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EDITORS’ NOTE

Dear Readers,

Virginia Woolf once said: “The essay is alive. There is no reason to despair”, and
we could not agree more, especially after having read numerous brilliant and
insightful works which were submitted this year. As a new editorial team, we had
a lot of difficult decisions to make but finally, here they are — the best essays written
by the students of our Institute.

This issue represents mostly literary and cultural perspectives, with one
contribution on translation. Like last year, it opens with an essay on a 19th-century
work, but chronologically speaking, our literary and cultural journey starts in the
14th, and the Green Knight and Morgan le Fay are our guides on page as well as on
screen. Yet there is still more to discover: feminism, ecology, race, mental health,
philosophy, and translation — these are just some of the topics that became the
foundation of this year’s edition. Last but not least, the poetry section features three
new pieces written by our BA student.

If you enjoy writing and would be interested in publishing your works in
our journal, do not miss the next call for papers. And if you want to join the editorial
team, do not wait and let us know now.

In the meantime, as always, enjoy reading!

The Editorial Team:

Katarzyna Boch

Emil Kusio

Jozefina Kruszewska

& Lucyna Krawczyk-Zywko
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The Painter in the House: The Woman Painter in
The Tenant of Wildfell Hall by Anne Bronte

Jozefina Kruszewska
BA student

Anne Bronté, as the youngest member of a literary family, seemed to be somewhat
neglected by scholars who often tended to gravitate towards the renowned works of
her sisters, Charlotte and Emily. Anne, in the past seen as a meek and inexperienced
writer — even by her own sister, Charlotte (Losano, 7he Woman Painter 64) —
produced two notable literary works during her short life: Agnes Grey and The
Tenant of Wildfell Hall, which, in recent years, started receiving more critical
attention, especially from feminist critics. In 7he Tenant of Wildfell Hall, Anne
Bronté brings to life a bold heroine, Helen Graham, who for some embodies an
independent proto-feminist New Woman.

In the epistolary framing narrative of 7he Tenant, Gilbert Markham, a young
gentleman farmer, recalls to his brother-in-law how he first fell in love with a
mysterious Helen Graham. This lady, clothed in widow’s mourning, arrived in
Gilbert’s neighbourhood and settled in a secluded Wildfell Hall with her little son,
Arthur. She tried to avoid the prying local community and instead formed a
friendship with Gilbert which, in time, turned into mutual affection. However, soon,
Helen became a victim of local gossip which questioned her son’s legitimacy and
tarnished her reputation. To explain her situation to Gilbert, Helen presented him
with a journal which covered the years of her married life. From the enclosed journal,
the reader learns of her marriage to Arthur Huntingdon, a cruel abusive man whose
alcohol addiction and infidelity made Helen’s life unbearable. In order to save her
son’s innocent soul, which would have been spoiled by his father’s drunken
behaviour, Helen devised a plan to change her name and escape her peremptory
spouse. Being a skilled painter, she decided to support both herself and her little child
with the work of her hands.

Anne Bronté’s portrayal of the woman artist became the main interest of this
essay. As Antonia Losano observes, “[c]ritics of The Tenant of Wildfell Hall have
expended little energy considering the ramifications of the heroine’s career as a
professional painter” (7he Woman Painter 64). Yet, Bronté’s novel, published in
1848, undoubtedly adds an important voice to the discourse which surrounded
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women painters at that time. Indeed, all of the Brontés had a keen interest in art, and,
although painterly references appear in some of their novels, “the example of a
woman whose art turns to be her profession is rare even among the Bronté sisters”
(Pourgiv and Rahmati 130). Moreover, seeing Anne Bronte’s work from a socio-
historical context sheds light on how her innovative characterisation of a woman
painter challenges gender norms which shaped Victorian lives. Walter E. Houghton,
in his book Victorian Frame of Mind, discusses Ruskin’s lecture Of Queen’s Gardens
from 1865, in which the famous art critic of the era argued that women show no
capacities for “invention and creation” but instead should rule the home and counsel
their husbands when their professional work takes its toll (350). Indeed, the
predominant Victorian ideology rested on the “sexual division” of the spheres which
placed women in the private sphere of the home while men dwelled in the public
sphere of professional work and business (Cherry 9).

In The Tenant of Wildfell Hall, Anne Bronté through her character of Helen
Graham reacts to the changes in gender roles and social politics surrounding women
and women artists. Bront€ challenges the Victorian frame of mind and the division
of the feminine and masculine spheres by presenting the professionalisation of a
woman artist, the process of artistic maturation, and subversive relations of space.
The beginning of this essay discusses the condition of Victorian women painters and
aims to show how, by making her heroine a professional painter, Anne Bronté
questions Victorian gendered spheres. Next, this work analyses Helen’s development
from an amateur to a professional artist. The final part of this essay considers
gendered rules which governed the organisation of space in the Victorian house and
analyses the implications of Helen Graham’s arranging a professional painting studio
of her own in Wildfell Hall.

The most prominent transgression of Victorian feminine and masculine
spheres which Anne Bronté seems to sketch in 7he 7enant lies in Helen’s artistic
profession itself. Indeed, Bronté seems to “perceive an incompatibility between
traditional and innovative notions of womanhood >’ (White 51). In the 1840s and 50s,
so at the time Bront€ wrote and published her novel, women were still
underrepresented when it came to professionalised paid art production, but their
numbers were quickly growing. More and more women took up brushes and palettes
in the 19t century as “[c]ensus figures show that the number of women who chose
to officially call themselves professional female artists doubled between 1851 and
1871; the number steadily increased as the century wore on”’; however, this growing
visibility of women artists soon became the topic of public discourse and issued
debates among art historians and politicians (Losano, 7he Woman Painter 2).
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Through their art, professional painting women were entering the public
sphere (Losano, 7he Woman Painter 33), and thus “[w]omen who worked as artists
challenged the exclusivity of masculine claims to professionalism” (Cherry 9). The
differences between feminine and masculine occupations were firmly established in
the bourgeois family organisation. Therefore, for middle-class professional women,
preserving their reputation and respectability proved especially difficult as it was
generally believed and thought proper that they should not work and, instead, be
supported by their husbands (Cherry 38). Indeed, although the situation was
improving towards the end of the 19t century “most people [still] considered it
socially unacceptable for any middle-class woman to do paid work” (Mitchell 148).
The role of the provider or the breadwinner in Victorian families fell to men. They
ruled the professional public realm, owned property, and dealt with money. The ideal
Victorian woman was meant to resemble “the angel in the house”, as advocated the
poem by Coventry Patmore published in 1854. A model wife was defined by her
devotion and submissiveness to her beloved husband. This image left little room for
women’s resourcefulness or business acumen. As O’Gorman argues, “Victorian
women were not accustomed to choosing a vocation; womanhood was a vocation in
itself” (73). Indeed, painting women were always creating in a social ordering in
which “[t]hey negotiated, often on a daily basis, between a career and marriage,
business and household management, between the practice of art and their
responsibilities to their home, husband and children” (Cherry 20). Consequently, a
woman artist was a difficult thing to bear for a Victorian mind. On the one hand, she
was stepping over the line between the feminine and masculine spheres which
defined the order of the prosperous Victorian society; on the other, she was obtaining
her own financial means and this could lead to ownership and independence. Yet,
marriage as a social institution entailed that all of a woman’s earnings and property
belonged to her husband until as late as 1870 when married women started to manage
their own incomes, and 1882 when the Married Women’s Property Act was passed
(Mitchell 104-5).

On the whole, however, it remains clear that when it came to professional art
production, women’s experiences varied from household to household. Some were
able to practice painting in artistic family businesses where their position was firmly
established (Cherry 19-44). For other women, unfortunately, marriage tended to
inhibit the development of their artistic careers as they were often unable to balance
their careers and domestic responsibilities; some, still, had to relinquish their art
altogether (Cherry 33).

Anne Bronté’s Helen Graham comes from the upper-middle class and should
rely on her husband’s income and protection but, in order to save her innocent child
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from his corrupting influence, she decides to pursue an artistic career. Helen devises
a plan which will enable her to support both herself and her little son far away from
her abusive husband’s reach: “Oh, I would take my precious charge at early dawn,
take the coach to M—, flee to the port of —, cross the Atlantic, and seek a quiet,
humble home in New England, where I would support myself and him by the labour
of my hands. . .” (Bronté 373). Later, Helen implores Rachel, her only servant and
an old childhood nurse, to find an art dealer in a remote town who would buy her
already finished paintings and those she meant to create in the future. This
arrangement seems to work out pretty well for the young painter as she settles in
Wildfell Hall: ““Mamma sends all her pictures to London,” said Arthur; ‘and
somebody sells them for her there, and sends us the money.”” (43). After a life of
turmoil and uncertainty at her husband’s side, Helen Graham finds pleasure in her
own work and financial independence: “I shall have so much more pleasure in my
labour, my earnings, my frugal fare, and household economy when I know that I am
paying my way honestly, and that what little I possess is legitimately all my own”
(417). By showing these developments in her young heroine’s life, Anne Bronté
upturns societal expectations and gender norms which defined proper feminine
behaviour in the 19t century. Helen remains a devoted mother, but “[a]s soon as
[she] rejects her role as an angelic wife, the woman artist is born” (Pourgiv and
Rahmati 134). Thus, as a professional woman painter, she might be seen as a fictional
foremother of a New Woman who breaches the confining gendered spheres. Helen
rejects her husband’s money and protection and instead pursues a career which
secures enough money for a comfortable living for a mother and son. This in itself
produces a quite revolutionary narrative in which Bronté situates her woman artist
in the public sphere primarily reserved for male agents.

Some scholars have argued that Bronté’s novel can be seen as an example of
a Kiinstlerroman (Pourgiv and Rahmati 131; Losano, “The Professionalization” 17).
They noted, however, that 7he Tenant visibly stands apart from other works which
focus on the journey and development of an artist. First and foremost, it presents the
life of a woman painter. Indeed, one may argue that Bront&’s novel aims to dissolve
the line between the gendered spheres not only by making her heroine a professional
painter but also by showing her progress from an amateur to an artist practising what
the Victorians understood as High Art. During the 19th century, young women were
expected to learn how to draw and paint. In fact, drawing and watercolour painting
became desirable skills on their long list of feminine accomplishments (Losano, 7he
Woman Painter23). Thus, often under their governess’ (or in some cases a painting
master’s) supervision many young ladies from the middle and upper classes practised
art at an amateur level. Those who could not afford a governess or a professional
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master could rely on girls’ boarding schools which often offered drawing lessons
among other required accomplishments such as singing or the pianoforte (Mitchell
185-86). Like all ladies’ “accomplishments,” however, skills such as drawing and
painting were acquired for one major purpose — parlour entertaining. Owing to their
accomplishments, young women became more desirable on the marriage market
(White 33) while parlour displays of their art served as another element of the
courtship game.

On the other hand, what was considered High Art started to change as the
century went on, but the Victorians adhered to the 18t-century hierarchy of art which
positioned history painting at the top followed by landscape art, portraiture, and still
life (Losano, 7he Woman Painter 4). However, despite young women’s apparent
artistic education, these genres of painting were often considered unobtainable for
them. An article published in 1836 in L ’Artiste, a leading French art journal,
discouraged women from attempting higher art genres which the author considered
too masculine for them. Instead, they were instructed to direct their efforts towards
miniatures, watercolours, and copying famous paintings on porcelain. The author
notes, moreover, that immodest women are the ones who “mistaking the vocation of
their sex, are filled with the desire to be painters in the same manner as men” and
their “shy and tender imagination would be confused in the presence of the large
canvases, and of subjects either too free or too restricting, such as those which
normally form the basis of great painting” (Harrison and Wood 275, 276).

In The Tenant, Helen’s artistic development goes from an amateur level
deemed right for feminine skill to outdoor sketching and oil painting of landscapes
and figures fitting for a male artist. Thus, the novel seems to challenge the boundaries
between the gendered spheres once more. Helen Graham’s art initially serves the
purposes of courtship when her infatuation with Huntingdon first starts to develop:
“In the course of the evening, Miss Wilmot was called upon to sing and play for the
amusement of the company, and I to exhibit my drawings, and, though he likes
music, and she is an accomplished musician, I think I am right in affirming, that he
paid more attention to my drawings than to her music” (159-60). Young Helen tries
to appeal to Huntingdon’s tastes and competes with other ladies by presenting her
“accomplishments.” This is exactly the place for feminine art practised mainly for
the sake of the approval of guests and potential suitors (Séllei 12). Later on,
Huntingdon finds among her works his own sketched likeness, and he basks in self-
complacency causing Helen much distress. The next day, Huntingdon catches Helen
painting in the library. She is hard at work on something which she perhaps naively
considers to be her “masterpiece:” a sunny scene with layers of bright foliage, “an
amorous pair of turtle doves” and a young girl with flowing hair admiring them from
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a bed of spring daisies. This Huntingdon calls “a very fitting study for a young lady”
(164). Indeed, many women “were urged to restrict their painting to pastels, portraits,
and pictures of flowers” (White 34). What is more, “Helen’s art [in this scene] has
been reduced to an erotic stimulus for Arthur” (White 55). However, as the narrative
progresses, Helen decides to improve her skills. When she chooses to sell her
paintings, her style and aesthetic choices become more refined. Losano sees this
change from “overtly sentimental, symbolic art” to a “less self-expressive art” as the
artist’s development from “[a] starry-eyed amateur to rigorous professional” (“The
Professionalization” 5). Helen possesses then a keen eye for realist renderings of her
surroundings which she discusses with Gilbert Markham:

‘I almost wish I were not a painter,” observed my companion.

‘Why so? one would think at such a time you would most exult in
your privilege of being able to imitate the various brilliant and
delightful touches of nature.’

‘No; for instead of delivering myself up to the full enjoyment of them
as others do, I am always troubling my head about how I could
produce the same effect upon canvas; and as that can never be done,
it is mere vanity and vexation of spirit.” (84—85)

Helen can often be seen sketching in the neighbourhood of Wildfell Hall;
however, after a while, she complains about the lack of subjects. This is why she
agrees to join her new acquaintances on their trip to the sea. There she intends to
sketch the view in the preparation of a new canvas, and she chooses the right spot
for that purpose: “she was seated [at] a narrow ledge of rock at the very verge of the
cliff, which descended with a steep, precipitous slant, quite down to the rocky shore.”
(64). One critic sees Helen here as “the iconic romantic artist desiring to reach for,
to experience and to represent the sublime, a key aesthetic category in Romanticism,
which is also highly gendered” (Séllei 11). This setting allows us to see her as a
painterly genius, a role which would not fall to women as the production of ambitious
original works was considered to be beyond their reach (Losano, “The Professionali-
zation” 11). At the verge of the cliff, however, Helen evokes an image of a
Friedrichean figure and steps beyond her proper sphere (Séllei 22—-24). Thus, the
woman artist of Bronté&’s novel takes a revolutionary stand against the set gender
roles of her era.

Bronté’s sensitivity to the plight of 19th-century women permeates the plot
of The Tenant. Indeed, Bronté problematises various challenges faced by Victorian
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women, but, by making her main heroine a painter, she is able to explore specific
conditions which determined women’s creative work. These seem to include
relations of space and their significance for women’s artistic expression. Although
the issue of space may seem an insignificant detail in the plotline of the novel, it can
be argued that, by presenting Helen Graham’s taking possession of a professional
space to create and practice her art, Bronté questions the Victorian constructs of
femininity and masculinity.

Even the Victorian house adhered to the rules of the division of spheres into
the feminine and the masculine. According to Thad Logan, who in his book 7he
Victorian Parlour discusses gender relations of the Victorian house, the 19t century
saw a significant ideological change which introduced the separation of life into two
spheres: the male-dominated professional public sphere and the female-dominated
private sphere centred around the home (24). Thus, as Logan explains, at that time
under the newly emerged “cult of domesticity,” middle-class women became closely
tied to the domestic realm which they were meant to cultivate at a safe distance from
the male world of work, business, finance, and production (25). However, the
professional workspace could not be entirely separated from the household. The
masculine sphere was preserved in the 19th-century house in the form of an office, a
study, a library, and a dining room (31). Sally Mitchell, in her book Daily Life in
Victorian England, provides a detailed description of a typical middle-class house
(111-14). Mitchell notes that for many the man’s room served as a professional space
for receiving clients and patients and was usually located on the ground floor (112).
Even the location of the room makes it seem closer to the outside world. It also
offered men a quiet space where their work would not be interrupted by other family
members. The parlour, on the other hand, “was very distinctly gendered feminine”
(Logan 31), which could be seen even in the colours and style of its furnishings and
decorations (Logan 32; Mitchell 113, 118). Women spent most of their time in the
parlour (also called the sitting room or the drawing-room). They usually withdrew
there after breakfast to receive visitors and morning callers (Logan 30-31). All
guests were invited to the parlour which in some houses was especially dedicated to
that purpose (Logan 31) as a place “suitable for large and formal entertainments”
(Mitchell 118). However, as Logan points out, the parlour was also a place devoted
to the scenes of family life (31) and to “the display of feminine accomplishments”
(35). In an essay A Room of One’s Ownpublished in 1929, Virginia Woolf famously
wrote: “a woman must have money and a room of her own if she is to write fiction”
(4). Indeed, the organisation of a typical middle-class house prevented many women
from embarking on writing and other creative pursuits even a hundred years before
Woolf was able to voice her disapproval. Women simply had no private space to
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pursue and practise their art, forever suspended between family obligations, hostess
duties, and challenges of house management. This seems to be confirmed by the
“desk” which was usually available to them: “[it] was not a piece of furniture but
rather a portable wooden box with a slanted lid where writing materials were kept.
A woman would fetch her desk and put it on the drawing-room table to write”
(Mitchell 113). Thus, the portable desk indicates that women’s work was probably
often interrupted and had to be put away when the parlour was needed for other
purposes.

In Bronté’s novel, the titular Wildfell Hall has been uninhabited for a very
long time, and with its overgrown garden and cold empty rooms, it has been
pronounced a ruin by the entire neighbourhood. When a young widow Helen Graham
unexpectedly settles in the secluded house, she immediately arouses curiosity in the
local community which quickly starts teeming with gossip. With best intentions at
heart, her friendly neighbours try to offer their advice and form their own opinion of
the young recluse and her home. Gilbert Markham’s sister Rose is particularly eager
to call on the lonely tenant of Wildfell Hall and implores Gilbert to accompany her
on her visit. However, upon their arrival, they are greeted by the hostess in a quite
unusual setting:

To our surprise, we were ushered into a room where the first object
that met the eye was a painter’s easel, with a table beside it covered
with rolls of canvas, bottles of oil and varnish, palette, brushes,
paints, &c. Leaning against the wall were several sketches in various
stages of progression, and a few finished paintings—mostly of
landscapes and figures.

“I must make you welcome to my studio,” said Mrs. Graham; “there
is no fire in the sitting-room to-day, and it is rather too cold to show
you into a place with an empty grate.” (42)

This passage offers the first glimpse of Helen in her domestic setting, and
proves to be extremely significant. It establishes her character as a painter engrossed
in her work in a professional space, a studio. As Losano rightly observes in her book
The Woman Painter in Victorian Literature, “Helen Graham arrives on the narrative
scene as a fully formed, professional painter, defined by her relation to her artistic
production” (76). Helen admits in her diary that her studio: “has assumed quite a
professional, business-like appearance” (417). A closer look at Bronté’s description
of the house and its management might indeed suggest that Helen’s Wildfell Hall
subverts the gendered divisions of space characteristic of a 19t-century home. To
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their surprise, Helen receives her visitors in a painter’s studio rather than in a sitting
room or a parlour, and, taking into account the organisation of a typical Victorian
house, one should not wonder at their astonishment. Helen breaks the rules of
Victorian propriety which dictated how and where one should receive their guests.
The heroine observes that the fire was not lit in the sitting room either for her, the
lady of the house, or her potential visitors. We may deduce from this statement that
the room was not often used, and that Helen’s priorities lie elsewhere. Indeed, she
has organised for herself a workspace which, at the time, was closely associated with
the professional masculine sphere. Thus, Helen seems to be functioning primarily in
the space reserved for masculine occupations while the sitting room, a feminine
realm, remains somewhat neglected. It seems like the centre of Helen’s household,
or, one might even say the hearth, has been shifted and can be found in her studio
instead. Helen’s attention seems to be focused on the space assigned to painting and
her own artistic career. She might as well be seen as the mistress of the house or a
genius at work who should not be disturbed when she decides to retreat into the
depths of her studio.

In conclusion, the purpose of this essay was to examine how through Helen
Graham, a heroine of 7he Tenant of Wildfell Hall, Anne Bronté was able to
challenge the dominant Victorian ideology which organised bourgeois life according
to a gendered division. Helen bends the rules which saw her proper place in the
private sphere of home and domesticity. By establishing herself as a professional
painter with her own income, who masters her painterly skills, and designs her own
professional space, Helen becomes a self-made woman quite at odds with the
dominant idea of ideal femininity. The ties between early British feminism and visual
arts were always strong (Losano, 7he Woman Painter 38) Many women novelists
seeing the connection between painting and their own medium used the figure of a
woman painter to discuss gender politics (Losano, 7he Woman Painter 1). For Helen
Graham, art becomes a tool which enables her to defy the patriarchal order. After all,
symbolically, when she is cornered by an unwanted male admirer at her husband’s
house, it is a palette knife she instinctively reaches for to protect herself.
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The Uprising of the Class-Unconscious:
W.H. Auden’s “Spain” as a Poetic Manifesto

Jan Kurpinski
BA student

In 1937, Wystan Hugh Auden returned to England after his brief excursion to
Barcelona, where he took part in the Spanish Civil War, although not on the war
front itself (Hynes 251). After his return, he wrote the poem “Spain 1937”. Along its
verses, Auden presented his contemporary reality, troubled by the ongoing struggle,
and argued for contributing to the struggle of the Spanish Civil War. The general air
of the poem was that of hope, decisiveness, and determination. As Samuel Hynes
points out in 7he Auden Generation, the poem had a more general, encompassing
layer as well — the contemporary struggle of the Spanish Civil War served Auden as
a means of presenting a universal metaphor for moral dilemmas (Hynes 254-255).
In this paper, however, [ would like to focus on that immediately recognisable layer,
on the way in which the Spanish Civil War is discussed. In this context, “Spain”
appears as more than just a poem — it appears as a poetic manifesto.

First and foremost, it is crucial to establish the terms used while discussing
Auden’s “Spain” as a poetic manifesto, and not simply a poem. It is not the purpose
of this paper to prove that it was a poetic manifesto in the sense that T.S. Eliot’s “The
Waste-Land” or K. Tetmajer’s “Eviva L’arte” may, and should, be considered. To
be exact, I do not propose to discuss “Spain” as a manifesto for poetics, but as a
manifesto embodied n the poetic form. Primarily a poem, “Spain” nevertheless
presents features typical, even formative, for classic manifestos, and thus acquires
new connotations and opens new fields for discussion. In his Poetry of the
Revolution, Martin Puchner points to three main features of the manifesto as a genre:
the contextual position of the work, the performative and theatrical aspect of it, and
the revolutionary challenge posed by the inherently authoritative form (23).
Additionally, as Kathi Weeks shows, it is a utopian genre, and as such is bound to
generate “estrangement from the present and hope for a better future” (3).

“Spain”, written in 1937, had its context stated loud and clear not only in its
very title but in contemporary newspaper headlines as well — the Spanish Civil War,
the “great struggle” of the 1930s. It was to Spain that international volunteers flocked
to fight against the fascist regime, but also for a better, more egalitarian future for
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“the people” of Spain, and — as they hoped — of the whole world. This frame of mind,
this utopian dream of equality and fraternity, is precisely what George Orwell
described in his account of the war in Homage to Catalonia; a struggle of not only
an anti-fascist but — generally speaking — of a socialist character. This pro-active
aspect of the war, however, could have been easily omitted, especially if one had no
mind for revolutionary social changes whatsoever. And so, the title itself is by far
insufficient to reveal a clear-cut context for the poem’s content. As pointed out by
Puchner, this is an inherent attribute of a manifesto — “it is through the very speech
acts of the manifesto that the context and the agent are being wrought” (24). That is
to say, neither context nor authority could be perceived before the subject of the
poem reveals itself to its audience in full shape.

Auden does not involve his own excursion to the Spanish Civil War as the
scene for his poem, nor as an experience that would grant him the right to speak from
an authoritative position, but he does make it clearly visible that the ideas which were
the driving force of the anti-fascist opposition are close to his own. However, as the
poem begins to chant “but to-day the struggle”, (lines 16, 20, 24) the context of the
Spanish Civil War appears clearly enough, and it is from that very context that the
manifesto’s authority is derived. It is the spirit of the revolution, the force which had
already driven so many to the Iberian Peninsula, now arrived in England to preach
and inspire all who should be able to comprehend its language.

Moreover, Auden enhances the strength of this authority, quite
straightforwardly, by calling upon an interventionist, descending, involved deity
(stanzas 11-13). This comparison poses a great challenge to the intention behind it.
One would expect a manifesto for involvement in a socialist, or at least anti-fascist,
struggle to be ideologically coherent; that is to say, consistent with the traditional
Marxist approach to class struggle. And yet, Auden makes the subject take up
metaphysical, even religious, connotations. However, as the poem reads, the “spirit”
refuses to act as an authoritative deity:

And the life, if it answers at all, replied
from the heart

‘O no, I am not the mover;

Not to-day; not to you. To you, I am the

Yes-man, the bar-companion, the
easily-duped.
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I am whatever you do. (lines 45-50)

The word “companion” indicates that the initiative does not lie with the supernatural,
but with humankind. Nevertheless, it is that same supernatural that will aid
humankind in whatever just venture it chooses to undertake — as per the best of
romanticist tradition, which Auden seems unable to reject.

This dialogue between the subject and the reluctant spirit they try to invoke
brings about a theatrical aesthetic to the poem. It is further strengthened by the
scenery Auden’s poem inspires — everyday activities, historical and cultural events,
even friendly leisure and discussion serve as a metaphor for our whole civilisation.
Auden describes action, not landscape or still images, thus making his manifesto a
theatrical performance, instead of a poetic, arbitrary monologue: “abolition of
fairies”, “carving of angels”, “construction of railways” (lines 9-18) force the audi-
ence to imagine active scenes, instead of pictures.

Manifestos, as they had primarily been performed, rather than read, are in
their nature theatrical speech acts, as Puchner suggests (25). This feature of the genre,
however, its theatricality, distances the audience from the whole performance,
demoting in the process the authority that manifestos strive to gain through
performance. Therefore, for a manifesto to retain its manifesting effect, it is crucial
to establish a clear division between the naturally and irrevocably theatrical,
distancing form, and the message and content of the performed manifesto: “speech
acts must battle and conquer the threat of theatricality in order to become speech
acts” (25).

Nevertheless, Puchner underlines that the theatrical form of the manifesto is,
paradoxically, precisely what allows it to be heard at all. It is through that form that
the manifesto can attract attention despite presenting itself as a performance
completely detached from present reality (26). This detachment, in turn, is what
enables the manifesto to create, describe, and manifest a utopian vision of the future
—as Weeks points out, in order to acquire the means to inspire a hopeful, futuristic
vision, a manifesto always “generates estrangement from the present" (3).

This particular aspect is well visible in “Spain”. Indeed, Auden’s way of
generating estrangement from the present lies not only on the semantic level of the
poem but in the very way of structuring its sentences. Even though Auden describes,
in the first stanzas, “the past” that is all yesterday, what it stands for constitutes not
only all that which had happened before the Spanish Civil War but also all that was
happening alongside those events, though the division appears to be rather blurred
(stanzas 1-6). It is all “yesterday” — the thought, architecture, exploration, and trade
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of Europe — while “the struggle of to-day” is clearly cut out from all the rest with the
depreciating “but”. No judgement or emotional connotations can be traced towards
the past and present described as the yesterday, for it seems as if it were not to be
considered today, but pushed aside to make way for more pressing matters.

The future, however, fitting Weeks’ analysis perfectly, is drawn as a very
pleasant time — it is there that we find all that we enjoy and take pride in, be that
science, art, craft, or leisure. There are no limitations to human creativity, and all
flourishes under Liberty, with the capital L — evidently won in the struggle of to-day.
This particular fragment calls for attention also because it is the only time in the
poem that the character of the Spanish Civil War is addressed in a definite way. One
could argue that Auden does not, in fact, alienate the audience from the present, as
he does describe the struggle precisely as the present, as “to-day”. Nevertheless, if
we should consider the circumstances of the manifesto, as well as its subject, it
appears that the ongoing struggle is actually extremely distant, both in space and in
meaning.

First of all, in understanding the present as a necessary aspect of the utopian
feature of a manifesto, this present is the circumstances the change of which the
manifesto proposes. That is to say, even if a manifesto is performed during a time of
rapid social changes, it never addresses the changes themselves as the contemporary
“present”, but instead distances the status quo. That was the case of the Communist
Manifesto, and it is also the case of Auden’s poem. Additionally, the struggle in
which “Spain” is involved takes place, in the text as well as in reality, in far-off
Spain, nowhere near the performed manifesto or its audience:

Many have heard it on remote peninsulas
On that arid square, that fragment nipped
Off from hot

Africa, soldered so crudely to inventive
Europe; (lines 57-66)

As Samuel Hynes points out, “Auden’s Spain is a shape on the map, or the earth seen
from a great height” (254). It is also not addressed directly — there is no mention of
what the struggle is for or who takes part in it: “Many ... / Have heard and migrated
like gulls or the / seeds of a flower” (lines 57-60). As a result, it appears as a distant,
spectral idea, rather than an ongoing revolution.
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Finally, it is important to note that the manifesto as a genre is a speech act,
that is, designed for live performance (Puchner 24). However, in the twentieth
century, such a performance would have reached a limited audience, in a limited time
and space. Written, printed, and distributed word is not subject to those limitations,
and can be phrased in the form of a poem — it is, therefore, understandable that this
was the form chosen by Auden. As a consequence of this choice, however, the
theatrical aspect of the manifesto, that which allows the genre to attempt to gain
authority and context, is no longer an inherent part of the manifesto itself. The text
can be interpreted, the performance imagined, but it is the performing agent that
develops it all into a speech act and completes the process of creating a manifesto.

The question stands, then, why would an educated, conscious individual such
as Auden attempt to create a poetic manifesto for the Spanish Civil War in the first
place? The problem may seem complex, however, a statement could be risked that
the explanation is actually quite universal for all politically involved poets.

In his “Politics of Poetry”, David Orr explains the reason why poets get
involved in politics at all. He points to the fact that both poetry and politics are deeply
involved in the same sphere of life. He bases his arguments on quotes from P.B.
Shelley and W.H. Auden, on poetry’s part, and Franklin D. Roosevelt on the part of
politics (411-412). The main idea presented by Orr is that both poetry and politics
describe themselves as necessary parties for recognising and contemplating great
ideas — “a totalizing vision” of the future and the present, as he calls it (412). And
indeed, considering Auden’s “Spain”, the most visible feature of the language and
scenes used in the poem is their totality, even if they are not precise in it at all; “the
shapes of our fever [which] / Are precise and alive” (lines 68-69), “the young poets
exploding like bombs” (line 89) or “the weeks of perfect communion” (line 90) leave
nothing in the grey.

Involvement in politics can take various forms, and Orr provides evidence
enough to say that poetry is one of them. Manifestos, however, are not poetic forms,
and so one should wonder why Auden chose to transform his poem in such a way.
Here, Orr relies again on a quote, this time by W.R. Johnson, where he points to the
problems that poetry faces, namely the frustration and anxiety caused by the form of
performance, or rather the form that fails to perform — the printed page, and the lack
of direct audience (Orr 413). To Auden, the manifesto could present itself as a
hopeful alternative. However, it is not only his own assessment of the situation that
seems to have pushed him in this direction.

It was Antonio Gramsci and Louis Althusser who stated that it is the ruling
ideology of our social structure that dictates the way we live, think, and, most
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importantly, create. For Gramsci, the determining factor was the structure of
intellectuality, the caste of intellectuals inherently bound to the ruling ideology, and
their impact on the general “rest”. He stated that “every social group ... creates ...
one or more strata of intellectuals which give it homogeneity and an awareness of its
own function” (1). That is to say, every newly emerging social group, be that a
nation, a social class, or an artistic niche, in order to establish a sense of coherence
and distinction, creates in its own structure a hierarchy of individuals, which brings
along a hierarchy of the ideas they present. Although he pointed out that this
hierarchy is, in truth, completely arbitrary, the position one could gain through this
initial process is not — “all men are intellectuals ... but not all men have in society
the function of intellectuals” (Gramsci 3). In the case of early modernist poetry, the
initial process of distinction was extremely rapid and radical, and so the intellectual
norms and ideas which emerged from it were very strictly described and valued.

These new, modernist ideas were incorporated in a new, modernist ideology
for poetry. And as in every other ideology, processes that Althusser described as
ISAs emerged. As he put it in his text, “the Ideological State Apparatuses function
massively and predominantly by ideology, but they also function secondarily by
repression, even if ... very attenuated and concealed, even symbolic” (Althusser 8).
That is to say, the oppression of the ISAs is not enforced by physical, direct forces,
but is predominantly inscribed into the conscience of an individual. Should they not
follow in the direction given by that oppressed conscience, the castes of intellectuals
higher in the social group’s hierarchy enforce it upon them through various means
of symbolic repression. Therefore, for a young poet trying to make his way in the
emerging social group of modernist poets, it was crucial and natural that he should
incorporate and follow the rules dictated by the founding artists and their works. It
was a path unconsciously chosen by every young poet of his time, and Auden walked
it quite successfully.

However, this devotion to his contemporary, avant-garde ideas poses new
questions in the analysis of Auden’s work. In “Ideology of Modernism”, Georg
Lukacs points out that the modernist image of a human being, firmly rooted in
modernist rules and ideas, is not one of a cooperating, social creature — “Man, for
these writers, is by nature solitary, asocial, unable to enter into relationships with
other human beings” (3). That is to say, in modernist literature individuals are only
that — individuals par excellence. They do not cooperate, they do not share, group,
or establish meaningful relationships. They do not seek common grounds or points
of reference to other individuals. If therefore, we assume that this image was a basis
for the idea of humanity presented in Auden’s poem, the effect appears rather
curious. After all, “Spain” is a manifesto for the exact opposite of what the modernist
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individual presents — cooperation against a common enemy, with no apparent
personal benefits in sight.

Coming back to the features of the form of a manifesto, it is important to note
that the main goal of such a work is to inspire its audience, be that to action or
reflection. It was the goal of the Communist Manifesto, the avant-garde manifestos
of the 1930s, and it was also the goal of Auden’s “Spain”. However, considering the
covered topic, the form, and the prospective audience, a new, crucial issue arises —
the issue of the author’s and the poem’s social position and background.

In “Social Critique of the Judgement of Taste”, Pierre Bourdieu points to the
fact, that the widely understood “taste” in art is not, as it could be assumed, a
naturally acquired skill, but a result of various class-related factors:

Whereas the ideology of charisma regards tastes in legitimate culture
as a gift of nature, scientific observation shows that cultural needs
are the product of upbringing and education: surveys establish that
all cultural practices (museum visits, concert-going, reading, etc.)
and preferences in literature, painting, or music, are closely linked
to educational level (measured by qualifications or length of school-
ing) and secondarily to social origin. (Bourdieu 1)

It is important to note, however, that “taste” here is understood as an ability to
connect and understand a work of art, not only as an aesthetic preference. That is to
say, all individuals conceive cultural texts through the prism of their previous
experiences, most importantly their education and social origin. Therefore, a work of
art adequate to the taste of a middle-class person is extremely different from those
which may make their way into the “high culture”, as understood by the experts, or
— to use Gramsci’s term once again — by the group of intellectuals bound to the
discipline.

Furthermore, Bourdieu argues that it is not only the social background that
influences one’s taste in art, but it is also the self-recognised taste that becomes a part
of the social background (6). That is to say, recognising and appreciating certain
works of art as valuable places the audience on a particular tier of the social structure.
Taste in art becomes a characteristic feature of every social group, an inherent part
of class consciousness. Members of the same group build their sense of integrity on
common aspects, and primarily on aspects which, although popular in their own
group, separate them from the rest.

Moreover, these differences in taste, as Bourdieu points out, are rooted far
deeper than the aesthetic or historical aspects of art — they are based primarily on the
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values cherished by particular groups, of which taste in art is only the manifestation
(5-6). As a result, different tastes in art appear to those concerned as not only
different preferences but, in fact, as different moral codes, different languages of
understanding. Bourdieu mentions the fact that the means of approaching a work of
art depend primarily on the individual’s preparation for such endeavours. That
disposition, which Bourdieu calls the “pure gaze”, is the immediate recognition of
different styles or schools, the ability to dive further into the work of art than its —
often obscure — form. According to Bourdieu, these are not skills that one can acquire
through formal education, but rather they require early, regular contact with “high”
culture, which is only available to higher social classes (4). Understood in this way,
any conflicts on the grounds of artistic preferences and choices may easily contribute
to inflaming class animosities, as the most radical differences appear between
individuals of disparate social standing.

In the case of Auden’s poem, this relation of taste with social origin and
education appears decisive in the poem’s performance as a manifesto. A modernist
poem, it bears the features of modernist ideology, which, built upon the separation
of art from the physical, everyday reality, is completely unrelatable to popular taste.
The modernist image of individuals, their unavailability, distance, and complexity is
only strengthened by the distancing of present reality, by “generating estrangement
from the present”. The metaphors contributing to the presentation of reality, of the
common world, are so intricate in their poetic form and divided lines that for an
audience that does not possess the “pure gaze” they are unsolvable. To such an
audience, the struggle of to-day, emerging in contrast to the depicted scenes of
yesterday, may appear as a catchy epistrophe only, as it is precisely the kind of
analytic skill that one may acquire through formal schooling.

As it appears, “Spain” presents features typical of a manifesto, and as such
brings about issues that seem especially important in the context of social under-
standing of art and poetry. The influence of the modernist tradition on the form had
a tremendous effect on the manifesto’s performance, and the consequences of this
influence, although unexpected, have been crucial in the impact the poem was to
have on its prospective audience. The manifesto has long been a popular form for
presenting new, often revolutionary ideas, however, the genre appears to have lost
its inspirational aura, its impact on the audience. The case of Auden’s poem is
especially transparent, as the combination of modernist poetry and socialist
revolution is not a very common thing, and the discrepancy between the formal
intention and outcomes appears, in its distinction, unique.

FOLIO
7(20y2022| 19



Works Cited

Althusser, Louis. “Ideology and Ideological State Apparatuses.” Norfon Anthology
of Theory and Criticism, edited by Vincent B. Leight, W.W. Norton and
Company, 2001, pp. 1483-1508.

Auden, Wystan Hugh. “Spain.” Spanish Front: Writers on the Civil War, edited by
Valentine Cunningham, Oxford University Press, 1986.

Bourdieu, Pierre. “A Social Critique of the Judgement of Taste.” Norton Anthology
of Theory and Criticism, edited by Vincent B. Leight, W.W. Norton and
Company, 2001, pp. 1809-1814.

Gramsci, Antonio. “The Formation of Intellectuals.” Norton Anthology of Theory
and Criticism, edited by Vincent B. Leight, W.W. Norton and Company,
2001, pp. 1138-1143.

Hynes, Samuel. The Auden Generation. 1976. Pimlico, 1992.

Lukacs, Georg. “The Ideology of Modernism.” Marxist Literary Theory, edited by
Terry Eagleton and Drew Milne, Blackwell Publishers Ltd, 1996, pp. 142-
162.

Marx, Karl, and Friedrich Engels. Manifesto of the Communist Party. 1847.
www.marxists.org/archive/marx/works/1848/communist-manifesto/chO1.
htm. Accessed 10 Jan. 2022.

Orr, David. “The Politics of Poetry.” Poetry, vol. 192, no. 4, Poetry Foundation,
2008, pp. 409—-18, www.jstor.org/stable/20608250. Accessed 10 Jan. 2022.

Orwell, George. Homage to Catalonia. 1938. Penguin Random House, 2021.

Puchner, Martin. Poetry of the Revolution. Princeton University Press, 2006.

Weeks, Kathi. “The Critical Manifesto: Marx and Engels, Haraway, and Utopian
Politics.” Ufopian Studies, vol. 24, no. 2, 2013, pp. 216-231,
doi.org/10.5325/utopianstudies.24.2.0216. Accessed 10 Jan. 2022.

FOLIO
7(20y2022| 20
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Borders are set up to define the places that are safe and unsafe,
to distinguish us from them. A border is a dividing line, a narrow
strip along a steep edge. A borderland is a vague and undeter-
mined place created by the emotional residue of an unnatural
boundary. It is in a constant state of transition.

Gloria E. Anzaldta, Borderlands/La Frontera: The New Mestiza

In the well-acclaimed Nella Larsen’s novel Passing, the protagonist, Irene discusses
the phenomenon of passing with her friend Hugh, and draws a conclusion: “It’s easy
for a Negro to ‘pass’ for white. But I don’t think it would be so simple for a white
person to ‘pass’ for colored” (Larsen 78). Living as a white person by concealing
one’s black identity, i.e., the attempt to cross the color line has been a recurring theme
in African American literature. The erasure of blackness in order to escape the weight
of systemic racism and racial segregation (whether before or after the Civil Rights
Act of 1964) has been the reality and common practice for many colored people who,
due to racial mixing, had fair skin and/or straight hair — features considered
Caucasian. Passing was first a way of escaping slavery, and later on, of gaining new
opportunities reserved only for white people, like the possibility of voting in the
South or getting a job in the office instead of a job cleaning the office (‘“Passing
Racial ‘Passing’ in Literature and in History”). The “one-drop rule,” a social and
legal belief prominent in the 20th century that a person of any non-white heritage is
considered colored, automatically put all mixed-race people in the discriminated
category of blackness, hence passing was a way of escaping racism. To this day, it
is practically impossible to state how many black people passed for white in
American society — primarily, because of the mere nature of the act of passing, and
also due to the taboo regarding it among both whites and blacks.
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The figure of the “tragic mulatto” — so well portrayed in classic Harlem
Renaissance novels like Passing by Nella Larsen or Aufobiography of an Ex-
Coloured Man by James Weldon Johnson — deals with the constant anxiety of being
exposed, the burden and guilt of “betraying” their own race or being a sell-out, and
many other emotional and psychological dilemmas concerning identity which are
neither black nor white (Rummel 1). But the mere narrative of passing is possible
precisely due to the racial black/white binary, in which there are no in-betweens.
These novels, as Kathryn Rummel notes, “reinforce the one-drop rule of blackness
as well as the notion of ‘blackness’ itself,” meaning that they depict protagonists
whose solid identity zsblack, but they are pretendingto be white (1). This essentialist
perspective on race assumes that only one of these identities (black) is authentic and
the other is a costume that gives the passer the yearned invisibility.

Unlike blackness or any kind of otherness, whiteness does have/give the
privilege of invisibility. Yet, it is not that kind of privilege that we think of often,
i.e., a favored state, an earned power, an advantaged condition conferred by birth or
luck (MclIntosh 179). It is a systemically granted privilege of being perceived as the
norm in the society, a part of its cultural code, and as a body that can represent the
whole. To examine this invisibility of the white body of the mixed-raced subject in
the American co