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MoF -FBVD AT 70K & b3 —XWNEF TORNWEGE)

FE LN

iEL&IC

AN TANVZTHA—7 7 PO MAER M4 - €Y (Toshio Mori, 1910-80) &, 4T
X, BHRT7 A ALFONA F 2 THERE V) §Hli 2 2 T 525, EOMERBEIZ PR b 0
Tl %otz 7VAZIEATWZZY 4 Y T A - 1 —% > (William Saroyan, 1908-81) ®#k
WD & Sz T 19424R I3 ERRE [A ) 72 v =T M3 a,n< W] (Yokohama, California,
1949) OFATORBEL AV » T, ERE LTOWMBIHES LT T, FSICEORED
19414E12H 7 HIZ. HARFEDIS— = N—% 28 L 7272012, BHNEINI% D A F 72741
FEFEDINTTAFZY OHRADGELF L L, HOEMGOEIMII—ELZDOTH 5,

AFOHBIE, 194245 ~19454E-0 348 LI S 7 M b 23— ZBRHNNEFT (7 2 ) H BUF O
OJ5i&. Topaz Relocation Camp) ' TOEOBIEHENCHE LA G DY, €Y XFOEKEOH T,
FRTHHBBTONTVRVENZESZREHTLI L THDL, I [T 7 W] ("The
Brothers Murata”) &\ 9, WFEHICH A AICHIZ LA LEHFB/INTE8HD F/NHZ
GMTHIEIE ST, B XFOEREZ I LGICFH§ 2 8/ 2 2 ThinwE S,

1 b7 - TVOGENEREART XU DADEERNER

Mok - ®Y (FHER) oXeTFRF - BY (FFE) & 1899512 AL B RAATR KA IY
o, BERNBRIERTHZEORBMBRE LTNHNTAIZED, 19044EI2 L OHRANE—HIZT 7
FUYVAALEEL, HRT AV ADA—WTH 5, PR, UTHOoRICHSA+—2F 2 KT
JAEEEE G, 19084512383 &, 19124EICIXRH ~ 4 (Buf) &WwBY ¥y () 2N
HET, MOWIZH LY ) 7 v FRTHITEZEEZEG LD ko7, TOMTFIE, [TEKRE
BRBRAE (BM44)] 12Xz, (4L FE24BEOWER LA —2 7 v Filith v, 28370,
TR 2—THAZF—FICHE LD, ZRERFBICY Y, L7 Y Fall 3EnkoeHE %
SHEFEROARICTRALASHRRKZE 2D BERABO NNy by 22 L, LY ERT
WCHh ==Y a y e UEAICRE R THE] (TH264) ERASNTN S,

) LAHARANBROERERZEDTWL 2 T LS EBRIMS LBl SIE, Rk [7 4
VADE] #ERTLO0ERBERE LTHIENAIREFETHLIEITTHL, Ll M
SN ERL HANE % EOMEIRBIN 288 CHIEh, BoMBEDaI 227 1 OHEAZE
WMo/ 212, 7T A IHEZZH L L ZWREE LT, PN, PIFgEE I N T,
BEROEEXHIZH ) DEIUETH o720 29 LIZIRIROBEREREZ, BIFTOFT A bR A0
DOEREZIY ANTVRHEFEZOFE)NCHIZ, DTOL)ITHEPHLL TS,
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AT 4T 4 AL [AVEANKNE] o FEE) &7 2 ) s o CaiEE) 1%.(10078—
LY bTRAYAZAL) LIFENEHE - RIERARKEIFOFEEROD &L THEAE Lz, HiBR
DZFANZHEET DL ANA1Z, HTRF Y aF) XLOERICAFEYZREZMZ, I—a v
NERFBEIE (AAN) THEDPPZIS, TVTARBALIEIRL>TT A #LZERT 5
HHEMADETRLEILDZZOTH S, () Zhoo—EDFRIE [T7 2 A21L]
RERTAHIENHREBERAL ] OPRE VI E X 2 RE L7z, (77-78)

COHBRDIRFREDS, B ) T ANV T M TSI L 2o 728 HEB TH ) . ZORHEIRE T
72D, mb@éﬁm FHRTH o720 ZOBEEZMRE THHL Z L1k o720F, HAFEIZ X
BIN= U= N — BRI L\ ) KB TH o 7205, ENABIZRI LAZHRT AU B AOFREINE
k) &) BBMA ., fEETIZED LI ICZTIED TEMICIELRIL L 72075 9 H

2 TUNEFEOHY EEZRHFREOR

P —¥ 5 T/219434E 9 HIGH O TR T, WEDIOFICZ I MNOVI IV LA 7 VT 15
WOWEOHIZHERE S iz b 78— ZYEFTIS, o HRA8000 A4 ) LIHICRMAEL T, BEERE L
L CRUEMRRE ISR SN2 L 2 L2 BV 1, 19434E 2 A2, w0 B/ o#EE
ZRHL. SHICIE, [INOFL WL ERE%Y72F 2] (Send These, the Homeless) &9 %
A MVTAWTIAEEFTHE LIFBA [T L HHESOIHIZ E-o8kFT X (Tomorrow
is Coming, Children) 2L WO MOERN A HMERTHLI L AELTVAS (Unfinished Message
133-35) BV DO GANER D 26, a0 —FY Y OEEIMEPIRZ T, TELEFHL
IBAEIZFE D AR T2V E W DA L72B A, OLOLEfEbo>TL b, 2 0b b T,
WDBENIARADETELMHAZ LT R, WEF Y7 FRIZRIL T2 5, B FE=OH:
FHOPTzb HAMEICELL LS 1949412 [H Y 7+ v =7MIa <] %R L TUEIE
200 L E DI NEN SO NIAERE VO BHEICE BAATLE ) D7,

Z ) L72ABICEED S M 7201, 1970 UCHFIC 2 2 LW RIREROBH TH o 72, £
D—DODFLETRENRKFUI. T ITRT AV ALFRNOT vV T—Thd [TA44—1]
(diiieeeee!) H3 1974 EZR L HRAD 4 AOHEIZ L o THATEN/2Z L TH D, it k4
DIAZy 7 Ofefi & iz RO G WIHET 2N BT 2 LS T EROB) X B § 5 A
72T, —ODX A=y JEMELTOT IV TRT AU AN, KRBT HEMEF 252 5540
Eho?zDTHD, TORRMWEFHRE, T 1 - F24 (Elaine H. Kim) (. “The new awareness
that it was possible and desirable to be both American and nonwhite resulted in Asian American literary
efforts to assert an ethnic American identity and to challenge old myths and stereotypes. Young writers
attempted to ‘claim America’ for Asian Americans by demonstrating Asian roots in American society and
culture.” (173) LTHE L TW5, HRDOABIL, EZXVPFRT ST v /==X - TA) A=A A
(Japanese Americanism) & W&, 2F 0, 7AW EEEHHOF LRI LR AMEE L
WO EEAEEE, AL DEMWICERFTAI L 2RHLANS, M, RENLV—y % HA
N &ET AL EPE 2 RUNCHEKT B BB 2 BT 0w ) BEROED K HbHVIdA T4
F—ORMNE - HHELIE—IZTEHDTH 5,
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CO 7444 — 1] OHATHEE L o T, —ERBRE Az oo s b i Twne
Yav -4 7% (John Okada, 1923-1971) @ [/ — - / — - K—1] (No, No, Boy, 1957; 1976)
RE=J - V& (Monica Sone, 1919- ) @ [ZH#R] (Nisei Daughter, 1953; 1979) H3704E 1%}
WCHR SN, ZORKEEISH LT LWRICHMBEINT, M F - EVOHOHZRALZ L
D7 h o 72 /Nl TR B2 5 & 727¢) (Woman from Hiroshima, 1978) & 8 " JHfRE [ a — 7«
Z A b, FOMDE] (The Chauvinist and Other Stories, 1979) S ENI-DTH B, ZDE
) OfED % F A1E, “the younger generation of Japanese Americans rediscovered in his stories a valuable
record of the buried heritage that [Albert] Saijo and other older nisei had not deemed important™ (168) &
HREICFFR L TV do HAT AV A ANOECHRONED, [7444—1] OfiFo— AT,
ZoigiNg—>v > - 7% % - £ 5% (Lawson Fusao Inada, 1939- ) TH 5, #ix [H ) 7+
=7 MaF I O1985FEM O [F3C] 128\ T, “This is more than a book. This is legacy,
tradition. This is the enduring strength, the embodiment of a people.” (v) & HkEN & HF 2 513 L
U Z. B LFORKEE, HFEiCA V8 T2 —RFHEfi>Tar /8y MIRL, [#b
LEBA =T bk - BUEMERE] (Unfinished Message: Selected Works of Toshio Mori,
2000) 2. I0HIZKA [ 2HE T, Y XFEHFMOBEZ KDY L, €9 LeRED
BEORE NN 2 [ A, HRT XU A NOGEHIEFEBRTdH > 72072,

FoF - BVIFFDOEKRERIZOWT, [TALA YT - Vv —F W] (Amerasia Journal) DFite
ETbHDH5ANT v - LF v (Russell Leong, 1950- ) & DA ¥ ¥ 72 —"T, “Camp life was

so fascinating to me because each camp had so many people . . . . I used to think there were eight thousand

-

stories to be told and each story, even by one writer, had different distinctions.” (236) & ii> T\ 5%,
ALAETVHIE, BAYDDOLHIICHIZ R D B —FEH T was seriously immersed in
thinking of going into religion as a minister” (235) & 5H T 213 &, FHHOIRE S LR S 2B L
DRSS E LTHE, TREEHFRLZLOTIE RV, L) DiE, LRI PHEE 572 b
8= ZBRHIINEFTC BT S 2B SNAFFLEEEHRE [V Ly 7] (Trek) OAITIS
(December 1942) 2Bk S N7z [ F 78— ZXBR | (“Topaz Station”) & W) vt Af OHFTH, “a
station . . . a stopping-off place on the way to progress as good Americans for a better America” (24) & .
IR 2 NEOB L 23 THEE R Z 55D 72H%Z, EVIRIRLTWENLTH 5,
INEFU L) EERBME [Py 2] OBEZTHRCTHALSSHELL -0 -
7 R — ) (4l Aboard) \ZFEED [k AN7=H ] (“The Travelers,” 1944) IZHEHFTE %, b/3i—
AP DREZMT NS DFUATS 7 HRT A ANIAD, REEFELRS, SHBOF
HOMIREOZZFENEI T — v T, —EEL LTIV Yy UMY 2 v —THAIME 2T S
BT % Jak B\ 728D, “Travelers . . . we are all travelers on the earth.” (129) & & Rz 8% L C
WBY, AEED 4 EC O A AF (—R) A, BRI RO —B L L CHMLTINRE
ZUREEPSEZE LT, RROERI e NEBUIMEEOR, T LTHEAEZO LD LR T2
BYo W UCEBIHET 2EmE, [Py 2] 81 % 25 235 L FaE ([ REBOEE S E Y
BiE] T MO. [BZEHLL I A - 447 K] ICL 2R E) CRESNER [TH:5 X
BHHESIHIZ &o&RFTX] (“Tomorrow is Coming, Children,” 1943) T®H %,
CofERIE. RICFOFECONTREL ST Y 7T v Y AT IE - 72 HR— oL,
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Tam—btT7 NV EV) TADFKREMFIC, HREFORFIZHCO NAERBRZFES & v ) HE
IR o TWAED, HFRZOIHEOWMEHETHEIN I ETH L, Y TFLEHELI )T, E
BOMP L HEFHICAHHZ LTV ABR-IETH L2905, €9 LciEz dMEL T OEMIX
FIREN 7239 ToH s, BRIIZDLH > T,

Ah, San Francisco, my dream city. My San Francisco is everywhere. I like the dirty brown hills, the
black soil and the sandy beaches. I like the tall buildings, the bridges, the parks and the roar of city
traffic. They are of me and I feel like humming.

You don't understand, Johnny? Ah, you are young. You will. Your grandma wants to be buried here
in America. (20)

D RO, WLOBEONY Y75 Y AANACO-BICE>TBY, s, HLd
ZO—HTHY, EHIETRAVIO—HICHE->TWVE I LE, RICHMITLIE LTV, i
LHRHRPSIEZEET AV AIIBELTEERIZZIICHS T L%, “Tstayed in America; |
belong here.” (2) &\ ) B IRERERE. TAVINORHREFEHT LI LITL > THRIZH L
TWEDTH b, ZFERAFPAEF OFEIIZE 2> TOWRKDBEDRDLOEPVETTH ) X v
=T TbH b, 25 FEEIC, —HPZEMICHES LMo EZ R THEEIZ, HR7 2
HANDOWRBOFE O RA) Z2HFFT 5 2 LI L > T HAZHEENN TV 5 E 2 IR 2 R
PAEL T A, ZORELXBINEZ I LORY S EZEG L SETHIMMATLH 5,
COEMOFE L, U— ¥ - £ F 513 “Now, on the surface, this seems to preach a pro-American
message of perseverance.” (1985, xxi) £ 422, S HIZKD & 9 PV LINZ T 5,
Grandma is not advocating amnesia, she is not saying “forget it,” or “let bygones be bygones.” As a
matter of fact, all her reminiscence has a double edge to it, and the ironies had to be bouncing off the
barracks, in two languages, for grandma, without saying it, is really saying: “Remember.” Remember
your uncle fighting overseas; remember this camp; remember me. Grandma is actually teaching
history, interpretation, survival tactics, strategy—in the guise of a bedtime story. (xxii)
D FOREZEDRET WD L 25 ) A3 s, FEIZHKIS, iRz EL3E5 2 %<
HRAAATBLIDITHTILICED, BRETEOENLELLFTLIToTVD eI (S5
DFFUE, ZOEMOBLED VTV, R EIE, BEMOBREL LT, 43 REOLEZA
EV) XD MR MEEFE ) EE D L) E0E Lad b, S5 TS EIA
ELTEHLTILOARAFHERAL IR LTV B DL, 41 FFIEHHIMERN->Tn5
DTHb, 8128 —F - #—F (Laura Card) OF 9 “a means of complying to resist’” (341). 2
O HMHE V) TSPV OTIZ, Hi ) KO LB 2 ZODOD T TELOTDH %,

3. EUXRICRZ3RHINEMAEROE [LZ&5RH] &dDc

SREPE T & V) FERGEREZ A Sz U F - BBV b 005, PlbEo X9 fEm7E
JTHD o ThIUE, BRSO REZE VI IR EREICG 2500 Lvkv, FEBE TE
D EWIHERIE (hg) BB 2R ME AR <, FIZWHFCLIvEHZTEZRE) L L, HEVBUAR
M2 I L2 WERTH DL EER X9 ] OREF 336) LT A2 EAFINTL 20, 2K
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RTIE, BT LOMES RIS ZERIE ARV T2 &, [ M=) & RH25
RO R L WA, AMERANE. WHANOARZ, 2 LTl 20 b DIZo0»TIT D
BhEhzvl, FHKRHABKIC L 208 2EFED Kohw] (UK 182) & A& B~ %
FRICHERBDTH B, HL, HEBEIZOWTOSHIE, P LEEL2ET 5, L) DI,
BfE TmY Ho7 294 A (“Slant-Eyed Americans”) (2B W T, Z2RHARHD/S— )L/ —) N —
BBOEI= 2 — 227 I 4123, “Since Japan declared war on the United States it'll mean that
you parents of American citizens have become enemy aliens.” (Mori 128) & 3 ) T2 L T, —4&UZ
FEDPEIREANZIREFE L SND LV WREORAZ L & [FY) DX ) HERI %2555
(A 184) LWV ) S ICHICITR DT NG VENZ LEARD, Y LETHFRL TS
DG B. FIUE 2HD/NGK B B KEE | ("One Happy Family” ) IZH &KL b b, 75—
W= N—Fff LIS, BZ 5 S LBDFEEES “a suspect” (13)& L CFBLIZHEATE 11, FkEh
LETOLRO— a3 2722 OEME. TS LEL TCWA2REFLZWIrE TS, O
M 2SFR) & W B RN R, BIEOWEERH LAz ik 272012, Deh%Ems 2 Rih o5
THEAF L7~ DTH D, €9 L72EDT 4 T a Y ORIEIZ->EDRLZOD, [ A
Z W] V) 8HOHHENETH 5o

O/ EEEFTNIGEZ > 723 TO S F ST LB V2B M LT, Er LIWE
LGRS SNDIERE o TWD, LA L, R BB [#bOSE Ay -] 12
WEkENLF T, —HHFEOHITMNSL Z &3 hh o7 BEHL, 6BHE W) I, Mkt
ETRE%L, ROFA XL LTHORY) ZVEV)WEWNZLREED 572725 9 A5, HHIZIEY)E
OG> hh B WEEIE s o7z L, WRICH o T L D b, BEL AMBEREZTIER
WIEFTN ORI L. HRT7T AV A AICE > T4 LWRllER O T, 22 Azl
Tl FANOREEFEL 2T TR, WS 2RO 7 2 ) HiliROBHE,
CtffiF Lhrhzwnl, RIECORRE DT LERENDH L 2 L ERERPBE LR L7272
DR o7=hEHEMTEL, LD D, 29 LIt IRz, BERoFEA L LThIEL
2R DFREMRESZHL72T T, WOFRE L TOREN#ES TRRATL 52 LIFHE
e ZOIRMOBE, WEFIZEYATNIZNTARY) DI LOZ50 2R L Tnize
EONLT AV ANRMEZFEO D) BT, ERWPIEL TV LED, SEHONUIS, &
REBFOIFINT B2 HTRIELA2RENE ) POFEREZEOLNT-Z L TH b,

19434 1 H28HIZ7 A ) 2 oEEEEIE, HRZMOEHIRT 2HMLZHIEL T, 2H1H
WS D& %4-C (BRICAEERDONEN) 2 51-A GERKRES) ICEBL, €L THRES
FHECHRT X ) A N2 TR S N5 B4R DEHE DL E R GO 7205 T DORICE & &
TONIZDD, VbW 5 ELEWGESE (loyalty registration) Td -7z (Pulliam 260) [/ — -
J— - R—=A4] DA Fua— - ¥<¥ (Ichiro Yamada) &, KD 2HHEIZ /) —DREE L72DTH %,

Question 27: Are you willing to serve in the armed forces of the United States, on combat duty,
wherever ordered?

Question 28: Will you swear unqualified allegiance to the United States of America and faithfully
defend the United States from any or all attack by foreign or domestic forces and forswear any form

of allegiance or obedience to the Japanese emperor, to any foreign government, power, or
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organization?
Y2 - 7Y 7 A (June Pulliam) 12X % &, 1000455 D FHEPEILIERH & L CBUFEEOMNH
PR szt D2 e THD (260)0 BoRAMOMEFF N FHHIEA F 10— Lo TR
IR L. KPS BRI EZ U2 2EH IR TWe k) Th b,

PEEAIC L 5 [HRES] ORMEZEMEICLZ0P, [2heT7 A ) A HRTERV—1Ed &
DINTHED EOHRABLZIZH LTEITL, Ty v 72T (FEfE) TErH L. Jlomdsr
~ (W) 2 F XS 5720 FM L7z] (FIISCH 181) ¥k #i )5 (War Relocation
Authority) OB TH o720 T 9 LIZEEARLWRAOKKZ Ny 77 v 7L TWwDds, KF
H7aur—A h2LERRD LN TEKH R R 2 (Japanese American Citizens League) D EFLE (0
BLIZEHR) #LTw7zx 42 - 3%+ 5 (Mike Masaoka) 72H DB TH %, MIILHIZE S
&, [JACLY . HHD-GRLE V- Z ) WIS, BIMICENT 2 FEE L TR TOHRADE
AL TH A LEZ. HRANOHEAZR L -] (180) LW HRWADH . Z9H Lzl
DHRANDREED, [A T 5 5] TR LW ORISRV EEE LTV,

bHEAAZOERMIZ. ¥4 PUAIRIETSH L9127 T 2 (Frank) &k o (Hiro) DD
LN 72 5 TR A, ZOHULNS, —HTHLHESDBEE CEKOWFEDIHE - TH T
BOIAD, 51T, bR LFFEEDOY— > (Jean) DU Y AN ALK, HAIIGEE o7z
“repatriates” (160)° LT, i & 4428k O— B & LTIV DR ETO Y ¥ v 7 (Jack) &
T, AV 73 V=T HNORKIICH S ~ v —1) LA 7 @HNET (BB RBHIRO A % 53
ZLEO LN IIBREEN T EROMBOER L > Tnd, TOL 750 27%
L DRBEOXF - BRECIMZ T, OB T52ENEND TNV —T O A, —f & Zfit L,
HEL SN TV RWAYGKR I (72 ) AEENEN, BATHEZZITHERLIZERAN) L%
BEAALZTEEFCOWIEIC > T EWV) 5H 10, ABOE T S il &7, K
BIA TF T F =5 BREET &) —DO/NFHONT, B2 TEHELE) el 4
LAMZTVEDTH %,

FANARDOETIZE ST, 777 EOFUNPHIZTAZTOMOMETHIUX, HITATORE
R THERIETHRIT 2 2 LIETELL B ANV, LAL, o0k, FTFA0R
TFoZ EELE. AMEICTHEBRZ LTS (145) BWLOEWROFIEDDH > 72 “Poor
Mama, he thought. Nothing but trouble all through her life. He brought her pain by volunteering. He made
her suffer. Why do folks ostracize her because of her son’s act? Now it was Frank's turn to give her pain.”
(A5 E V) PEDONFFITIE, FHOLMBLIEZ 572 BHIHT 2 81 & LTOFE L IEH & Bl T
511 % 2%, “You're smearing our name.” (156) & % % 7 U ©)." For our family’s sake—please. Get
away from that bunch.” (157) L35 & 2 A2, RAICHTLrean ZZb) R, RIKHVHE
LTRICVBICETHRN I EANDWL LR B RE LA LA TS, TORNI T
BIZH> TENME ISk, BERLTEE T2 R LR ZINIKEFHZ T 5, &
DINHDO—D DEENY 2 P51 7275, BAEFHO—DBEEICEEH D L HIS, TAYHAEF
NOE BIIZERENOFEEDH Y. TN ZBIRIIE U722 E DIELYEZH &, “It is he who
is risking life not you. And if he believes it is worthwhile, you or anyone else have no right to stop him—

nor even his mother.” (168) & Z oI X) LKA YD, L L. JELHES 2 52 72 DR
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RHBTIEZR S, WMLALERY LMEOLRBTHLRE LA IHRERIK, RIEKTAINS
EVIHRENBRL Tho72D7E (177-78)0

W DI T DRFIZIIRIRDOER 2 RKIE D 5 RAF LD TH L DIEN, TDXHE-TH
RN o B TCoANDRT R ER R Tn5 &2 A2, Ao ADFKE S &
FEWRA3d %o “Stay in America. Be a good American—always. Live, grow, and die American.” (145) &
WIHRDBEEXRBEIZBL, FHUCEFEICEE L) sl MR LRZHTH LD, LT
AV HRE L TORMEFHZ, BEGEHIC X > TRTOPLDFACIIE R 5 B2 L o Tw
HH, BBEERN M F#E D7 T 71, “He was a man of peace—do not forget his philosophy
of harmony.” (151) &, XD NETFE2 NFIAFEON—FE=—2FHOLML, 72U HiliR
ELTCOWFBERSIT A AW GAEEZHITH ) FHELZLHER LT, “If we're fighting for
freedom so free men can live as equals, then why are we here in the first place? Why must we citizens of
the leading democratic nation be ordered behind the barbed-wire when we have committed no crime.”
(157) LR HOFE 2 E 21, LIRBETHRVDIZ, 7 A A HRPFFMIC L o TR S
NTVEFIE, AEHEZHMET L OHBRANDFEEZRATLLDTH> 72,

T LT I RBOMLE S HITHILL, BEVWOR L AEZHET 2 [(NE) 34
(“General” Mita, 192) EIFIEN L —MOPOBERLZEETH ) TR TH 5, TTITHERKONIZ
MR=ZWZRDBHE DY ¥ 7 4 —F >~ (Tanforan) /X V¥ —TREL VI FRREZITH LI
0, OCTAZBIATIRIER (“the easy-chair strategist,” 192) T, HADBEFZHEF L TS A
WMTHbo MIEREERICEH Lo KADF v K (Tad) I2I0% > T, “It's a lost cause,
boys. Japan is your country. She claims you but not America.” (193) & Ii#% L. “Just because we're of the
yellow race they evacuated us. See how they allowed German and Italian aliens to remain in their homes!
We are not equals here.” (193)&. KIEOHARADODLZENT ) & B o TWZHHINIEDO AL %
BEEPEL) LT D, THLAKFTEORIMY X, BESLIMEADOHEL, bLrLbZ0
BHRFO—AN7Z o728 B BbN 2 A5 MEMEITHG S 72 25525k O JE B ’E"Sﬁﬁik%x«\"yx DN
SHLERN R A F I XL EEARTEHEEZ L TVD, TOEMPRY 7+ = 7 /NSISEWEE
BrmTwa 3, 2Rdkc 25 2 T OmZEN, 1 FLALEEOBANZE L ST W

VIR IN TV D5 THL, 2O [FHE] ZFV—TLDRPiOHE, bOZHUTEDLA,
ElAHICH2 1 ZE RN E IR 2Ll b, ZOWEDLGDEONFIH % 2 DA, FHED
V=Y Thio BBRIMKERICHLLIOEMI, DTPEPOAIN I AZRMLEL LIS L5
EZORIELORR Y BE LN L E ZATH L, LA L, Folko X512, HLIEWHHLIHAT
DEFOXZELTHFL TR TOREAZEY Y, HH Loz ESRE W) UL o
T IO ST PR LOFRZINTIIHITTDI LITR LD,

ZOERTIEZ, 77 v 7 PR LEH L DMEMICH 5. R OPIX. "My country is America
but I am not fighting for any nation . . . . I fight for man and his rights.” (193) &, [1¥&#H ] X ) —E&H»
Wanrs, REEWD ZEEERL, 727 A FOKTIIEZEIEEL TV 0T (187). M
FIEEEZ BB SN H LR T, R Vo) HLODEILICLLDIIHICRZ TSR D
THbo Lol BIFHHICIRL CTHEOHZITR 2L &2, [/ =/ —F—1] o4 Fu—
EERMBNCRALLREN D Z L3 %aWwESH. 4 Fu—illd, HAOBHEAZIEE L, REICIEE
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Mz HERD2? S DOFMTREEMT SN THKRT 2800 T, IR DOIRNFZ I 2 5 FAT
BTehoT, BERZERELTCLEIN. 75021213 29 LAERZRET S X ) 2
AR AN TV R WL, BRSNTD Wi, HOBIRIESIZ. HCOE# BN 2 E&I1C
HEOVTREEINZZ L) THIPNT L6, 2040, HONTOEHESIHZIZ WL, R
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Toshio Mori’'s “The Brothers Murata” and his Creative Activities in Topaz

TANAKA Hisao

Toshio Mori (1910-1980) is undoubtedly regarded as the “first real Japanese American writer.” However,
just at the moment his first collection of short stories, Yokohama, California, was scheduled for publication,
the War in the Pacific started. He and his family, together with more than 8,000 Japanese Americans from
the San Francisco Bay area, were forced to move to the Topaz Relocation Center in Utah. Despite his
predicament, he calmly writes from there to his mentor William Saroyan: “Personally, I have enough
material to keep me busy for a long time to come.” Similarly, in an interview, he mentions, “Camp life was
so fascinating to me because each camp had so many people.” Even in an essay, “Topaz Station,” which he
contributed to the magazine Trek published in the camp, he considers it “a station . . . a stopping-off place
on the way to progress as good Americans for a better America.” It may be natural and rational, then, that
the reader should have an impression of him as an optimistic and mild writer who is eager to see the
smiling aspects of humanity and reluctant to describe its darker side.

However, if we read Mori's “The Brothers Murata” (1944), a novelette which was published for the first
time in Unfinished Message: Selected Works of Toshio Mori (2000), then that impression may immediately
be discarded as superficial. That story is clearly the most ambitious and provocative of the whole of the
author’s works. This may be due to his keen observation of the turmoil among the residents of Topaz
caused by the loyalty registration and recruitment program enforced by the War Relocation Authority in
February 1943.

The aim of this paper is to examine “The Brothers Murata” as a key to an understanding of Mori’s true
nature submerged beneath his apparently mild and calm way of writing: the writer attempts to dramatize
not only the conflicts of the brothers, Hiro as the protagonist of the story and his elder brother Frank, as
revealed in their political ideas and also in their interpretations of their dead father's words, but also the
ideological antagonism between the pro-American and the pro-Japanese groups. In addition, Mori brings in
the tragedy of the repatriates leaving their daughter and son, a soldier of the 442" regiment overseas, and
moving to the Tule Lake camp and ultimately to Japan, as well as the romance of the young couple, Hiro
and the daughter Jean, as a kind of catharsis in this novel replete with violence and ugly human proclivities.

The fratricide at the end of the novel seems shocking and unexpected to some readers, but I want to
evaluate it as expressive of the author’s courage and sincerity, which, I argue, enabled him to delve into the
hellish depths of the human heart and, at the same time, required Hiro to murder his brother as a sacrifice
for the survival of his fellow internees, including his mother, in the extreme situation of the camp. It
appears that the idealist in the author stands by the pacifist Frank, while the pragmatist in him chooses to
supports Hiro’s viewpoint and way of life: the latter’s deadly crime may reflect an avoidable price Mori has

to pay for suffocating his own voice of conscience by making the protagonist a murderer. Thus, our
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experience of reading “The Brothers Murata” forces us to revise the common label of the mild, optimistic

author which has been attached to Toshio Mori for a long time.
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King David's Psychological Trap of War in Joseph Heller's God Knows
NITTA Reiko

1) Introduction

In 1984, Joseph Heller published his fourth novel, God Knows (hereafter GK), in which King David
narrates his brilliant career from the point of view of a senile man. Because of the biblical material, it is
natural that many critics emphasize its relation to the Bible. Yet, if “the ‘best lines’ in God Knows are still to
be found in Chronicles, in Judges, and most of all, in I and IT Samuel” (Pinsker 127), Heller's David is quite
different from the biblical David. What is more, in an interview with Ramona Koval in 1998, Heller clearly
objects to having his relation to Judaism readily probed and suggests that the book should be read in view
of contemporary life and ways of living: “King David is Jewish and the Old Testament is a [Jewish text],
but I was not that interested in the Jewish religion, and there’s not much religion in ‘God Knows' [sic], it's a
very modern, contemporary morality” (no page).

In this essay, therefore, I would like to analyze how Heller uses the biblical King David to depict
contemporary life, first by tracing his view of the world in the surface structure of the novel, and then by
searching for new developments in the deeper structure of GK. I would then like to assess GK from a

postmodern perspective and compare its ideas with those of some postmodern philosophers.

2) Binary Opposition between Humanity and Inhumanity in the Surface Structure

In his first novel, Catch-22, Heller coined a new phrase, “catch-22”, to indicate an impossible predicament.
Today, his neologism has become a common and widely used noun not only because Catch-22 has become
a well-known classic novel but also because people in contemporary society have faced unreasonable
predicaments so often that Heller’s social criticism has hit home for us.

King David in GK is also afflicted by a catch-22 — a typical contemporary problem for Heller. What he
suffers from are all kinds of miseries in his old age. Robert Merrill explains that Heller's David is a familiar
figure, being “less perfect ... far less pious " (115) and “far more human” (115) than the biblical David and
that because of his humanity, “David lost everything to the decay of time” (120) and suffers from the
dilemma of the human limitations imposed by time and the human wish to resist time. David M. Craig also
recognizes the book’s tragic vision of “the revolution of the times” (148), quoting Heller’s explanation that
“[w]hat there is in all my books, part of the central consciousness, is a philosophical despair on the
inevitability of age, of aging, and dying” (148).

In fact, Heller's David has already passed the peak of his life long enough to face the human limitations

regulated by time. He had been a brilliant warrior and enjoyed a spectacular career. Once he sat on the
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throne, however, “[t]here was nowhere to go but down” (256). Though he “fucked and fought plenty and
had a rousing good time doing both” (5), he is now too old even to be warmed by the beautiful Abishag the
Shunammite. He laments, “Nothing fails like success” (80), and his efforts for good purposes designated by
God were crowned with success only to betray him and drive him into despair later.

When young, David never accepted any impossibility. He could not help wondering why Saul had
headed into a fight in spite of a prediction his forces would be routed. When Samuel replied that “It was his
destiny” (56), David vehemently disagreed, “That’s bullshit, Samuel ... We're Jews, not Greeks. Tell us
another flood is coming and we'll learn how to live under water. Character is destiny” (56). At that time,
David was leading a happy life. He obeyed God but God told him only what he wished and thought. David
as an aged narrator, on the other hand, has regrets: “If character is destiny, the good are damned. In such
wisdom is much grief. If I'd known in my youth how I'd feel in old age, I think I might have given the
Philistine champion Goliath a very wide berth that day” (56). He has learned that people cannot fully
control their lives, for there is a great power beyond manipulating their lives.

In spite of this old man’s wisdom and the catch-22 derived from “the revolution of the times,” David
strongly insists on his human rights and wishes. In anger and frustration, he blames God for His inhuman
ruling over his life as the cause of his present miseries. This is why GK’s surface structure is constructed in

a clear dichotomy between man and God, or between humanity and inhumanity.

3) Postmodern Ambiguity and Multiplication in the Deeper Structure

Because there is no solution to a catch-22, David's lamentation derived from the dichotomy in GK's
surface structure may betray Heller's pessimism. As John Aldridge recognizes, Heller's pessimism seems
deeply ingrained in his works. In The American Novel and the Way We Live Now, Aldridge analyzes Heller's
second novel, Something Happened, and comments that “there is no one at all in charge ... and that there is
absolutely nothing to be done about it because the causes responsible cannot be located and the very idea
of responsibility may have lost all meaning” (42). Aldridge made this statement before GK's publication but
his analysis can be safely applied to GK because GK's deeper structure identifies David with God so often
that the dichotomy in the surface structure is undermined enough to indicate that David's dilemmas and
tragedy actually originate from his own character. In GK’s deeper structure, David has nobody but himself
either to fight against or to run away from.

Unlike in the Bible, David’s characteristics and roles in GK are quite ambiguous in many situations. For
example, he tries to prove his love toward Saul by composing a beautiful elegy to express his sorrow at
Saul’s death but he “soon grew more absorbed in the writing of it than in the fact of the deaths of Saul and
his sons”(217). However important a role his writing may play in GK, this abrupt change in attitude is not
proper for a mourner and impairs his open love toward Saul. Similar discrepancies are observed when the
Amelekite brings King Saul's crown and bracelet and claims that he slayed the king. The biblical David
demands of the Amelekite, “Why were you not afraid to lift your hand to destroy the Lord’s anointed?” (2
Sam. 1:14) and has him killed for ignoring God’s will. The Bible thus emphasizes David’s piety, while
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Heller's David hints at a secret and sly self-protective reason why he had the Amelekite killed: “I did not
want anyone around me to get the idea that one could lift his hand against a king for any reason whatsoever,
especially if I was the king” (216). His shrewd precaution invites a suspicion that Heller's David may have
appreciated the death of Saul for the sake of ensuring his own safety and succession to the kingdom and
that he might emphasize his love toward Saul simply to hide his actual wishes.

Similarly, David often begrudges Joab but he significantly benefits from his deeds. David publicly
blames Joab for ignoring his wishes in order to disguise the fact that Joab does dirty jobs to support his rule
and to feign innocence in the matters. And because of these contradictions between his deeds and
intentions, David as a first-person narrator can never be trusted, as Judith Ruderman acknowledges: “David
[in GK] is, in fact, a consummate liar. ... David is fully aware that he bends the truth as it suits him” (108-
09). His story is told to his advantage. His viewpoints and attitudes also change according to his wishes.
As a result, if the surface story emphasizes David's human emotions as a lover and a father and accuses
God of the inhuman exertion of His almighty power, careful observation of David’s unreliable narration
will disclose that he actually behaves like God from time to time and exercises power over life and death as
a mighty king, just as God does. It is no wonder why he confesses, “I have a monkey on my back that I
cannot shake off, and now I know who that monkey is: His name is God. ...The fault, I know, was not in
my stars but in myself” (337-38). In GK’s deeper structure, David is both the accuser and accused. And this
is the very situation that Aldridge calls “the nihilistic perception” (42).

4) The Real Location of Heller's Humanism

In GK, David’s life seems to be at a distressing dead end, and Merrill comments, “the book is sad ... for it
too offers a sustained confession of failure on the part of one who is perceived by the world as a success”
(118). Yet Merrill does not fully agree with Aldridge’s negative analysis but claims, “God Knows
acknowledges the loss of what we value, ... but life’s values, especially love, are affirmed throughout the
book” (121).

In fact, Heller demonstrates his trust in men strongly enough to prevent his pessimistic view of life from
becoming as negative as nihilism or cynicism. Heller's David manifests tremendous anger at God with a
strong sense of frustration but this also emphasizes his humanity. He treats God as if he were His equal and
claims, “He owes me an apology” (8). He adamantly insists on God'’s error, too: “I have my faults ... but to
this very day I know in my bones that 'm a much better person than He is” (8). God is not “a person” but
David dares to evaluate Him according to human standards so as to honor human values and dignity.

The pride of a man can be also detected when he boastfully announces what a man, especially a good
moral Jew, would do in God’s place.

I know if I were God and possessed His powers, I would sooner obliterate the world I had created than
allow any child of mine to be killed in it, for any reason whatever. ... But that may be because I am
Jewish, and God is not. (96)

Religious people must be awed by such an audacious comparison of God and man, but Heller's David does
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not hesitate. It is apparent that he believes in his right to get angry with Him whenever His judgment looks
one-sided and unfair. Apparently he assumes that his contract with God is settled on the basis of their equal
relations.

Even with his limitations and inabilities, therefore, Heller's David reflects positively on his identity as a
man and pays homage to it by demonstrating his anger and frustration at God's inhumanity. Ironically
speaking, however, because humanity is highly praised, Heller cannot treat his David with so much respect
and love as the biblical David receives, for as a king his David too often exerts absolute power just as God
the Almighty does. Indeed, Heller demeans his David by introducing comical elements in his narration as
Sanford Pinsker notes: “Every Borscht Belt gag, every stage Yiddish cliché, every ‘bit’ from television’s
Golden Age has been stuffed into King David's 350+ page monologue” (107). While the laughable elements
in GK may function as a literary device — as Craig claims, “humor distances and controls the emotional
desolation” (153) — they definitely diminish David’s royal dignity and sometimes even present him as a
fool.

Heller's David looks absurd, too, when he swaggers about his authorship not only of Ecclesiastes and the
Book of Psalms in the Bible, but also of every well known writing including all of Shakespeare’s works,
Romantic poems, contemporary jazz songs, etc. His claim suggests a God-like omnipresence and omnipotence
but such an insinuation reveals faults with his absolute power, just as with God’s. What is worse, his
declaration of authorship of the great literary works of Western civilization is too ridiculous to be taken
seriously and reduces him to a Quixote or a schlemiel. Similarly, David’s ungracious and tenacious coveting
of Bathsheba is farcical. While it may reveal a strong love toward Bathsheba, it definitely diminishes his
royal dignity whenever his affections are neglected or turned down coldly.

Because of his silly behavior and dishonest narration, Heller's David is impossible to sympathize with,
however forcefully he laments over his miseries and however humane and righteous he asserts he is.
Besides, if his situation is objectively re-examined, readers will realize that one does not have to be so
unhappy as Heller's David is after losing the charms and freedom of youth. And it is on this objective level

of reading his story that the true nature of Heller's humanism will be disclosed.

5) Traps for the Warrior King and Heller's Warning

Heller's David is not a trusted narrator and quickly changes his attitudes for his own advantage. In this
way he assumes various roles such as son, father, lover, shepherd, poet, warrior, and king. These diverse
roles fall into two basic personas of war and peace, as he calls himself, “David, the warrior king, the sweet
psalmist of Israel” (221). And these antithetical aspects of his character often involve contradictory actions
that cause him acute suffering. After Absalom’s revolt, for example, David tries to save his favorite son’s
life as a peaceful loving father. On the other hand, as the warrior king who governs the country by force of
arms, he cannot allow anybody to rise against him. If David had not aspired to become king and remained
a shepherd who could sing such sweet psalms as to comfort even the frantic mind of King Saul, he would

have saved himself from any power games and their associated suffering. His troubles started only after he
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stepped into the course of becoming king, which he appears to regret, “the longer I reflect on this tale of
mine, the stronger grows my conviction that killing Goliath was just about the biggest goddamn mistake I
ever made” (15).

In fact, Heller does not appreciate David’s brilliant military victories so much as the Bible does. In the
Bible, God chooses David as King Saul's successor and his military victories including killing Goliath are
prescribed deeds to realize His intention. David's victories are, therefore, God’s victories and righteous
events. Contrarily, in GK, David acts too aggressive and flippant in his fights to be respected. In his face-
off with Goliath, for example, David announces, “I was afire with conceit and bursting with a zeal to show
off when I found myself with the chance to fight Goliath one on one. There was no way I was going to let
that opportunity pass” (15). David deserves censure, too, for neglecting to appreciate the significant loss of
human life when he felt exhilarated at hearing people sing, “Saul hath slain his thousands and David his ten
thousands” (126).

Neither can Heller's David be absolved from responsibility for the deaths of King Saul and his heir,
Jonathan, although he insists, as in the Bible, that he would not kill King Saul with his hands. Yet Heller's
text subtly hints that David's overtaking King Saul’s royal position is an act of usurpation that set an
example of insurrection for his sons. Heller also ridicules David’s attitudes toward Bathsheba so much that
his committing adultery as a powerful king could have set another bad example for his sons. Accordingly,
when he laments his sons’ fighting with each other for the throne, Amnon’s rape of his half-sister, Tamar,
and Absalom’s rape of David’s concubines, readers cannot wholly sympathize with him.

King David apparently realizes that governing a kingdom peacefully resembles his former role as a
shepherd when he comments: “I was easily bored by the repetitious minutiae of administering power. War,
not reigning, was my real work. Like a fish out of water is a man of war in time of peace” (311). Yet he
remains the same type of warrior king as King Saul. He is tied down by the law of the jungle — one of the
miserable traps for a warrior king — and he cannot help suffering the loss of power in his old age as King
Saul did.

David is caught in another trap of a warrior king, too. Because he depends on absolute power, he cannot
take advantage of chances to correct his mistakes and evade his miseries. This kind of failure is more
clearly committed by God himself, who exerts almighty power over men. For example, Saul starts to lose
God’s support after he conducted a religious ritual for himself on account of Samuel’s delayed arrival to
camp before the battle of Michmash. He asks, “Was it my fault or his?” (149). It looks reasonable to blame
Samuel rather than Saul, but God will not reconsider his verdict and Saul laments, “Can one reason with
God?” (150). Saul blames God for His tyrannical inhumanity because His judgment is unilateral and
imposed without considering any excuse. In GK, God can make a mistake but His inhumane absolute
power dismisses any human criticism and prevents Him from correcting Himself. In the same way, both
David and Saul as warrior kings assert despotic power to control their people without thinking of them
from their own points of view. Though they criticize God’s inhumanity, as warrior kings they assume the
same adamant inhuman attitudes that God does. Depicting their predicaments with ironical laughter Heller

clearly criticizes the autocracy of warrior kings and their defects from his authorial point of view.
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6) GK’s Postmodern Characteristics and Limitations

If ironically amusing, GK is never a pleasant, heart-warming work to read. Heller's David is too
complicated to be loved or admired. His postmodern ambiguity and multiple roles in war and peace
generate ironical tension and induce the reader to assess the despotism of God and warrior kings. Yet, even
when David contradicts himself in exerting power over his subjects while denouncing God’s one-sided
dictatorial power as inhuman, he acts as a man as fully as possible and, with his tenacious criticism of God’s
tyranny, emphasizes his persistent and uncompromising belief in being a man to present the best humanism
in GK. Through David’s inconsistent ambiguity, Heller demonstrates his strong opposition to absolute
power as well as his unequivocal belief in men, in spite of his deep pessimism about humanity.

While appreciating Heller's humanism and his postmodern presentation of it, however, one must admit
that he fails to offer any solution for fighting autocracy or relieving David's miseries. In fact, David’s
antithetical roles as the warrior king and the sweet psalmist are too tangled to be clearly analyzed in terms
of how they might better complement each other. Heller is also too earnest in satirizing the victimizers and
victims of despotism to examine how one should properly wield or avoid such power. As a result, though
his writing reflects some postmodern characteristics, Heller does not seem to have fully understood the
important role of “otherness” and the indispensability of differences, which have been examined by
postmodern philosophers influenced by the Second World War and the Holocaust, such as Theodor Adorno,
Emanuel Lévinas, and Jacques Derrida.

For example, on Adorno Martin Jay observes: “The major lesson Adorno drew from the Holocaust was,
in fact, the link between anti-Semitism and totalistic thinking” (20). He alerted his readers to the danger of
generalization or classification because it dismisses differences. He ascribed such a deed to “the ticket
mentality” (Jay 38). If Heller had considered such a danger, he may not have been satisfied with
undermining David’s criticism of God as inhumane by presenting David’s own inhumanity but would have
clarified “the ticket mentality” in the accusation. Similarly to Adorno, Emmanuel Lévinas, another
philosopher strongly influenced by the Holocaust, underscores diversity by emphasizing man’s ethical
obligation towards other people, trying to become “a real thinker for peace” (Minatomichi 130). Jacques
Derrida, who inherited Lévinas’s thinking, also developed his philosophy under the influence of the
Holocaust, and his concept of Deconstruction, Tetsuya Takahashi explains, “is in itself an affirmative
response to a certain otherness” (139). Both Lévinas and Derrida believe that cultural pluralism should
never be abandoned. According to Robert Eaglestone, they advocate “a sense of openness towards the
future” (299), as well as towards other people, and view people’s variety and differences which “go out of
the wheel track” (281) as indispensable to establishing a peaceful future.

Eaglestone stresses the influence of the Holocaust on Lévinas and Derrida and claims that “postmodernism
in the West begins with thinking about Holocaust, that postmodernism ... is a response to the Holocaust”
(2). The positive affirmation of differences and otherness so important for Lévinas and Derrida is easily
recognized in postmodern Jewish American writers influenced by the Holocaust, such as Raymond Federman

and Walter Abish'. Unlike these European-born writers, Heller was born in the United States and was
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shielded from the immediate horror of the Holocaust. Although his war experience was bitter and painful
enough to breed his distrust in any governing power, he does not seem to have shared Federman and Abish’s
compulsion to establish a peaceful future.

Comparing GK with the works of writers influenced by the Holocaust thus confirms Heller's lack of a
concrete vision for a better future. Still GK is undoubtedly a masterpiece and no writer has ever presented the
malfunctioning world so humorously and cleverly — and without losing his faith in humanity — as Heller
did.

Notes

1 1 have already discussed their postmodern characteristics in several papers such as “Stratégies de
l'absence chez Raymond Federman” (2012) and “Walter Abish and His Literary Arts” (2014).
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Physical Identification with Grotesque Other:

Evaluating the Significance of Carver’'s Original Version of “Viewfinder”
KURIHARA Takeshi

Introduction

Raymond Carver (1938-88) published a collection of stories entitled What We Talk about When We Talk
about Love (WWTA) in 1981. It generally portrayed the daily lives of the underclass Americans, such as the
unemployed, workers at sawmill and motel clerks, with its laconic and crisp style. Publication of the
collection dramatically elevated Carver’s status as a writer by attracting a wide readership and critical
attention. Ten years after his death, however, The New York Times Magazine published D. T. Max’s well
researched article entitled “The Carver Chronicles” in 1998, which revealed that Gordon Lish, the then-
editor of Carver at the publication of WWTA, over-edited his original drafts of the stories included in the
collection. The fact that it was Lish that established Carver’s typically “minimalist” writing style was highly
controversial, as it called the writer's autonomy over his own works into question.

After Max's article, some of Carver’s original manuscripts were released in various publication formats.
Most notably, the publication of Beginners (2009), which includes all of the original versions of WIWTA,
has made possible the comprehensive analysis of the two groups of stories: the Carver originals and the
ones edited by Lish. In this paper, as part of the comparative studies of Beginners and WWTA, which are
now in progress in Carver study, I will focus on the difference between the original and Lish's versions of
“Viewfinder” in order to analyze Carver's essential humanity. In the course of the analysis, I would assert
that Carver’s original “Viewfinder” has a lot of similarities with his highly acclaimed story “Cathedral,”
which was published after Carver parted from Lish. I will also closely examine Carver’'s employment of the
figurative physical identification of the narrators in the two stories with the characters with physical
disabilities, who have been portrayed as grotesque others in the tradition of American literature and culture.
In this sense, Carver’s depiction of communication in these stories can be recognized in the political
horizon of disability studies. The communion with grotesque other, which leads to the narrators’ spiritual
liberation in the endings of the stories, is closely connected to the essentials of Carver’'s humanity that Lish
erased. As a conclusion, I would like to highlight the significance of “Viewfinder” as a milestone of Carver's

career as a writer.

I. General Critical Responses to Lish’s Editing

Before we move on to the comparative analysis of the two versions of “Viewfinder,” I would like to

introduce the circumstances of Lish’s editing over Carver’s original manuscript and some critical responses
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to such editing. Some of them are regarding the general difference between Carver's original Beginners and
Lish’s WIWTA whereas others comment on specific titles included in these collections. According to Max, at
publication of WWTA, Lish cut approximately half the words out of Carver’s original draft and rewrote the
endings of ten stories out of seventeen in the book. Carver's manuscripts preserved at the Lilly library of
Indiana University show numerous cuts and inserts by Lish. At times, Lish added a whole paragraph (37).
For example, in the case of “Mr. Coffee and Mr. Fixit,” 70% of Carver's original words were deleted. About
two thirds of the original text of “A Small, Good Thing,” which mainly provides the characters’ monologues
and psychological descriptions, was omitted. Although Max tactfully avoids direct criticism of Lish’s
editing methods and its effects, he emphasizes that Lish had a huge impact on WIWTA by saying, “For better
or worse, Lish was in there” (38).

Even in the midst of the literary boom of “minimalism” following the publication of WWTA, which led to
his national acknowledgement as a short story writer, Carver more than once expressed his discomfort
about being called a minimalist because he did not like “something about ‘minimalist’ that smacks of
smallness of vision and execution” (Simpson and Buzbee 44). This remark of his clearly shows his
rejection of the barren and bleak atmosphere of the collection as a whole established by Lish. Carver in fact
recollected some of the stories of WIWTA after re-editing them into his last collection, Where I'm Calling
From (1989) edited by Carver himself.

What is interesting, however, is that Carver also put stories of Lish’s edition into his final collection, his
“best hits compilation” so to speak, which was released after his death. His inclusion of Lish's versions in
Where I'm Calling From means that he recognized that Lish's editing improved the quality of some of his
original stories. As if proving this, Carver praised Lish’s editing skills over and over again in his letter to
Lish sent just before the publication of WIWTA (Stull and Carroll 993). It is true that his compliments to
Lish were perhaps to avoid hurting Lish’s feeling in order to dissuade him from publishing the collection in
the over-edited form. It is reasonable, however, to conclude that Carver was satisfied at least with Lish’s
versions of the stories collected in Where I'm Calling From.

How appropriate, then, was Lish’s editing? Since the publication of Carver’s original Beginners in 2009,
a comprehensive comparison between the two versions is under progress amongst Carver scholars. At this
point in the article, I would like to introduce some of the reviews of the original collection, the main body
of which is supportive of Lish's editing and his literary taste. Tim Martin from The Telegraph, for instance,
highly evaluates Lish’s edition by saying, “Lish’s versions were frequently cleaner, more vigorous and more
memorable than his (Carver's) originals” (R25). Archie Bland from The Independent also asserts that most
of Lish’s corrections were right because “the alterations are so obvious and so necessary that you can tell
exactly where the Lish cut will come without consulting the edited version” (41).

There are also some critics who express regret regarding Lish's omission of Carver's original and more
affirmative atmosphere from the stories. Blake Morrison from The Guardian on the one hand gives a
certain positive remark on Lish by stating, “Carver’s structures can be loose and his plots lacking in focus,”
while, on the other hand, emphasizing the significance of Carver’s original humanist point of view: “[Lish]

also squeezed the life out of [Carver]. The true Carver, we now see, is gentler, fleshier, less brutal than Lish’s
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Carver. The true Carver accommodates digressions and back-stories. The true Carver isn't Carveresque”
(10).

Stephen King also contributed a positive review of Beginners to The New York Times Book Review. He
criticized Lish's arbitrary editing, claiming that Lish rewrote Carver’s affirmative ending of “After the
Denim” (entitled “If It Please You” in Beginners) into a negative one: “In the Lish-edited version, there are
no prayers and hence no epiphany [. . .]. It's a total rewrite, and it's a cheat” (11). King also praises “A Small,
Good Thing,” the original version of Lish’'s “The Bath,” for its wider vision and fuller portrayal of the
characters: “This version has a satisfying symmetry that the stripped-down Lish version lacks, but it has
something more important: it has heart” (11).

As the paragraphs above show, there is no critical consensus on Carver’s Beginners and Lish's editing of
the stories. What is important here, however, is not to compare the general atmosphere of each book by
taking each collection as a whole, but the critical process of analysis that focuses on the differences
between the two versions of certain stories, in which we can discuss the way Carver’s original description
and Lish’s editing work effectively in order to construct the organic body of the story. In the following
sections, I will focus on the difference of endings in the two versions of “Viewfinder” to point out that Lish’s
editing gave a negative quality to the originally affirmative ending of Carver’s version, where he presents

the narrator’'s communion with grotesque other and his liberation from nihilism.

Il. Two Endings of “Viewfinder”

Carver originally published “Viewfinder” in Jowa Review during the winter of 1978. Although Lish cut
about 30% of the original text when he included it in WWTA, he did not change the main plot. The narrator,
who has been left by his wife and children, watches a handless photographer in the front yard as he takes a
picture of the house. The photographer approaches the narrator to sell the Polaroid. The photographer
knows the narrator’s loneliness and sympathizes with him. The narrator asks the photographer to take
pictures of him and his house. After they take pictures around the house, the narrator wants a photograph of
him standing on the roof, and there he finds some rocks on the net over the chimney. The narrator imagines
that his children threw the rocks, hoping that they would drop down through the chimney. The story ends in
the scene where the narrator signals to the handless photographer to take a picture as he throws one of the
rocks.

Critical responses to Lish's version in WWTA are roughly divided into two groups. Some critics interpret
the story in rather a negative way while others find a positive element in the ending. Emphasizing the
narrator's anger to his family, Arthur M. Saltzman asserts that the narrator’s casting the rock, which his
children left on the roof of the house, is his gesture to remove “contaminants” (105) from his house. Kirk
Nesset connects the narrator’s throwing to the violence of the frustrated male characters repeatedly
portrayed in WWTA: “These outbursts attest to the inevitable course of buried violence in Carver’'s world—
to the return of the repressed, and to the heart of all conflict, and of all stories, be the violence readily visible

or not” (33). Arthur F. Bethea in contrast sees a positive element in the ending. He construes the narrator’s
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rock-casting as a symbolic revenge on his family, which is necessary for him to recover from a spiritual
crisis, noting “the rock throwing is cathartic and liberating. [. . .] [H]e will now get on with his life” (100).
The diverse critical responses to the ending of “Viewfinder” can be attributed to Lish’s editing, which
presumably aimed to give it an ambiguous atmosphere. Let us take a close look at the difference in the
descriptions of each version’s ending. Lish’s version is as follows:
It was then I saw them, the rocks. It was like a little rock nest on the screen over the chimney hole.
You know kids. You know how they lob them up, thinking to sink one down your chimney.
“Ready?” I called, and I got a rock, and I waited until he had me in his viewfinder.
“Okay!” he called.
I laid back my arm and I hollered, “Now!” I threw that son of a bitch as far as I could throw it.
“I don’t know,” I heard him shout. “I don't do motion shots.”
“Again!” I screamed, and took up another rock. (WWTA 15)
Overall, Lish simplifies the description lexically and grammatically. He also effectively utilizes the phrases
such as “son of a bitch” and “screamed” in order to highlight the narrator’s crudeness of the American
underclass as well as the violence Saltzman and Nesset stress in their articles. The narrator’s comical and
rather perverse behavior of letting the handless photographer shoot the narrator on the roof is preserved
from the original text, which might impress the reader with its black humorous ending. Lish must have
intended to create the ambiguity of this comical ending along with the ones seen in other stories in WIWTA.
In contrast, Carver’s original version ends like this:
Then I saw the rocks. It was like a little rock nest there on the screen over the chimney hole. Kids
must have lobbed them up trying to land them in the chimney.
I picked up one of the rocks. “Ready?” I called.
He had me located in his viewfinder.
“Okay,” he answered.
I turned and threw back my arm. “Now!” I called. I hooked that rock as far as I could, south.
“I don’t know,” I heard him say. “You moved,” he said. “We'll see in a minute,” and in a minute he
said, “By God, it's okay.” He looked at it. He held it up. “You know,” he said, “it's good.”
“Once more,” I called. I picked up another rock. I grinned. I felt I could lift off. Fly.
“Now!" I called. (Beginners 10)
In Carver's version, the narrator talks much softer and gentler than in Lish’s version. The hopeful image—
which is wholly missing in Lish’s version—associated with the word “south” and the photographer’s innocent
joy, who is happy with his successful motion shot, contributes to the positive perspective of the narrator’s
future. The narrator’s grin as he gains a sense of levitation is worth noting because it implies his transcendence
of familial crisis and organizes the whole story as a narrative of positive resurrection. A Character’s
physical euphoria that connotes his / her spiritual awakening—which I will later introduce in the discussion
of “Cathedral”—is one of the essential features in Carver’'s works published after he parted from Lish. The
ending of “Viewfinder” clearly shows that Carver was trying to depict this kind of epiphanic moment from

the early stage of his writing career.
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Ill. The Physical Identification between the Narrator and the Photographer

What brings such a liberated state of mind to the narrator, then? In this section, I would like to focus on
the figurative physical identification between the narrator and the photographer that symbolizes their
mutual communion.

In terms of the characters’ interaction, Lish’s version only provides the minimum degree of communication
between the two characters. For example, the handless photographer discloses that he lives in an apartment
in the downtown, works around the suburbs using buses, and that he used to have a wife and children. After
talking about himself, he expresses his sympathy for the narrator by saying, “Thanks for the coffee and the
use of the toilet. I sympathize” (WWTA 14). Despite his words, however, the reader cannot tell how deeply
he is feeling sorry for the narrator and for himself about being left by his family due to the lack of
information about the photographer in Lish’s version.

In the original version, by contrast, the detailed portrayal of the two characters’ communication is
available. Asked about his own children by the narrator, the photographer reveals his anguish before he
expresses his sympathy to the narrator:

“What about your kids?” I waited with the cups and watched him struggle up from the sofa.
“Screw them. Their mother too! They're what gave me this.” He brought the hooks up in front of my
face. He turned and started pulling into his straps. “I'd like to forgive and forget, you know, but I can't.
I still hurt. And that’s the trouble. I can't forgive or forget. [. . .] Thanks for the coffee and the use of
the toilet. You're going through the mill now. I sympathize.” (Beginners 9)
It is much clearer in the original text that the photographer is still harboring a bitter resentment toward his
family, which makes a strong parallel between the two characters. Carver foreshadows their communicative
interaction through this analogy.

As their communication develops, the narrator’s attitude toward the photographer eventually changes. At
the beginning of the story, the narrator cautiously watches from inside the kitchen window as the handless
intruder takes a photograph of his house. The reason why he invites the handless photographer into his
house is only because he is curious about the man’s physical disability: “I wanted to see how he would hold a
cup of coffee using those hooks” (Beginners 7). This remark of the narrator suggests his sense of superiority
to the physically disabled person.

It is helpful here to employ Rosemarie Garland Thomson’s analysis of the representation of physical
disability in American literature. She points out that there is a power hierarchy of seen / seer between the
physical disabled and the “normate,” Thomson’s neologism that refers to those who regard themselves as
normative: “If the male gaze makes the normative female a sexual spectacle, then the stare sculpts the
disabled subject into a grotesque spectacle” (26). The act of staring is in fact present in the opening scene
where the narrator stares at the handless photographer from the window. As the audience at the American
freak show once satisfied their eugenical supremacy over the spectacle of the people with physical deformity,
the narrator stares at the disabled man, his grotesque other, as if trying to construct a one-sided power

relationship. By establishing a hierarchy between the physically disabled photographer and himself as a
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normate, he seems to be trying to deal with his own anguish of being left alone.

The picture the handless man passes to the narrator, however, clearly shows the outline of narrator’s head
behind the window. As the photographer says to the narrator, “I saw you from the street” (Beginners 8), the
narrator’s psychological advantage of being a seer collapses. Moreover, the photographer claims that he has
shot—that is, he has seen through the viewfinder —the people who like to be within the frame of photographs
(Beginners 8). This remark of the photographer not only elevates him to the position of a seer, but also
emphasizes that, despite his physical disability, his commitment to the world is much deeper than the
narrator’s, who encloses himself in the house. Through this, the narrator’s self-centered, narcissist boundary
between the seer and seen, the normate and the physically disabled, eventually becomes blurred. After
knowing that the photographer has also been left by his family just like himself, the narrator begins to
recognize him from a fresh point of view: “I looked again at the hooks as they maneuvered the straps. It
was wonderful to see what he could do with those hooks” (Beginners 9). Now the narrator is harboring a
humanist respect to the photographer, transcending the binary of the normate / disabled.

After he establishes a close rapport with the photographer, the narrator admits that his family left him. In
Lish’s shorter version, this scene is portrayed as follows:

I said, “The whole kit and kaboodle. They cleared right out.”
“Look at this!” the man said, and again he held up his hooks. (WWTA 14)
Lish only provides the reader with the photographer’s cryptic response to the narrator's confession. The
reader needs to guess whether he is trying to shorten their emotional distance or not. Carver’s original text,
by contrast, discloses more for the reader:
“You were right,” I said. “They did just up and move out. The whole kit and caboodle. You were right
on target.”
The man with no hands said: “You didn’t need to say word one. I knew the instant you opened the
door.” He shook his hooks at me. “You feel like she cut the ground right out from under you! Took your
legs in the process. Look at this! This is what they leave you with. Screw it,” he said. (Beginners 9-10)
Compared with Lish’s version, a kind of solidarity between the two characters is more evident in the original
version as the photographer is more eager to share his past experience with the narrator.

Ayala Amir emphasizes the spiritual bond between the two characters by asserting that Carver’s phrase
“Took your legs in the process” creates an analogy —loss of important parts of the body —between them
(7). What is more remarkable in terms of their physically parallel relationship, however, is that the narrator
employs the verb “hooked” in the ending that I quoted in the last section, which connotes their figurative
physical identification more directly, whereas Lish’s narrator simply uses “threw.” Their physical identifica-
tion indicates that at the end of the story the narrator has come to perceive the photographer as his comrade,
who shares with him a similar psychological predicament, although he once treated him as a grotesque
other.

Mildly obsessed with the dominant, conventional ways of thinking disseminated in the American society,
Carver tends to portray marginal people such as the non-whites, the physically disabled, the divorced,

bankrupts and alcoholics as deviant other, using a traditional frame of reference. In “Viewfinder,” too, the
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narrator, who is abandoned by his family, is feeling a sense of guilt and shame about being deviate from the
ideal of traditional family. The narrator’s bipolar reaction to the disabled photographer, therefore, can be
attributed to his psychological fear about being categorized as a socially deviant other.

At the end of the story, however, Carver presents a possibility of liberation for the narrator brought to
him by his grotesque other. Thomson points out the significant potentiality of the physically disabled to
overturn the dominant social hierarchy. By exemplifying the mysterious abilities of Toni Morrison’s black
female characters with physical disabilities, which her normate characters rarely possess, Thomson argues
that “the disabled figures operate in varying degrees as challenges to the cultural status quo, introducing
issues and perspectives with the potential to refigure the social order” (38). Here, Thomson highlights the
significance of re-interpreting the representation of disabled figure as a radical agent that decentralizes the
dominant social values, instead of as a grotesque, deviant other.

In Carver's original text of “Viewfinder,” the decentralizing process of the conventional recognition of
other is prominent in the shift of narrator’s perception of the handless photographer. Being “wonderful” in
spite of his physical impairment, the photographer triggers the affirmative acceptance of deviant self of the
narrator, a figuratively impaired nihilist who is suffering from the painful separation with his family. Unlike
in Lish’s version, which ambiguously describes the narrator’s psychological status, the figurative identifica-
tion between the narrator and the photographer notable in Carver’s original text works as a metonymy of

the narrator’s liberation that derives from positive allowance of his marginal self.

IV. The Similarities between “Viewfinder” and “Cathedral”

As we have already seen, “Viewfinder” portrays an epiphanic liberation of the nihilist narrator catalyzed
by the disabled photographer as grotesque other. Carver's “Cathedral” has a similar plot to “Viewfinder.”
“Cathedral” is written after Carver broke away from Lish’s influence and is regarded as one of his most
popular and highly acknowledged stories. In this section I would like to highlight the similarities between
the two stories in order to foreground the significance of “Viewfinder” as a cornerstone of his career
advancement.

As in “Viewfinder,” the narrator of “Cathedral” is also initially depicted as a nihilist living in spiritual
alienation. His relationship with his wife is far from desirable and he does not seem to have close friends as
his wife says, “You don't have any friends” (Where I'm Calling From 294). He does not have a passion for
his job, either. Judging from the fact that he does not mention much about his work, it is natural to assume
that he has not achieved self-realization as a worker, just as he has not done so as a husband. In such a
situation of psychological stagnation, he cannot positively welcome Robert, a blind friend of his wife, who
is visiting their house. For the narrator, Robert is a grotesque intruder in their house, paralleling with the
photographer in “Viewfinder.”

Being jealous of the close friendship between Robert and his wife, the narrator tries to stereotype Robert
as just a blind man and even says that “Beulah,” Robert’s wife, is the name of “a Negro” (Where I'm Calling

From 295). Thus the narrator unintentionally reveals his immature fantasy of his self as superior to the non-
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white and the disabled. His fantasy of being a superior, “normal” self is embodied in his stare at Robert.
Just as the narrator of “Viewfinder” at first regards the photographer as a grotesque other, the stare of
narrator in “Cathedral” also turns the blind man into a spectacle, or a freak: “There was something different
about them (Robert’s eyes). Too much white in the iris, for one thing, and the pupils seemed to move
around in the sockets without his knowing it or being able to stop it. Creepy” (Where I'm Calling From
297).

Echoing the humanistic change in the narrator of “Viewfinder,” in “Cathedral” also, the narrator’s self-
centered attitude toward the blind man eventually turns into something more humane. This change is
triggered by his surprise at Robert’s excellent eating manner at dinner:

We dug in. We ate everything there was to eat on the table. We ate like there was no tomorrow. We
didn't talk. We ate. We scarfed. We grazed that table. We were into serious eating. The blind man had
right away located his foods, he knew just where everything was on his plate. I watched with admiration
as he used his knife and fork on the meat. (Where I'm Calling From 298-99)
First, the repetition of “We” here emphasizes the solidarity between them as comrades who share the food
together. Second, the narrator’s “admiration” for Robert's eating skill despite his blindness parallels the
narrator’s praise for the photographer’s tactful usage of his hooks in “Viewfinder.” The relationship between
the narrator and the blind man here is evolving into more humane communication, surpassing the boundary
of normate / disabled.

After smoking marijuana together —another sharing act that connotes their solidarity —the narrator
discovers that he does not know any valid words to describe the cathedral shown on TV to the blind man.
That is, his “normal” eyes are as blind to the world as those of the blind man. His lack of worldview parallels
his lack of connection to the world and frame of reference. Being asked if he regards himself as religious or
not by Robert, the narrator answers, “I guess I don't believe in it. In anything. Sometimes it's hard. You
know what I'm saying?” (Where I'm Calling From 305). Without the frame of reference, the narrator not
only misses the synchronic connection to the people around him such as his wife and friends, but also the
diachronic one necessary to make a historical connection with people, which cathedrals symbolize. In this
scene the narrator confesses to Robert his feeling anguish over his alienation, which parallels the admission
of the narrator in “Viewfinder” of his sense of loss from his family crisis, which associates with his sense of
guilt and shame about being deviant from the social norm of the ideal family.

His confession of spiritual confinement—that is, a confession of his longing for emancipation—leads to
a figurative liberation presented in the closing scene of the story, in which he draws a cathedral hand-in-
hand with the blind man. Following Robert’s instruction, the narrator sketches the picture with his eyes
closed, which brings him an inarticulate physical sensation of disengagement:

Then he [Robert] said, “I think that’s it. I think you got it,” he said. “Take a look. What do you think?”

But I had my eyes closed. I thought I'd keep them that way for a little longer. I thought it was
something I ought to do.

“Well?” he said. “Are you looking?”

My eyes were still closed. I was in my house. I knew that. But I didn't feel like I was inside anything.
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“It’s really something,” I said. (Where I'm Calling From 307)
Bethea asserts that this closing scene indicates the narrator’s liberation from his claustrophobic self as the
narrator’s sense of “something” dispels his nihilism (156). Here I would like to highlight, however, the fact
that the narrator’s spiritual liberation metonymically signified by the sensational “something” is accompanied
by the loss of vision, a figurative physical identification with the blind man. As if paralleling the acquisition
of freedom on the roof of the narrator of “Viewfinder,” who once nihilistically enclosed himself indoors,
the narrator of “Cathedral” also liberates himself out of autistic nihilism.

It is true that his epiphany remains provisional and partial because any reader can easily devalue it into a
mere illusory sensation caused by the effect of marijuana. However, the affirmation of humanist communion
symbolized by the physical identification with grotesque other in Carver’s original version of “Viewfinder”
and “Cathedral” clearly shows the destination that Carver had wanted to reach as a writer since the earlier

stage of his career, which was concealed by Lish’s editing.

Conclusion

Carver did not include “Viewfinder” in Where I'm Calling From, whilst he did some of other stories from
WWTA. This might be because he was not satisfied with the edited version by Lish, or because he thought
that the plot of the original version of “Viewfinder” was too similar to “Cathedral,” which had already
attracted wide critical attention. Either way, the analysis of its original text collected in Beginners reveals
that the writer’s portrayal of humanist interaction deleted by Lish—that is, the communion and the physical
identification with grotesque other—was indeed one of his obsessions throughout his writing career.

In an interview, Carver once testified that “Cathedral” was a milestone in his career: “When 1 wrote
‘Cathedral’ I experienced this rush and I felt, ‘This is what it’s all about, this is the reason we do this”
(Simpson and Buzbee 44). In fact, the stories regarded as representative works of Carver’s, such as “A
Small, Good Thing” and “Where I'm Calling From,” often depict the characters’ spiritual opening-ups
throughout their interaction with various types of other, just as shown in “Cathedral.”

We should not overlook, however, the fact that Carver already wrote an archetype of these stories early
in his career, when he was called as a minimalist. According to Carol Sklenicka's detailed biography,
Carver wrote “Viewfinder” in the summer of 1977, just after he stopped drinking in June (313). At that
time, he was separated from his family and mentally unstable, anxious about a recurrence of alcoholism.
His friend Douglas Unger, who provided him with shelter and support then, recollects that his mental state
was “the lowest of the low” (Halpert 92). The separation from his family due to his alcoholism must have
caused a tremendous grief to Carver, who had an obsession with traditional values as I have already
mentioned above. Under such circumstances, however, Carver wrote about the character’s emancipation and
reconciliation with grotesque other, which indicates the writer’s essential trust in humanistic communion and
solidarity.

As many reviews have pointed out, Lish’s editing succeeded in reshaping and tightening Carver’s prose

in WWTA, establishing a unique, remarkable atmosphere. Carver's original text of “Viewfinder,” however,
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along with his later “Cathedral,” shows us the direction he intended to follow as a writer, which we cannot

see in Lish’s version.
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