Crossings and Passages in Genre and Culture — An Introduction
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f anthropology. Such an
are capable of far more than
e from which they emerge. Literary texts are rather a vital
capable of combini oning this culture’s indi-
vidual elements into new constellations and so a‘reinterpretation of the culture
itself, whether in the form of! theatre plays, poc ovels. Meanings assigned to the
world are circulated through literary texts and thus form the condition of their possibility.
Artworks originate in a specific culture and, simultancously, restructure this culture.
Stephen Greenblatt is one of those scholars whe call for, a “cultural poetics,” a procedure
that examines fictional texts with the same seriousness as their cultural history context.'
Using the idea of a “cultural poetics” as its platform, Crossings and Passages in Genre
and Culture scrutinizes the faseinating and diverse wanderings forms of artistic expression,
in particular literature, have taken through @ifferent'cultural fields, both within and outside
a specific geographical region or historical épaque. When considering changes and shifts
leading to new, transformed forms of expression, it is undoubtedly in ive to keep in
mind the close relationship that exists between! eultural history and literary text. One focus
of Crossings and Passages in Genre and Culture is the transcultural interaction generated
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Transcultural interaction in the gem of-Arabic theatre

The genre of Arab theatre is an illuminz
the adaptation and transformation of gen:
mercial travellers returning from Europ
duced this European genre, the bourgeo
On their own initiative, organized,
performances based on literary texts, foll ;
such as Moliére, Goldoni, or Shakespear se carly Arab pioneers used the new art
form for propagating moderate national cral ideas in the context of the progres-
sive movement of a/-nahda. The fact that dramaias a textual literary genre is of Euro-
pean origin contributed  enormously to|its popularity in progressive and Western-
oriented sections of A society during this period.\Jt was not until the 1920s and
1930s that an anti-European tendency gradually gained strength. Ever since this time,
and with growing vigour during the second half of the 20th eentury, the genre of Arabic
drama became the polmcal]y-engaged medium per excellence the course of greater
dissociation from Europe, especially after the defeat by Isracl in the 1967 war, this
genre’s European origin was increasingly perceived as a disturbing factor. Several art-
ists and critics remembered local popular forms of theatrical performance in Arab cul-
ture like the story-teller, ritual portrayals or shadow theatre, forms which are not easily
reconcilable with the European. g iterary drama. Authors of countless
articles, books and manifés ¢ of Arabic theatre” developed a
new understanding i ; cei ifica rabic” or “authentic”.
This new under$tandi “Arabic theatre” was meant to b es of the Euro-
pean genre ; art.
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to elements from other cultures, in parti
integrating these into the own genre concept
genre, wandering through different cultures,
undergoing change, as if this journey would |
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Both the act of transferring a genre from “other’. cultures as well as the subsequent re-
flection on and the new positioning of the se hm standing as how to give this genre a
coherent shape are phenomena which can be observediin the utterances of most modern
cultural communities.

The case of Arabic theatre and its relationship to European theatre clearly shows that
genres cannot be conceived of as fixed entities nor be traced back to normative ideal types
or mixed forms derived from' them. The seareh for'the “origins” of certain genres — if one
confines oneself to literature in the proper sense — would probably produce no results. But
if we transgress the framework of traditional philological studies and literary criticism, it
becomes conceivable to view rituals and rites of passage as precursors of genre, namely as
the core componenis in social drama. Performative and narrative genres of culture devel-
oped out of these early embryomc forms. In our context it is the dynamxc and generative
character of artistic forms tha X J i 4 anic root of the term
genre, meaning “to generat
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tificial border ¢ cy historians for the sake of schol-
arship.” In this case, theére is no direct sfer, and even the concept of
‘genre’ is put mto question. On the other hand, consideration should be given to the fact
that literature devoted to similar purpose$ s tion on kingship and the in-
struction of future rulers glusters around a se etaphors. In the light of this,
Yuriko Yamanaka’s confribution impressive ineg the hypothesis about the exis-
tence of a universal human capacity to intuiti onize genres.

In a similar vein, Ralf Elger questions th
tions in the course of colonial and cul ounters between the Arab East and Europe.
In his study he shows how the genre of travelogues in the eastern Mediterranean was em-
bedded in social and literary discourses and traces, their narrative techniques, motifs and
thematic diversity. Elger succeeds in showing that inhis famous travelogue Takhlis al-ibriz
i talkhis Bariz (The refining of gold and the short desefiption of Paris) Rifaa al-Tahtawi,
spiritual advisor to a student mission sent by the Egyptian suler Muhammad “Ali to study
European society, cultur gy able to relate his experiences of this alien
culture using the already existent conventions of the travelogue.

In the development of artistic genres, besides the competition with other genres, a key
role is played by the reciprocal relations t@ the environment, for instance to the conditions
of production, social functions and reader expectation. At the end of the 1960s, reception
aesthetics brought into the focus the study of the reader’s role as a recipient of literary
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das Gelingen der literarischen Kommunikation grundlegende Elemente des Codes. Sie werden von
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play” governing these texts if the literary ‘communicationtis,to succeed. Whether or not a
certain text belongs to a cert i hen referring to the genre
awarencss of its rcaders, wh ¢ face of the increasing
complexity of texts."
Keeping this difficulty of d

d, Martin Goch proposes

a “participatory model of lite stein’s concept of “family re-
semblance” According to this model, a genre ed by a certain numbers of fea-
tures, its repertoire. Those texts considered to belong genre all share, to a varying ex-
tent, the characteristics making up the repertoire.” The participatory model based on fam-
ily resemblance is extremely when dealing with transcultural genre relations. Genre

Iture do not preclude encounters and intermingling with
e that the individual possesses a universal genre capabil-
serceive and understand originally foreign forms of expres-
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sion.
Besides the epistemologie f arti m, the ques
less important. In the processes of literary comipunication, genres cannot be considered as
meaningless or value neutral. Aesthetical, ideological or religious communities give pref-
erence to new developments in literary and artistic expression in order to distinguish them-
selves from previous or parallel existing communities. Forms of art lose their appeal and
become replaced by new, more ‘up-to-date’ ones. Russian Formalism coined the notion of
‘estrangement’ or ‘automatisation At i
order to conceptualize a SS
new hierarchies and méa eT8 :
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efforts of Arab authors who adhere to mo : ideologies, Christian Szyska traces
their contributions to the ne in poetry, drama and other narrative
forms.

Richard von Leeuwen shows in his co ousand and One Nights and
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as a way of approaching Oriental
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pean society.” The introduction of this new element into European literary discourse chal-
lenged established genre forms. Finally, the adaptation of the Arabian Nights paved the
way for the emergence of'the fantastic novel in 19th century Europe.

In his essay on Ezra Pound as “the mventor of Chinese poetry for our age” Frank

Kraushaar discusses the stimulus exerted i
of Chinese poetry. Poun g
as a means for creating distance ﬁ'om previ
tation Kraushaar shows that Pound’s inte
motivated by a mere philological inclina
mote and strange source of poetic inspirat

’ this foreign culture on Pound’s free rendering
how certain literary forms were preferred
pus or existing lite ents. In his interpre-
t in classical Chinese poetry was not solely
n; rather, he considered this poetry to be a re-
n. Pound understood his creational act of trans-
lation as an attempt to save the language and its characters from the loss of their poetic
potential. Cne facet of EzraPound’s poe y : transferencc of the aesthetics
of Chinese script into’his idiom. Fexiracting himself from the

failings of modern icoming the crisis of
language tha: ned his generation.
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as national, e al or rehgmus culture This categonzatl serves, in a process of
accumulation and mingling, to fix the ‘crystallizations’ ch have emerged; these are
then employed to define an'¥ dual or a group ider on the basis of an assumed
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14 Reinholc Gorling (1997) Heterotopia. Lektiiven einer interkulturellen Literaturwissenschafi. Miinchen,
p. 33: ,Kultur beginnt dort, wo es mehr als eine Mdglichkeit der Interpretation, des Verstehens, der
Reaktion auf ein Zeichen, eine Situation, einen Kontext gibt*
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n anexternalized ‘Other’. Given
s the Self and the Foreign appear to be
stinctions. We Want to question concepts

homogenous culture, race or
this mechanism, assumed dig
questionable strategies for dré

hnic group, dis
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of interculturality which propese an encounter or clash between two such essentialized
entities. Approaches based on the Self and the " in the field of ‘xenol-
ogy’" seek to understand intercultural contac ¢ often ethnic or religious
confrontations. The assumption here is that t onolithic blocks clash with

one another, blocks whose boundaries are ta
sences are different, if not incompatible.
Culture however is, as Gorling points out,

gidefinitively fixed and whose es-

‘concept covering the whole range of pos-

sibilities of signifying practices, including even those pessibilities which are pushed to one
side, repressed, neglected or only existent as a!potentiality'in a single culture.” Therefore,
the repressed aspects of a certain culture become apparent in another culture or in realms —
such as love, adolescence and literature — where repressed aspects of a culture are still

granted a place."

Consequently, transcultural interaction does not necessarily presuppose cultures which
oppose each other as monolithic blocks and intersect one another at certain points. If in-
stead we take an open concept of culture, one semsitive to the dynamics of continuous flux,
as our basis, it becomes immediately obvious that culture itself can first emerge from an
mteractive process. In our view, a concept o ture in continuous flux’ is what makes
transcultural interaction understa 2 ehensible in the first place.
The “global’ condition has'lea ! acceleration of the circulation
of capital, workforces a igrati intensificati i sanicd by an in-
creased exchange of “mi apital s reinforces 3 cesses of accumula-
tion and intermingling, s i c present age, as
some of the cor
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15 E.g. Corinna Albrecht and Alois Wierlach Cull ema Fremdheit. Leitbegriffe und
Problemfelder kulturwissenschafilicher Fremdheztsﬁ?rschmg Miinchen.

16 Cf. Gorling, ibid. pp. 34 f: Kultur ist ein “Begriff fiir die Gesamtheit der Moglichkeit signifizierender
Praktiken, wozu auch die in ener einzelnen Kultur abge- und verdrangten, liegengebliebenen oder nur
als Potentialitiit vorhandenen gehéren.”
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gality and its impact on literature
, Stephan Guth and Andreas
nd Turkish narrative genres

But how can we adeqg ely des h e )
terminologically and methedologically? Susa
Pflitsch all address this tricky issue; the

such as the novel or the autobiography m ed in terms of global and local
contexts. Andreas Pflitsch es how wa up borders while simultane-
ously reinforcing the national identity of li . local), focusing on the prob-

lematic of contemporary Lebanese literats
by French and, increasingly, English as literary la
gories of national langnages, including the changes a genre is subjected to when, together
with the author, its language and form emb a journey or go into permanent exile.
Movements of this kind as well as the formation efhybrid cultures in diaspora communi-
ties or societies fragmented by civil war or revolitionary movements necessitate the
“negotiation of multiple identities” — as Stephen Greenblagt once put it.

Stephan Guth explores the question of whether it is possible to divide genres into “uni-
versal” periods, taking th of the 19th gentury as his example. [n a
rarc approach to Middle Eastern comparative analysis, he juxtaposes phenomena in West-
emn and Middle Eastern literatures and “‘view(s) them as belonging in the final instance to
the same ‘global’ processes.” Guth poses the question whether these differcnt forms of
expression are to be seen as determined by the local culture and undertakes an initial an-
swer. Susanne Enderwitz approachm the global-local dynam:c on the basis of the observa-
tion that the city of origin (& : ate and 1 esasafocalpomtmthe
development of the gefre e decisive instance in
the formation of 4 the traditional genre
definition of 2 urns into a hoard

ally cities, become

ust shaped by Arabic, but also
ages. He scrutinizes traditional cate-

in authorita-
tive canon§ bre sitioning of in-
dividual texts ;

In this resp
cially instructive i

abic texts is an espe-
d. Haviva Yishai deals in her contribution, “k ew Poctry in Light of
Medieval Arabic Love Prose”, with the dimensions of intertexfuality as a cultural and tex-~
tual bridge. Taking the therme . nple, Havwa Yishai asks whether
it might be justified to assume a parallchsm between snmlar themes which are dealt with in
distinct genres in the respective different languages. This approach illuminates the depend-
ence of the Hebrew love pocm upon the general Arabic literary discourse: the motif of
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betrayal in medieval Hebrew love poetry can o
drop of Arabic prose literaturé that deals with the 5

One often underestimated condition for the de genres is its dependence on
how artistic expression is mediated. For a long ti i studies suffered from a self-
imposed restriction on script; now, there is a ¢ons xtend text-centered con-
cepts like intertextuality to imtermediality. i ange and metamorphosis,
released through the contact een and th i mbination of very divergent

nderstood against the back-

forms of art, is not to be underestimated. On vorth recalling is the composer
Arnold Schénberg (1874-1951), member of the famaus “Viennese Circle.” When develop-
ing his concept of atonal twelye-tone music, he cavily inspired by the poetry of Rich-

eby at the beginning of,the 20® century he set his avant-
hen, once this modern music had found acceptance, to con-
tual basis. If the artworks emerging from such intermedial
play are historical texts, then later cultural practices may have long expunged any
awareness for this decisive i igin eful retracing of these references en-
ables us to reconstruct the original context and uncover the original Sémantic field in which
the work arose.

The contribution of Matthias Radscheit tackl
extent to which the intermedial references of the Quran actually relate to the highly devel-
oped Christian iconography of the 6th cen nd then re-contextualise its symbolism in
the Quranic theology. Sonja Meije tassi also d attention to a case of inter-
mediality. She investigat novel from the 1990s by the contemporary Arab novelist
‘Abd al-Rahman Musif, who at times enrich with, drawings. This
novel’s intermedial charact imented on in a pre F2 itten he Syrian painter
Marwién, She tra i ial 1 19M image and myestigates to
what extent the a 5 i i ; C at the written
text cannot — the i

The twel i in/thi al wi i ish and Persian

ard Dehmel (1863-1920), whe
garde poetry to music, only ta
tinue composing without any

s this demanding task. He investigates the

as well as v inese, : i S. nvesti such di-
vergent gel and
novels and es are
traversed, b is the
refusal to definitively ead, it
appears more meanin, and the

ensuing shifis in semanti g ssages in
Genre and C . Transgs and artistic
forms into d i ement. The play with foreign elements a irtation with the

Exotic renew 2 alize how one views and percew&e one’s own eulture. The disso-
nances and contrad ich inevi is ki i building gener-

ate a creative tension st1mulates and gmdes reflection; releasing this tension modifies
the systems of artistic for




