrate the ways 
in which history can be interpreted and an amorphous past be given specific 
meanings. Reading historical fiction critically along with historical textbooks and 
original documents enables students to be engaged in a metahistorical research 
and effectively experience and enact the process of interpretation of history.  
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PUTEVI PREPORODA U PODUČAVANJU HISTORIJE 
 
Još od kasnih 1980-ih godina podučavanje historije je predmet žučnih 

rasprava i zahtjevnih reformi u Britaniji koje za cilj imaju stvaranje nove vizije 
historije koja bi kulturološki i metodološki  prepoznala kompozitne identitete 
Britanije te utemeljenost svakog tumačenja historije u specifičnim 
vrijednostima. U ovom radu demo istražiti na koje načine proces interpretacije 
historije može dovesti u pitanje nadmod faktografski orijentisanog empirijskog 
pristupa u kontekstu učionice, sa posebnim osvrtom na obavezne ali i 
neatraktivne pregledne kolegije iz historije na odsjecima za engleski jezik i 
književnost.  Nadalje, u ovom radu demo rasvijetliti utvaru postmodernizma koja 
se nadvija nad procesom podučavanja historije kako bismo ukazali na to do koje 
mjere se postmoderne interpretativne strategije i tradicionalni pristupi preplidu 
i nadopunjavaju unutar učionice.  

Imajudi u vidu prethodno definisani kontekst, rad de prikazati 
mogudnost istinskog preporoda u nastavi historije kroz analizu dva različita 
pristupa prahistorijskoj prošlosti - udžbenika historije The Isles (1999. ), autora 
Normana Daviesa, te historijskog romana The Gift of Stones (1988.), autora Jima 
Cracea, koji historiju kamenog doba u Britaniji stavlja u fikcijsko ruho. 

Polazedi od toga da je svako bavljenje historijom uvijek uvjetovano 
određenim, mada ne nužno uočljivim, sistemom vrijednosti, koje se mogu 
demistificirati i uspješno proučavati u sklopu nastave, te prihvatajudi činjenicu 
da „historijski romani ne prikazuju uvijek historiju kakva jeste [...]  ali da zato 
uvijek problematiziraju historiografiju“ (Teo 312), u ovom radu demo zagovarati 



152 FOLIA LINGUISTICA ET LITTERARIA: 

 

 

metahistorijski zaokret u podučavanju historije jer upravo na taj način studenti 
mogu dobiti potpuniju sliku o tome kako se sva tumačenja historije, uključujudi i 
njihova vlastita, stvaraju i uklapaju u specifični narativni okvir.  

 
Ključne riječi: obrazovna reforma, historijski roman, podučavanje 

historije, Jim Crace, metahistorijski pristup, novi historicizam, Norman Davies, 
postmodernizam 
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UPUTSTVO AUTORIMA 
 

 
Poštovani autori, 
 
Prilikom pisanja i predaje rada molimo da se rukovodite sljededim 

uputstvima:  

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

 Obim članka treba da bude ograničen do maksimalno 7000 riječi uklju-
čujudi naslov, vaše ime i prezime, naziv institucije, spisak bibliografskih 
referenci, apstrakte na 2 jezika, naslov na jeziku prevoda apstrakta i 
ključne riječi na oba jezika. 

 Na početku rada daje se apstrakt (do 300 riječi) i do 10 ključnih riječi 
na jeziku na kojem je pisan rad. Isti podaci ispisuju se na kraju teksta 
na jednom od svjetskih jezika (engleskom, njemačkom, francuskom, 
ruskom, italijanskom). 

 Kada je u pitanju formatiranje teksta, molimo pošaljite rad u formatu 
B5, odnosno 6.9'' x 8.9'' ili 176 x 250 mm. Ukoliko se koristite slikama 
ili tabelama, vodite računa da se uklope u isti format. 

 Grafičke sadržaje molimo ne slati zasebno, ved ih uključiti u tekst kao 
integrisanu sliku. 

 Cijeli tekst treba da bude uređen bez proreda. Vrsta slova je Calibri 11. 

 Dalje formatiranje teksta svedite na minimum ili se korisitite jedno-
stavnom opcijom „Normal“ koju nudi Word program (uključujudi na-
slove i podnaslove).  

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

 Isticanje u tekstu vrši se isključivo upotrebom kurziva (italics), a nikako 
polucrnim (boldovanim) fontom, navodnicima, podvlačenjem,  
s p a c i o n i r a n j e m, verzalom (ALL CAPS) i slično.  

 Koristite navodnike određene normom jezika na kome je napisan rad. 
Molimo da u radu ne miješate različite tipove navodnika. Najčešde se 
upotrebljavaju dupli navodnici, dok se polunavodnici ('m') koriste 
jedino unutar navodnika. 

 Citat koji je duži od tri reda vašeg kucanog teksta upišite kao posebni 
pasus, uvučen i odvojen jednim praznim redom od prethodnog teksta 
i teksta koji slijedi. U tom slučaju ne koriste se navodnici.  

 Izostavljanje originalnog teksta unutar citata, odnosno elipsa, označa-
va se sa tri tačke unutar uglastih zagrada – […+. 
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 Iako to vaš kompjuterski program ponekad ne radi, molimo vas da 
pravite razliku između crte ( – ), koja razdvaja dva dijela rečenice i 
crtice ( - ) koja spaja dvije riječi. 

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

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

Uređivački odbor 
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INSTRUCTIONS FOR CONTRIBUTORS 
 
 
Dear authors, 
 
While writing and preparing your papers for submission, please 

respect the following instructions:  
 

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

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

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

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

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

 Further formatting should be minimal (including titles and 
subtitles), please use the option “Normal” your Word provides 
under the title “Style.” 

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

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

 Emphasis is provided exclusively by the use of italics, and NOT 
by bold letters, “double quotation marks,” ‘single quotation 
marks,’ or underlining, s p a c i n g, ALL CAPS, etc. 

 Use quotations marks consistently and as required by the 
norms of the language in which the paper is written. In most of 
cases those are double quotations marks (“ ”). Use single 
quotations marks (‘m’) only within quotations. 



 

 

 Quotations longer than three lines of your typed paper should 
be inserted as a separate paragraph and separated by one 
empty line from the text preceding it and the text following it. 
When these quotations (paragraphs) are inserted like this do 
not use quotation marks. 

 Avoiding parts of original text within quotation, or ellipses, 
should be marked by the following sign: *…+. 

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

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