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Foreword

Sounds of New Zealand - los sonidos que quizas hace algunos afios nos
llegaban apagados desde Nueva Zelanda, ahora suenan cada vez mas cercanos
gracias a volumenes como este, editado por Juan José Varela Tembra. Y esos
sonidos reverberan gracias a una amplia gama de manifestaciones artisticas:
desde la literatura, el cine y el arte visual, pasando por descripciones de
realidades concretas sobre su economia, historia, politica y variedades
lingtiisticas. Muy especialmente, ocupan un lugar visible los estudios sobre el
pueblo maori.

Ya hace algtin tiempo, obras como las de Janet Frame o Alan Duff nos
acercaron a esos espacios deseados pero dificiles de pisar por su lejania.
Ahora podemos leer sus obras a la luz de las aportaciones aqui incluidas. No
olvidamos los interesantisimos articulos sobre otras obras literarias: literatura
infantil neozelandesa, la escritora maori Patricia Grace, literatura fantastica y,
fiel a un criterio de complementacion entre los articulos seleccionados, sobre
el desarrollo de la capacidad lectora y critica en el marco educativo.

Muy cercanos en el tiempo y en la memoria, y también ubicados en la
literatura fantastica, estan los impresionantes paisajes de las tres peliculas de
Peter Jackson basados en la trilogia de J.R. Tolkien EI Serior de los Anillos.
Nieve, desierto, verdes bosques y mares azules o grises sirvieron de fondo para
acercarnos a esa terra incognita. En el volumen que nos ocupa, dos autores
nos permiten viajar de nuevo hacia esos paisajes para introducirlos en todo su
esplendor en nuestras aulas a fin de desarrollar la competencia intercultural
de nuestros ciudadanos del futuro. Esos mismos ciudadanos se veran
enriquecidos con reflexiones sobre el uso del arte visual en la educacién
primaria.

La cercania se acentua también con los puentes establecidos entorno a
reflexiones sobre el feminismo desde las diferentes -y a su vez comple-
mentarias— perspectivas de Espana y Nueva Zelanda, o en el estudio sobre
la presencia de la internacional orden benedictina en aquellas tierras.

Las aportaciones de este volumen nos permiten acercarnos a ese
espacio con paso firme mientras se va trazando ante nuestros ojos un perfil

preciso de su realidad. La coherencia y la proximidad de los articulos



satisfacen un alto grado de curiosidad que no necesariamente tiene que ser el
del especialista. Cualquier lector o lectora con interés por ese pais podra viajar
hacia sus parajes y regresar con nuevas experiencias y sabiduria. Como decia
Tolkien, la literatura -y, en este caso, la lectura—- nos permiten escapar para
recobrarnos de los avatares de la vida y encontrar asi consuelo. Escapemos,
pues, a Nueva Zelanda. Escuchemos sus sonidos con mayor nitidez gracias a

trabajos rigurosos y creativos como el que tenemos ahora en las manos.

Maria Gonzalez Davies

Universitat Ramén Llull



Note from the editor

Welcome to the second issue of the Spanish Journal of New Zealand
Studies (Sounds of New Zealand). Continuing the good pace we have
established this is the second number of the 2008 volume. We expect to
continue this pace and look to have the journal indexed in the appropriate
thematic indices. There are several interesting special issues in the pipeline,
as well as an increasing number of submissions that should turn into
accepted articles. However, the lifeline of a journal is the interest in rising
interest on the matter, and that in turn is a function of the quality and
quantity of the articles appearing in the journal. Please consider submitting
your manuscripts and encouraging your colleagues to request information
about the journal.

This issue tackles a number of relevant and important concerns in the
world of New Zealand studies, allowing us to bring together enthusiastic
scholars not only from Spain but from other continents and several countries
working not only in the field of English Language and Culture but in several
other fields such as Education, Sociology, History, Economy, Cinematographic
or Ethnic Studies; portraying all the richness and variety which New Zealand
offers to the world.

This volume contains 15 papers that were the outcome of a professional
research. We would like to take this opportunity to put on record our thanks
to all of the people and organizations that contributed to the success of this
second edition.

We are grateful to the persons and institutions that provided financial
assistance, including the Seminario de Estudios Neozelandeses; the Instituto
Teologico Compostelano and the Sociedad Espanola de Literatura y Cultura
Popular (SELICUP). Finally, thanks to Geoff Ward, Ambassador of New Zealand
to Spain for all his support.

Juan José Varela Tembra, Editor






DETERMINATIONS FOR DEVELOPING CRITICAL LITERACY RECOGNIZED IN

THE NEW ZEALAND CURRICULUM

Daniela Andonovska Trajkovska

"St. Kliment Ohridski" University, Bitola

Several words about Critical Literacy

Critical literacy can be discussed as a competence that includes several
sub-competencies. Critical literacy includes abilities at the students (or people)
to read texts critically and promote social justice by thinking and acting in
social just manner. This critical literacy as a different kind of literacy
recognized among educators has its origins in the Pedagogy of the Oppressed
by Paolo Freire!, critical social studies and poststructuralist literary analysts.
Critical social studies opened new field of research where it was pointed out on
people discrimination using different criteria. Critical pedagogy emerged out of
the notion that people are suffering from oppression of many types because of
their not knowing-about-power-relations status. Freire is criticizing the old
banking-concept in education where teachers are active and students are
passive participants in everyday school life. According to this concept,
teachers use old traditional methods of teaching that encourage monologue. In
this kind of classroom management, dialogue and discussion are not
welcomed. Students are not allowed to question any of the concepts that are
getting from their teachers or books; therefore, they have to believe in it with

closed eyes.

Developing critical literacy is empowered by analyzing different types of

texts. It includes literacy practices such as:

- being aware that texts are individually and contextually

constructed (in specific society or specific time and place that

1 Freire, Paulo. Pedagogy of the oppressed, 1970, Communist University, 2007
retrieved from http://amadlandawonye.wikispaces.com na 15.12.2007




is influenced by all the participants in that process of living
and acting in that context),

- being aware of self in specific broad or narrow contexts,

- being aware of others in specific broad or narrow contexts,

- being aware of relations between self and others in specific
broad or narrow contexts,

- respecting other people's feelings, believes and decisions and
break stereotypes and prejudices in thinking and acting,

- being aware that texts are not neutral, they are ideological,

- knowledge of the language functioning in texts and how it
creates meaning,

- ability to represent meaning,

- being aware of the multiple ways of meaning,

- making inter-textual connections,

- ability to construct texts according to the purpose of the
message, content of the message and the audience,

- ability to recognize problem situations in texts or to pose
questions that foster problem-solving situations, hypothesize,
organizing and be a part of an inquiry, testing, evaluating and
concluding as part of critical thinking process in socially

constructed environment.

Many researchers and practitioners are working on developing
successful models that will work when talking about developing -critical
literacy in the classroom. For instance, the four-resource model promoted by
Luke and Freebody? contains developing four key competences at the critical

reader:

- Code breaker (coding competence),
- Meaning maker (semantic competence),
- Text user (pragmatic competence),

- Text analyst (critical competence).

2 Luke, Allan. Reading and Critical literacy: redefining the Great Debate", Paper
presented at the Annual New Zealand conference on Reading, 10-13 May 1992,
Wellington.



Coding competence takes place when the reader recognizes the code
that is used in the text and when the meaning is generated and constructed
while or after reading the text refer to semantic competence. The text has
meaning and it is important only if the reader finds something that relates the
text and his/her own personal life and growth. This is how the meaning
constructed from the text is used (pragmatic competence) to make meaning in
other context. To be aware of language functioning in specific structure (text)
in cultural specific environments when engaging the reader as active
participant in negotiating meaning when knowing that text are ideologically

shaped is to be text analyst or to have critical competence.

Another example is the Department of education in Tasmania3 that is

suggesting this model:

e Immersion

e Prediction

e Deconstruction
e Reconstruction

e Taking social action

This model includes critical reading of the text and invites active
participation like taking social action of the reader in the society that he/she

lives in order to make social justice reality.

Perspective of literacy definitions in different countries

Definition of literacy is constant topic of interest in the field of literacy
research. The old definition that literacy is ability to read and write is no
longer addressing the needs of human existence. In spite of this notion, there
are still places in the world where this definition is accepted. For example,
according to the information provided by UNESCO, in India, Brazil, Cambodia,
Mongolia, Pakistan, Philippines, Benin, Brunei Darussalam, Papua New
Guinea and many more, literate person is the one who can read and write in

any language. Literacy as ability to read easily or with difficulty a letter or a

3 Critical Literacy, English Learning Area: Especially for Teachers — About English,
Authorised by: Executive Director (Curriculum Standards and Support), Produced by:
Department of Education, Tasmania, School Education Division, Queries:
eCentre.Help@education.tas.gov.au, Modified: 11/09/2007 retrieved on 14/08/2008
from http:/ /wwwip.education.tas.gov.au/english/critlit.htm -->




newspaper is recognized in Angola, Bosnia and Herzegovina, Burundi, the
Central African Republic, Chad, Cote d'Ivoire, the democratic Republic of the
Congo, Equatorial Guinea, Kenya, Madagascar, Myanmar, the Republic of

Moldova, Rwanda, Sierra Leone, Sudan, Suriname, Swaziland, Togo, Zambia.

There are countries like Estonia or Mali where school attainment (by
increasing levels of attainment) is considered as condition for determining

whether a person is literate or not.*

In England in 1998 was released National Literacy Strategys in order to
increase the literacy in students in primary and secondary school. National
Literacy Strategy was meant to increase the achievement at students in the
language arts area, but also to teach and help children to transfer previously
gained knowledge and to make integrations of many subject school areas with
life. This speaks about the determination to view literacy practice from other
perspective different then before (where literacy was considered to be

developed in the English Language Arts class).

Tasmanian Government education since 1997 is using this definition of

literacy:

Literacy is the ability to read and write and use written information and
to write appropriately in a range of contexts. It also involves the integration of
speaking, listening, viewing and critical thinking with reading and writing, and
includes the cultural knowledge which enables a speaker, writer or reader to

recognize and use language appropriate to different social situations.6

Department of education in Tasmania published on the Tasmanian
government education site also provides other definitions of literacy and the
main accent is given to developing critical literacy. Mainly they refer to the

work of Allan Luke, Peter Freebody, Barbara Comber and Ira Shor.

4Education for all: Literacy for life. Global Monitoring Report, Unesco Publishing, 2006,
pg. 148-159;

5 The National Literacy Strategy: the first four years 1998-2002, Office for standards in
education, London, 2002

6 Literacy and English, English Learning Area: Especially for Teachers — About English,
Authorised by: Executive Director (Curriculum Standards and Support), Produced by:
Department of Education, Tasmania, School Education Division, Queries:
eCentre.Help@education.tas.gov.au, Modified: 17/07/2006 retrieved from
http:/ /wwwifp.education.tas.gov.au/english/critlit.htm -->
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Finding critical literacy determinations in official New Zealand
curriculum and related documents

Literacy in New Zealand is defined as ...ability to understand, respond to,
and use those forms of written language that are required by society and valued
by individuals and communities.” National Curriculum, The New Zealand
National Qualifications Framework and other related documents provided by
The Ministry of Education in New Zealand and New Zealand Qualifications

Authority, support this definition.

Vision stated in the curriculum predicts educating students that will
become confident, connected, actively involved and lifelong learners. This
selection of vision statements can be considered as a part that is addressing
the needs for developing critical literacy and at the same time part where

critical literacy can emerge:

...Students that are able to relate well to others, effective users of
communication tools, connected to the land and environment, members of

communities, international citizens as part of the connected statement,

...positive in their own identity in the confident, participants in the range
of life contexts, contributors of well being in New Zealand — social, cultural,

economic, and environmental as part of the actively involved section;

...and literate and numerate, critical and creative thinkers, active
seekers, users and creators of knowledge, informed decision makers as part of

the lifelong learners statement.8

Principles that are respected in constructing and developing New
Zealand Curriculum are: High expectations, Treaty of Waitangi, Cultural
diversity, Inclusion, Learning to learn, Community engagement, Coherence,
Future focus. Among these five principles Cultural diversity, Inclusion,
Learning to learn and Community engagement are principles that encourage
developing critical literacy in the classroom, because they theoretically stand
against all kinds of discrimination and oppression and they predict organizing

school work by respecting social just manner of thinking and acting. Still there

7 Ministry of Education, (2003). Effective literacy practice in Years 1 to 4. Wellington:
Learning Media.

8 The New Zealand Curriculum: for English-medium teaching and learning in years 1-13,
Ministry of Education, Wellington, New Zealand, 2007;
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is no evidence of education for social justice, which is the primary goal when

developing critical literacy.

Most of the Values® stated in the curriculum also address the needs of
developing critical literacy; because if critical literacy is developed students
would be thinking critically and creatively, they would be aware of the

presence of different cultures and many more:

... Innovation, inquiry, and curiosity, by thinking critically, creatively and
reflectively which supports contemporary trends in education are based on the
not so recent active but of great importance pedagogues like Dewey,
Montessori, and others respecting critical thinking in education. Banking-
concept that in the early seventies was coined as a term by Paolo Freire in his
Pedagogy of the oppressed and negatively critiqued in terms like this is not

longer recognizable.

... Diversity, as found in our different cultures, languages and heritages
which compared to critical literacy demand passes as something that needs to
be done in order to use it as a value that needs to be respected later on when
analyzing texts. In this stated value, we cannot recognize relations between

texts, analysis and culture characteristics or different cultural contexts.

... Equity through fairness and social justice is very important value that
supports the idea of developing critical literacy. So far, fairness connection

between fairness and social justice and texts analysis is not clearly visible.

... Integrity, which involves being honest, responsible, and accountable
and acting ethnically, is connected to critical literacy, but not in a direct
manner. If all this personality features are related to the social just acting and
thinking then they are contributing the process of developing critical literacy,

otherwise it is not a rule.

Key competencies identified in the New Zealand Curriculum!° are:

o thinking,

o using language, symbols, and texts,

9 The New Zealand Curriculum: for English-medium teaching and learning in years 1-13,
Ministry of Education, Wellington, New Zealand, 2007;
10 Thid;
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o managing self,
o relating to others,

o participating and contributing.

These competences contribute to organizing teaching and learning
situations appropriate to use critical literacy strategies and practices, although

developing critical literacy as a competence or a goal is not clearly stated.

The curriculum is organized in several learning areas: English, arts,
health and physical education, learning languages, mathematics and statistics,
science, social sciences and technology. In each learning area, students will

learn:

* the specialist vocabulary associated with that area;
e how to read and understand its texts;
* how to communicate knowledge and ideas in appropriate ways;

* how to listen and read critically, assessing what they hear and read.

I will make comparison between literacy definition according to Luke
and Freebody (they promote the idea of critical literacy) and literacy definition
and understanding of literacy features found in the New Zealand curriculum,

down below.

13



Literacy definition according to | Literacy definition and
Luke and Freebody, students!? understanding of literacy features
found in the New Zealand

Curriculumi2

...break the code of written texts by | Students ...organize texts, using
recognizing and using fundamental | simple structures.!3

features and architecture, including
alphabet, sounds in  words,
spelling, and structural
conventions and patterns (coding

competence)

...participate in understanding and Students participate in
composing meaningful written, | understanding and  composing
visual, and spoken texts, taking | meaningful written, visual and

into account each text's interior | spoken texts. 14 Using a set of

meaning systems in relation to | underpinning processes and
their available knowledge and their | strategies, students develop
experiences of other cultural | knowledge, skills, and

discourses, texts, and meaning | understandings related to:
systems (semantic competence) * text purposes and audiences;
* ideas within language contexts;
* language features that enhance
texts;
* the structure and organization of
texts.
There is mno direct connection

between analyzing the text's interior

11 Allan Luke & Peter Freebody. Further Notes on the Four Resources Model, Reading
Online, www.readingonline.org, 1999-2000 International Reading Association, Inc.,
August 1999; retrieved from
http:/ /www.readingonline.org/past/past_index.asp?HREF=/research/lukefreebody.ht
ml -->;

12 The New Zealand Curriculum: for English-medium teaching and learning in years 1-
13, Ministry of Education, Wellington, New Zealand, 2007;

13 The New Zealand Curriculum: Achievement Objectives by learning area: set of 8
charts, ministry of Education, Wellington, New Zealand, 2007;

14 Students are making meaning of ideas or information they receive (Listening,
Reading, and Viewing); students are creating meaning for themselves or others
(Speaking, Writing, and Presenting)... Students show a developed understanding of
ideas within, across, and beyond texts.
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meaning systems and student's
experiences and knowledge of other
texts and

There

cultural discourses,

meaning systems, yet. is

more indirect connection and at

some point not very explicit

statement where it is said that

the ...the study of New Zealand and

world literature  contributes to
students’ developing sense of
identity, their awareness of New

Zealand’s bicultural heritage, and
their understanding of the world.
But still it is not evident whether
students become aware of their
by

simple reading world literature and

identity and other cultures

studying about New Zealand; or

there is special  educational
methodology engaged in analyzing
where students the

texts see

influence of self and others in
discussing, in making or creating
meaning because of their unique
characteristics (individual, gender,

culture, ethnicity, history, society,

language,...).

...use texts functionally

by
traversing and negotiating the
labour and social relations around
them -- that is, by knowing about
and acting on the different cultural
and social functions that various
texts perform inside and outside
school, and understanding that

these functions shape the way

This definition is more suitable for
recognizing functional literacy then
for critical literacy: Literacy in
English gives students access to the
understanding, knowledge, and
skills they need to participate fully in
the social, cultural, political, and
economic life of New Zealand and

the wider world.
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texts are structured, their tone,

their degree of formality, and their
of

(pragmatic competence)

sequence components.

critically analyze and transform
texts by acting on knowledge that
texts are not ideologically natural
or neutral -- that they represent
particular points of views while
silencing others and influence
people's ideas - and that their
designs and discourses can be
critiqued and redesigned in novel
and hybrid

ways (critical

competence)

Students learn to deconstruct and
critically interrogate texts in order to
understand the power of language to
enrich and shape their own and
others’ lives. Here we can recognize
critical

literacy engagement in

defining literacy although this

statement is not supported by other
ideas related to critical literacy that
the idea of

explain critically

interrogation of texts.

Curriculum Stocktake Report Recommendations and Rationale is
published on the official web page of the Ministry of Education in New Zealand
on August, 6 200815. In recommendation 5 that stresses the need of revising

the Essential Learning Areas it is said:

Specialist cross-disciplinary teams should audit the outcomes against the

purposes of the curricula and against the future-focused curriculum themes of:

o social cohesion (including developing resilience and a sense of social
connectedness);

o citizenship (local, national, and global);

o education for a sustainable future (including sustainable development
and environmental sustainability);

o bicultural and multicultural awareness;

15 Curriculum Stocktake Report Recommendations and Rationale, Ministry of education
(This is an extract from the Ministry of Education's report to the Minister and
Associate Minister of Education) which was available from the following official
internet resource
http:/ /www.minedu.govt.nz/educationSectors /Schools/CurriculumAndNCEA /Nation
alCurriculum/CurriculumStocktakeReportRecommendationsAndRationale/Revise_the
_Essential_Learning Areas.aspx
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o enterprise and innovation; and critical literacy (including digital

literacy).

The latest citation speaks about the awareness of Ministry of Education
about the important of critical literacy goals and objectives in the worldwide

open society that respects the culture and individual heritage of the students.

Conclusion

After the analysis of the New Zealand Curriculum and related
documents, we can conclude that there are elements of critical literacy
development determination, but not in a very explicit manner. Something that
this document or documents related to it lack is presenting evident connection
between education for social justice and text analysis. By analyzing the
principles, values, key competences stated in the New Zealand Curriculum we
could recognize some determinations that open possibilities for organizing
education that includes strategies for developing critical literacy. By analyzing
learning outcomes in every Essential Learning Areas, especially in English
there are elements that prove connection between reading and critical thinking,
but still there is a lack of evidence that show connection between critical
literacy determinations and text analysis. Literacy is understood mainly
similar as Luke and Freebody consider literacy as coding, semantic and
pragmatic competence. Critical competence can be recognized particularly in
only in one objective (that is stated above in the table) but without further

explanation.
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PATRICIA GRACE'S LIFE AND LITERARY WORKS THE KUIA AND THE

SPIDER

Pilar Couto Cantero

Universidad de La Coruna

Introduction

This article is basically aimed to reach, develop and explain the
following objectives: the first thing to do is introducing Patricia Grace’s (1937-)
life and literary works to a Spanish reader. On the other hand, it is also my
intention to promote reading skills among students of English as a Foreign
Language through children’s fiction from a teaching and learning point of view.
I will also try to demonstrate that Patricia Grace’s children’s fiction is not only
devoted to early childhood but also to an adult reader who can make a second
and deep reading to understand the real meaning of her writings.

Those writings are full of social commitment and most of them deal with
socio-cultural matters in which Pakeha-Maori relationships are shown from a
different point of view. They are also written from a different and personal way
of talking because one of Grace’s main interests is set on characters. “The
stories happen because of the characters, the language belongs to the
characters, the settings, the environment, the moods... everything. The
characters are central to all that. People are very important to me, but also

communities”. (Fresno Calleja, 2000:115).

Life and literary works

Patricia Grace was born in Wellington in 1937; she was educated at St
Anne’s School, St Mary’s College and Wellington Teachers’ Training College,
later gaining Victoria University’s Diploma in the Teaching of English as a
Second Language. Thus, she became a teacher of English as a Second
Language and began writing at about 25 while teaching in North Auckland.
She continued to write while teaching, raising her family of seven children and

moved to Plimmerton, near Wellington, where she still lives.
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Grace is a New Zealander with “a different voice” and the first one who
wrote a short story collection from a Maori woman writer point of view.
Through her writings, she tries to demonstrate Maori people’s right to speak,
each with a different narrative voice. She has successfully used oral tradition
and shown that a Maori world is unlimited and Maori people are as diverse as
any other people. She has been awarded for several times with book prizes,
book awards and medals and her novels, short stories and children’s fiction
have been translated into several languages.

As she declared while being interviewed by P. Fresno Calleja (2000:110)
in the National Library of New Zealand in 2000:

“l always liked writing... I took part in the monthly writing
competitions... I began sending stories to be published in journals
and magazines... | gained the confidence that I needed and
eventually my work came to the notice of a publisher in Auckland
who contacted me... So that’s my first collection of short stories

Waiariki came about and it was published in 1975”.

With Waiariki Grace became the first Maori woman to publish a
collection of stories in English and her collecting awards and prizes started as
she won the PEN/Hubert Church Award for Best First Book of Fiction. The ten
stories collection is shaped so as to find a way of talking and show who Maori
people are. It may be read as a progress from the schoolgirl Hera in the first
story: ‘A Way of Talking’ to the Maori chant ending in ‘Parade’. The opening

and closing of the volume establish a pattern.

“The first stories that I wrote for Waiariki were mostly set in rural areas.
They were about old and young people going about their daily lives”. (Fresno:

2000, 113).

The moon sleeps (Mutuwhenua) was her first novel published in 1978. It
is about Maori-European relations through the experience of a young Maori
woman, who marries a Pakeha (European). This is the first time this had been
done from the Maori perspective and by a Maori writer. It is focused on the
effort of Ripeka/Linda to find identity as well as love, as increasingly she

commits herself to her Maori being, family and name.
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The stories in The Dream Sleepers and Other Stories (1980), her second
collection, extend the diversity of Maori voices and aspects of Maori life,
including different characters from children and different kinds of mothers as
in Tt Used to be Green Once’ or ‘Between Earth and Sky’, a monologue which
has become an icon in New Zealand texts.

In 1985 Grace obtained the Victoria University writing fellowship, she
gave up teaching and completed her second and most successful novel, Potiki
(1986), which won the New Zealand Book Award for Fiction and was third in
the Wattie Book of the Year Award. It constitutes a kind of synthesis of the
skills developed in her previous writings. As many of Grace’s works, Potiki has
been translated into several languages and in 1994 won an award in Frankfurt,
Germany. With this novel Grace demonstrates what a subversive writer she
can be including a big amount of Maori words with the absence of a glossary.
A Pakeha reader who can read no Maori at all will be lost at crucial points in
the novel, even within the cultural form of English fiction.

Her third collection, Electric City and Other Stories (1987), centered on
the girl Mereana is based on personal experiences. The volume’s more
successful stories are the adult ones, such as ‘Hospital’, but there are also

children stories as “The Lamp” or “Going for the bread”.

“Most of them are based on personal experience or second-hand
experience. “Going for the bread” is a true story about something
that happened to me when [ was about five. Some of the stories will
be from my own children and from my teaching experiences as well”.

(Fresno Calleja, 2000:114).

Mereana/Grace wanted to go for the bread taking the longest way to
avoid the girls who were playing on their terrace. They called her “dirty” and
menaced Mereana if she continued passing by... they even cut her with glass.
“You’re not allowed past here... We'll take your bag and through it in the
bushes if you go past here... Leave it (the bag) there. If you get it we’ll cut you
with glass” (Grace, 1991:167).

Selected Stories (1991) is a book comprising a compilation of the
previous stories which Patricia Grace had written before. After that, Grace’s
third novel Cousins was published in 1992 dealing with strong Maori women

characters and changes in Maori culture. As Grace decided that there was not
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enough variety of voices in this novel, she decided to use a different voice with
a different point of view. Thus, she invented a very special type of narration

creating a new character: Missy’s unborn twin brother.

I decided that there was not enough variety, that I wanted to find a
way to use different voices, different points of view. So it occurred to
me to write Missy’s story from the point of view of the twin that had
not been born... the twin had an overall view of everything... Tawera
having a voice before he was born. I like that; I enjoyed writing
about the relationship between him and his sister. (Fresno Calleja,

2000:117).

Grace’s fiction includes very often a double interpretation. She writes
stories about loss, isolation and even social misunderstanding... but those
stories, usually, appear to have a positive and bright side in the end. But The
Sky People (1994), her fourth story collection, is more concerned with the
disoriented, those crazy from the wind or what they breathe, those crazy from
water or what they drink, those crazy from darkness or depression...

Baby No-eyes (1998) is a novel which mixes actual events with family
stories. Patricia Grace was moved by a real life incident and decided to write
about the story she had been told. As she had first done in her novel Cousins,
she creates different voices interweaving family history with contemporary
Maori issues. A baby who died becomes a ‘real’ person who interacts with

family members.

I didn’t really know how I was going to start it. I started it off with a
woman walking, and the point of view of the baby that she was
carrying inside her. I thought that was going to be Baby, not Tawera.
But I needed Tawera. I needed the real life, physical baby presence.
So that voice became the brother to Baby. That was a very
important relationship for the telling of the story. (Fresno Calleja,
2000:117).

Dogside Story (2001). The power of the land, the strength of whanau,

the humor and aroha of the community are powerful life-preserving factors.
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But there is conflict in the whanau, the reasons for which unravel as the eve
of the new Millennium approaches.

Patricia Grace's next novel is Tu (2004). In this novel, Grace visits the
complex world faced by men of the Maori Battalion in Italy during the Second
World War. Three young men from the same family went to war with the Maori
Battalion in Italy, but only one returned. When his young niece and nephew
come to him to find out what happened, Tu is brought face to face with the
past. What happened to these three brothers in the hills and valleys of Italy is
contained in the pages of Tu’s war journal, which he decides to give to his
niece and nephew. Patricia Grace has drawn on the war experiences of her
family writing about the world of war and soldiers. This novel was the winner
of the Deutz Medal for Fiction and winner of the Fiction Category in the
Montana New Zealand Book Awards 2005.

Children’s Literature

In the early 1980s Grace wrote increasingly for children trying to make
stories in which Maori children could see themselves in. The first one was the
award-winning The Kuia and the Spider' (1981) which we will deeply analyse
below. It was illustrated by Robyn Kahukiwa, and it is about a weaving
competition between an old Maori woman and the spider of the title.

The second children’s book was Watercress Tuna and the Children of
Champion Street / Te Tuna Watakirihi me Nga Tamariki o te Tiriti o Toa, (1984)
also illustrated by Kahukiwa, which pays attention to multiculturalism, and
was also published in Samoan. A tuna fish with a magic throat bounces out of
Cannons Creek in Porirua, then flies in and out of the houses in Champion
Street giving magic gifts including items from the Maori and Pacific Island
cultures to the children.

Grace has also published a third children’s book, The Trolley (1993).
When Tania has no money to buy Christmas presents for her two children, she
decides to make them a trolley using bits of wood and an old pram; and on
Christmas morning the kids are overjoyed. In addition to novels, short stories,
and film scripts, Grace has published picture books and Maori language
readers for children. Maraea and the Albatross (2008), a children's book, was
illustrated by her brother, Brian Gunson.

In 2006, Grace was awarded for fiction at the Prime Minister's Awards

for Literary Achievement. These Awards for Literary Achievement recognize
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writers who have made a significant contribution to New Zealand literature. In
2007, Grace received a Distinguished Companion of the New Zealand Order of
Merit for her services to literature. She has been named the 2008 laureate of
the Neustadt International Prize for Literature. This honor is widely considered
to be the most prestigious international literary prize after the Nobel Prize, in

which she has also been mentioned as a candidate.

The Kuia and the Spider

The Kuia and the Spider illustrated by Robyn Kahukiwa

Once there was a kuia who made mats and baskets. In the corner of her
kitchen lived a spider that made webs. One day the spider called out to the kuia,
“Hey old woman, my weaving is better than yours”. The kuia called back to the
spider, “Spider, your weaving is koretake, and it’s only good for catching flies”.

23

“Yours is only good for sitting on,” called the spider. And they argued and
argued. At last the spider said to the kuia, “I'll tell you what, we’ll have a
weaving competition”. “Yes,” said the kuia. “And when our grandchildren come

on Saturday they’ll tell us whose weaving is best”. So the spider and the kuia
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stopped arguing and got to work. The kuia made mats to sit on and mats to
sleep on. She made kits for kumara, kits for seafood, kits for shopping, and kits
for giving away to her family and friends. The spider made webs for catching
flies in, and webs for wrapping food in. He made webs for climbing up, and
webs for swinging on. He made an enormous web over the window that looked
beautiful when the sun shone on it. The kuia and the spider worked every day
and every night until it was Saturday. On Saturday morning the kuia’s
grandchildren came, and the spider’s grandchildren came. “Whose weaving is
best?” asked the kuia. But the kuia’s grandchildren did not answer. They sat on
the mats and sang songs. They lay on the mats and talked. They took kits to the
garden and got kumara. They took kits to the beach and got pipis. They took
kits to the shop and got coffee. They found kits with their names on them and
held on to them tightly. “Whose weaving is best?” asked the spider. But the
spider’s grandchildren did not answer. They caught flies in the webs and had a
party. They wrapped flies’ heads in the webs and hid them away. They went
climbing all over the kitchen on the climbing webs. They went swinging from
wall to wall on the swinging webs. They sat and stared at the enormous web
over the window that shone in the sun. Then the kuia’s grandchildren went to
sleep on the sleeping mats. And the spider’s grandchildren went to sleep in the
enormous web over the window. “You see, my weaving is better than yours,”
said the kuia. “If my grandchildren went to sleep in your weaving they would
fall and hurt themselves”. “No, no, my weaving is better than yours,” said the
spider. “If my grandchildren slept on your weaving someone would tread on
them and squash them.” And they argued and argued until the kuia said to the
spider, “Spider, I'm sick of you, I think I'll go and live out in the wash-house”.
But she didn’t, she went to sleep by her grandchildren. And the spider said to
the kuia, “Old woman, you make me mad, I think I'll go and live in someone
else’s kitchen”. But he didn’t, he went to sleep by his grandchildren. The next
morning the all woke up, and the spider called out to the kuia, “Hey, you, old
woman, my grandchildren are better than yours”. “Hoha,” yelled the kuia. “Your
grandchildren are HOHA. My grandchildren are much better than yours”. And
they argued and argued for the rest of their lives.

The Kuia and the Spider was the very first short story written for

children by Grace in 1981. Grace likes telling stories from children’s voices

point of view but she is also interested in writing from the elder’s counterpart.
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The main character of this story is the Kuia, an old woman who starts a
weaving competition with a spider. They both keep a love-and-hate close
relationship trying to demonstrate “who is the best, whose weaving is best,
whose grandchildren are best...” On the surface, it looks like a simple story for
children but if we want to make a second and adult reading there is something
more hidden behind.

Through this children’s fiction, Grace is giving the reader information
about Maori culture, traditions, behavior, etc. She explains in very few
paragraphs the way in which aboriginal families live. The way they use mats
and kits for everything, the way they sleep on mats, the way they eat “kumara”
and “pipis”, how they gather together in the meeting houses and talk, and sing,
and dance. The eager reader also knows more about the internal relationships
and everyday life of their communities. Even Grace herself asserts this in the

following interview.

That’s part of Maori culture. There are what we call tuakana teina
relationships. These are relationships between the older and the
younger children, but not only children. It goes right through adult
life as well...... I would have loyalty to people older than me, I would
listen to them. (Fresno Calleja, 2000:116).

The pictures illustrated by Robyn Kahukiwa are also very significant.
They are the perfect visual aid to show clearly what the writer wanted to prove.
Thanks to them we can see clear examples of the Maori culture. We do not
need to imagine but just see and get our own opinion on them. There is no
need of creating a weird and far away fiction, Grace has just created her story
through really everyday life things for a lot of Maori people. As New Zealand is
a multicultural society, Grace is very fond of her double heritage. “You just get
used to the way you grow up. I've always found it very easy to understand
what Maori are talking about and what Pakeha are talking about and that has
been important for me. So in some ways I have been able to see myself as a
communicator between two groups of people. All Maori people are of mixed
ethnicity”. (Fresno, 2000:114-115).

The competition between the kuia and the spider represents the
competition between Pakeha-Maori cultures. It is a question on learning how

to survive between two different groups of people. Their thinking is different,
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their traditions are different, their culture is different, but in the end, they
both learn how to cope with that and live together and keep on “arguing and

arguing for the rest of their lives”.

Conclusion

To conclude, we can make a short summary on the targets selected at
the beginning of this article. To start with, I referenced some general notes on
Patricia Grace’s life and literary works, later I made a detailed stop on the
children’s fiction written by this “fiction writer” as she likes to be called. Later,
we examined the short story “The kuia and the spider” from two different
points of view. On the one hand, the quick and ‘on surface’ reading in which
an everyday life story is told to children. On the other hand, an ‘into deep’
reading in which multicultural relationships between European and Maori
communities can be developed.

To finish up, I considered that it could be interesting for the curious
reader to offer a list on Patricia Grace’s selected literary works, a short
English-Maori dictionary including Maori words used all along this article, and
some interesting bibliographical references to undertake these matters in
depth. As she has won so many awards and prizes and even mentioned as a
candidate for the famous Nobel Prize in Literature I would dare to say that she
will be the winner soon. Anyhow, the above mentioned are reasons enough to

declare Patricia Grace one of the main voices from New Zealand Literature.

Patricia Grace’s selected works:

e  Waiariki and Other Stories, 1975.

e Mutuwhenua: The Moon Sleeps, 1978.

e The Dream Sleepers, 1980.

e The Kuia and the Spider, 1981 (illustrated by Robyn Kahukiwa) - Te
Kuia me te Pungawerewere (tr. Syd Melbourne with Keri Kaa).

e Collected Stories, 1984.

o  Wahine Toa: Women of Maori Myth, 1984 (with Robyn Kahukiwa).

e Watercress Tuna and the Children of Champion Street, 1984 (with Robyn
Kahukiwa) - Te Tuna Watakirihi me nga tamariki o te tiriti o toa (tr. Hirini
Melbourne) / Tuna o le kapisivai ma tamaiti o Champion Street (tr.

Albert Wendt).

27



Potiki, 1986 - Potiki - pieni lintu (suom. Leena Tamminen).

Electric City and Other Stories, 1987.

Selected Stories, 1991.

Cousins, 1992.

The geranium, 1993.

The Trolley, 1993.

The Sky People, 1994.

Areta and the Kahawai, 1994 (illustrations by Kerry Gemmill) - Ko Areta
me nga Kahawai (ko te huri ki te reo Maori na Akuhata Tangaere).
Collected Stories, 1994.

Baby No-Eyes, 1998.

Dogside Story, 2001.

Earth, Sea, Sky: Images and Maori Proverbs from the Natural World of
Aotearoa New Zealand, 2003 (with Waiariki Grace and Greg Potton).

Tu, 2004.

Small Holes in the Silence: Short Stories, 2006.

Maraea and the Albatross, 2008 (illustrated by Brian Gunson) - Ko

Maraea Me Nga Toroa (tr. Waiariki Grace).

Dictionary

Hoha = nuisance

Koretake = useless

Kuia = old woman

Kumara = sweet potato

Pakeha = New Zealanders of European descent

Pipis = shellfish

Tu = the god of war
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POSITION OF VISUAL ART IN THE CURRICULA OF NEW ZEALAND AND R.

MACEDONIA IN PRIMARY EDUCATION

Biljana Cvetkova

"St. Kliment Ohridski" University, Bitola

Introduction

The educational systems of a country are determined by the purpose of
the scientific and artistic areas. By them we can see how they are understood
in the school system, its importance and meaning. Every artistic subject is
part of the whole which can’t be replaced with other part, but integrated. In
the part of artistic area is determined the importance of visual art courses as
one of the artistic forms. Visual arts give a possibility for learning and
showings how people think, create and how they express in their area of living
in one specific time period, in a specific culture, civilization, so they are
important part in culture which school should acquaint.

Visual art products are tools for learning and development. In the
boundary of art, visual arts have a specific goal not only to transfer knowledge
for visual products, but also knowledge for visual creation, appreciation,
analysis, evaluation and communication. They should develop the wish,
creativity and creative possibilities, to provide basic education for art and to
lead the pupils for getting visual information by them.

Educational systems of many European countries showed a
compatibility of educational system in Macedonia with other European
countries. Primary education is one of the parts of whole system of education.
By this institutions, with help from teachers and curricular areas is realized
the educational process. In this text is made comparison between the
curriculum in New Zeeland and in R. Macedonia and the position of subjects
related to visual art in the curricula of these countries. This comparison gives
us information about main characteristics, similarities and differences of

visual art education.
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Curriculum what does it mean?

Considered as the document which on national level sets the main
principles, values and goals of educational configuration is call national
curriculum. This document is especially significant because on his own
overshadow puts the whole educational system of one country and it attends
to make more qualitative education for achieve of goals. Curriculum is
document which ensures integration of programs of separate courses on same
level of education from one side and makes logical connection of contents of
the same courses on different levels of education, and by that ensures the
holity and cohesiveness of knowledge that pupils should acquire. In
curriculum is set courses, course work, and content offered at a school.
Curriculum content goals of educational process, standards of knowledge,
skills, possibilities, values that pupils should achieve. Through contents
curriculum include methods of teaching and activities needed for achievement
of the goals of learning, evaluation of educational principles, and values
composition of schools. Teachers adapt this curriculum to pupils needs in
certain school and in that, way they are creating the school curriculum.

The term curriculum have more meanings depend in which contexts is
used. Usually curriculum is designed in three-stage process: as the national
curriculum, the school curriculum, and the classroom curriculum. National
curriculum is content of many writhen principles of leaning and goals that
should be acquired, together with tasks that value for all schools provides the
framework and common direction for schools.

School curriculum, conciliates with national curriculum but, in practice
it takes also prevision meaning and needs of local community, priority,
possibilities for practicing, and than is designed with consultation of school
community. School curriculum is composite of courses in school of certain
level of education. Schools designed and shaped their curriculum going from
national curriculum, so in primary education in different school can be find
different additive courses as: sexual education, religious education, courses
from area of psychology, sociology etc. In the curriculum is described the
teaching, learning, and assessment materials available for a certain course. In
each school, school curriculum gives opportunities for classroom curriculum,
which allows to teachers adaptation of the curriculum by the individual needs,

interests in the classroom.
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Many countries have curriculum frameworks which are content of
between self connected courses (natural science: biology, chemistry, physics,
art courses: music, visual art, dance, drama, commercial courses: counting,
economy etc.) Modern definitions of curriculum have certain elements: goals of
learning, content of learning, conditions for learning and evaluation. Processes
who take care for development of curriculum are investigation of needs (so the
goals can be set), programming (for shaping the program), preparing for
outside conditions for teaching and learning, evaluation of the educational

results.

Primary Education in R. Macedonia and in New Zealand

In this part of paper is shown year of schooling in primary education in
this two countries just for better orientation in the text and better
understanding of term primary education in this countries. From official web
sites of Ministry of Education and Science of R. Macedonia and Ministry of
Education of New Zealand are taken parts that shortly explain the meaning
primary education. Here in the paper the author will not be, discuss about the
meaning of differences of primary, secondary, compulsory, elementary
education because the main goal in this paper is shortly to be represent the
position of visual art and fine art in the curricula of this countries. This is
because for the course subject fine art education in R. Macedonia, the author
will discus just for the first two educational periods of primary education,

which include children who from age 6-11.

The Law on Primary Education (Official Gazette of the Republic of
Macedonia No. 44/95 from 20.09.1995), prescribed primary education in
duration of eight years, compulsory for all children from 7 to 15 years of age.
With the changes and amendments to the Law on Primary Education (Official
Gazette of the Republic of Macedonia No. 63/04 from 20.09.2004) primary
education became compulsory for all children as a rule from 6 — 15 years of age
and included: preparatory year, four years of grade teaching and four years of
subject teaching. With the Law on changes and amendments to the Law on
Primary Education (Official Gazette of the Republic of Macedonia No. 51 from
24.05.2007), primary education is compulsory for all children from 6 — 15 years
of age. Primary education lasts for 9 years and is organized in three periods

(Ministry of Education and Science of R. Macedonia (2009). Primary Education.
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Retrieved March, 29, 2009 from

http:/ /www.mon.gov.mk/en/Education/primary ).

Schooling is available to children from age 5 and is compulsory from
ages 6 to 16. Primary education starts at Year 1 and continues until Year 8,
with Years 7 and 8 mostly offered at either a primary or a separate intermediate
school. Secondary education covers Years 9 to 13, (during which students are
generally aged 13 to 17). Most secondary students in New Zealand attend
Government-funded schools, which are known variously as secondary schools,
high schools, colleges or area schools.
Most schools are English language medium, but some schools teach in the Maori
medium. Kura Kaupapa Maori are schools in which the principal language of
instruction is Maori and education is based on Maori culture and values. Most
Kura Kaupapa Maori cater for students from Years 1 to 8, and a few
(Wharekura) cater for students up to Year 13. (Ministry of Education of New
Zealand Education System of New Zealand, Primary and Secondary
Education. Retrieved March, 29, 2009 from

http://www.minedu.govt.nz/educationSectors/InternationalEducation /Forlnt

ernationalStudentsAndParents /NewZealandEducationSystemOverview /Primar

y_and_Secondary_School_Education.aspx).

Fine art course subject in primary education in R. Macedonia

R. Macedonia has national program and plan for work for completely
educational system and separately for every parts of that whole so and for
primary education. In national program is given every course subject for
primary education and teaching hour for every subject.

Course subject, which have goal to develop pupils visual and fine art
culture in R. Macedonia, has name fine art education. In national plan is set
goals for this subject, tasks, and for each grade is set separate goals and tasks.
For every grade in program, we can find how many teaching hour for year and
for week should be realized. The number of teaching hour for the pupils from I
to V grade, for year is 72 in primary education and for week is two teaching
hour, and for the VI to IX grade is one teaching hour in week 36 for hole year.
In program is given fine art areas: drawing, painting, printmaking, modeling
and shaping, fine art research activities for first grade and drawing, painting,

sculpture, visual communication and design, and also graphic — printmaking
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for II to IX grade). For every fine art area (drawing, painting, printmaking,
modeling and shaping, fine art research activities, visual communication and
design, graphic — printmaking for II to IX grade) is set how many teaching hour
should be realized, also is set what from fine art language should be teach and
learned and what fine art problems should be solved. Because of that, every
area has rubrics as contents, competencies, acquirement, motifs, materials,
activities, evaluation of fine art product (aesthetic evaluation).

Depends of the goals seated of the psychological possibilities of pupils,
teacher has orientation in the program and plans which content and fine art
tasks should pupils solve, and because of that teacher make choice and set
motifs for certain task. Materials and techniques for work are not strict and
concrete given, so also teacher makes choice by them self.

For orientation, it will be showed the main goals of subject for

developmental period form Ito II grade (pupils from 6-8 ages)

Pupils will be:

e Inducted in knowledge for fine art language: introduction with

color, line, form and space;

¢ Inducted in world of fine art creation;

e Develop competencies for expression of experiences through fine

art language;

e Develop visual and tactile perception;

e Develop interests, fantasy, and children creativity;

e Introduction with fine art works, children works and part of

folklore (national culture);

Fine art stimulus the possibilities for critical investigation and
presentation of individual seeing. Development of possibilities for creation
increase the competencies of children and younger to use the freedom for

expression, which not only show their right to express their view but also to
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motivate them to express their opinion. Education defends and affirmation the
children rights to be part in artistic and culture part of life and guarantee

them cooperation with cultural institutions and freedom of cultural diversity.

Educational goals are turned out satisfying the needs for beauty and
desire to be active in keeping the environment. Knowledge that pupils are
getting through fine art have significant role in school and in the other parts of
pupils life. Language of art is one of many ways to get personal development.
Because of aesthetic and communicational nature of subject, the same can

help in promoting of school as a cultural environment.

Visual art in curriculum of primary education of New Zealand

National curriculum in New Zeeland specifies eight learning areas that
are fundamental for teaching and learning. English, the arts, health and
physical education, learning languages, mathematics and statistics, science,
social sciences, and technology.

In the arts students explore, refine, and communicate ideas as they
connect thinking, imagination, senses, and feelings to create works and
respond to the works of others“(Ministry of Education New Zealand.
Curriculum  Learning Areas. Retrieved March, 29, 2009 from:

http:/ /nzcurriculum.tki.org.nz/the_new_zealand_curriculum).

In the arts are structured four different art disciplines: drama, dance,
and music — sound art and visual art, and for the year’s 1-8 children learn all
four disciplines. Course subject, which have goal to develop pupils visual and
fine art culture in New Zealand, has name visual art. In visual art, education
children explore their ideas and solve visual art problems through different
visual art disciplines: drawing, sculpture, design, painting, printmaking,
photography, and moving image, also is included and art history.

For every 8 levels in visual art area are explained the achievement
objectives Understanding the Visual Arts in Context, Developing Practical
Knowledge, Developing Ideas, Communicating and Interpreting.

Levels are retrieved from Achievement objectives by learning area; set of
8 charts (Ministry of Education The New Zealand Curriculum. (2007).
Achievement objectives by learning area, set of 8 charts pdf document.

Retrieved March, 29, 2009 from
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http:/ /nzcurriculum.tki.org.nz/content/download/1109/11992 /file /Charts2.
pdi)

For the concrete purpose of this paper, there are only shown four levels

which are considered as the most representative.

Level one

Students will:

Understanding the Visual Arts in Context

e Share ideas about how and why their own and others’ works are made and
their purpose, value, and context.

Developing Practical Knowledge

* Explore a variety of materials and tools and discover elements and selected
principles.

Developing Ideas

* Investigate visual ideas in response to a variety of motivations, observation,
and imagination.

Communicating and Interpreting

* Share the ideas, feelings, and stories communicated by their own and others’
objects and images.

Level two

Students will:

Understanding the Visual Arts in Context

* Share ideas about how and why their own and others’ works are made and

their purpose, value, and context.

Developing Practical Knowledge
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» Explore a variety of materials and tools and discover elements and selected

principles.

Developing Ideas
* Investigate and develop visual ideas in response to a variety of motivations,

observation, and imagination.

Communicating and Interpreting

’

* Share the ideas, feelings, and stories communicated by their own and others
objects and images.

Level three

Students will:

Understanding the Visual Arts in Context

 Investigate the purpose of objects and images from past and present cultures
and identify the contexts in which they were or are made, viewed, and valued.
Developing Practical Knowledge

* Explore some art-making conventions, applying knowledge of elements and
selected principles with materials and processes.

Developing Ideas

* Develop and revisit visual ideas, in response to a variety of motivations,
observation, and imagination, supported by the study of artists’ works.
Communicating and Interpreting

* Describe the ideas their own and others’ objects and images communicate.

Level four

Students will:
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Understanding the Visual Arts in Context
* Investigate the purpose of objects and images from past and present cultures

and identify the contexts, in which they were or are made, viewed, and valued.

Developing Practical Knowledge
* Explore and use art-making conventions, applying knowledge of elements

and selected principles through the use of materials and processes.

Developing Ideas
e Develop and revisit visual ideas, in response to a variety of motivations,

observation, and imagination, supported by the study of artists’ works.

Communicating and Interpreting
e Explore and describe ways in which meanings can be communicated and

interpreted in their own and others’ work.

Conclusion

Conclusion is made not only from short presentation of some part in
this text for better understanding of visual art in this two countries in primary
education, but also from other part which are not shown but can be find on
the official sites of Ministries of Education and Science of these two countries.

R. Macedonia has national program and plan and over here is given
separate course subject for every parts of educational system and also for
primary education. New Zeeland has national curriculum and school
curriculum and here is set curriculum frameworks. In area of art is also
course subject visual art. From the text we can see that course subject R.
Macedonia and New Zeeland have different names in R. Macedonia is call fine
art education and in New Zeeland is call visual art.

We can see that in achievement objectives and goals in these two
countries we can find similarities which come from psychometric, emotional
and intellectual development of children for these ages 5, 6 to 11. Activities are
moving from development of visual and fine art competencies, knowledge and
skills, development of experience, evaluation of art. Through these two-subject
fine art education or visual art segment from art area in New Zealand pupils
build their identity with possibilities to perception, experience, appreciate and

create.
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Different visual areas are present in both countries and fine art
language is the same. Both curricula are developed to be interest for pupils, to
develop critical thinking and creation, perception, skills needed for
understanding and creating art and understanding and using of different
mediums, materials, techniques and process, pupils to create visual
composition by using the visual art language, to evaluate the different fine art
and visual art products, to understand the values of fine and visual art from
different periods of history and from different cultures, to evaluate own work
and work of others, to understand the connection between art and other
disciplines.

The most important what we should have on mind that we always can
use other ideas, experiences and to see what we can use from each other.
Maybe we are different because we live in different part of world, maybe,
maybe we speak different language, maybe some of us have different skin
color but we have to have on mind that visual and fine art give us
opportunities to seek on same language, to forget differences of color, to forget
where we come from, because language art is same no mater were are you
coming from. Need for art is existing from people existing, not from existing of
educational systems and different curricula, and for that are proof the drawing

in caves of prehistoric people.
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LA CREACION LO OTRO SINIESTRO EN DOS RELATOS FANTASTICOS DE LA

OBRA DEDOS EN LA NUCA

Aldo Daparte Jorge
IES “Primero de Marzo”

La colecciéon de relatos Dedos en la nuca con que la Serie Roja de El
Barco de Vapor (editorial SM)!6 celebraba la respetable cifra del centenar de
obras hace unos afios adoptaba como titulo el que la escritora neozelandesa
Margaret Mahy habia dado a uno de sus cuentos. Este es, precisamente, el
relato proemial del libro, que concluye con “Cambio de cerebro”, de Jordi
Sierra i Fabra, autor que habita en los antipodas geograficos de Margaret
Mahy y cuyo texto puede dar lugar a un estudio comparativo con el de la
autora neozelandesa con el fin de abordar el analisis de los recursos utilizados
en el género fantastico desde dos subgéneros de los muchos que podrian
incluirse en él. Todos los relatos de la colecciéon son considerados “cuentos de
terror” por la prologuistal?, marbete que no entra en contradicciéon con el de
cuento maravilloso y de ciencia-ficcién, denominaciones mas precisas para
cada uno de los citados, respectivamente.

Naturalmente, el concepto de maravilla, generalmente considerado
rasgo consustancial al género, que ambos autores poseen es contemporaneo
(lo siniestro surge en el interior del propio ser humano, victima de lo extrafio) y
los recursos para la gestacion del relato fantastico se comparten (la irrupcién
en la trama de algin elemento maravilloso inaudito, el predominio de la
cotidianidad hiperreal o la confrontacion de dos coédigos semiodticos, el
correspondiente a la realidad objetiva y el de la irracionalidad). Pero, la
aplicacién concreta de estas técnicas es diferente en cada caso y los resultados
obtenidos con la obra de ficcién resultante dispares: a la eficaz presencia

latente de una versién personal de un estereotipo del relato maravilloso, la

16 Dedos en la nuca, Madrid, Ediciones SM (El Barco de Vapor), 1997. Las citas
textuales son de esta edicion.
17 Maria Jesus Gil Iglesias, pag. 6.
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puerta que comunica el mundo real y el sobrenatural, o el gesto consagrado
por la iconografia de los dedos en la nuca, en el relato de Mahy, se contrapone
un final propio del relato de ciencia-ficcién, con efectista viraje cémico-
dramatico, en el segundo caso.

Como toda la literatura se entiende hoy como fantasia, consecuencia de
caracter inherentemente ficcional, las obras de intencionalidad fantastica
podria decirse que ocupa un nivel mas ficcional que el resto de las creaciones
de la imaginacién, mas miméticas. Ambas se definen, segiin Antonio Risco!8,
por la tensién dialéctica que se mantiene entre ellas.

La imaginacion es el motor de la literatura maravillosa y de fantasia, al
igual que de cualquier arte de este tipo. Es patrimonio de los hombres de
todas las épocas y ha sido vista con reparo por el poder en cuanto capacidad
dificil de someter a control. Por eso, la sociedad moderna la exorciza
confinandola al terreno de la ficcién literaria, cinematografica o artistica. La
experiencia imaginaria ha ido irrumpiendo en cada época y lugar debido a que
la mente humana esta hecha de contenidos conscientes e inconscientes (Carl
G. Jung!9). Segun Eliade20, estos contenidos son constitutivos de la psique
humana al igual que la experiencia diurna y las actividades practicas. Pero,
ademas, bajo este inconsciente individual, subyace otro arcaico o colectivo,
compuesto de arquetipos o formas universales de pensamiento, cuya
existencia supone la unidad del espiritu humano mas alla de las fronteras
espaciales y temporales.

Las artes han sido la via de expresiéon privilegiada de estos poderes
ocultos del hombre, tanto en los momentos mas materialistas de la historia
como en aquellos en los que se convirtieron en una auténtica valvula de
escape, una via de relativa libertad en ambientes de presién social, moral e
ideologica. La definicién de lo fantdstico puede proporcionar la respuesta a la
cuestiéon basica de la funcién de la fantasia en la vida humana: no se reduce a
un juego con el terror, como cree Caillois?!, ni es el momento de la duda entre
la explicacién racional o sobrenatural, segin la clasica teoria de Todorov22;

incluso puede negarse que se trate de una manifestacion gratuita de

18 Literatura y fantasia, Madrid, Taurus, 1982, p. 13.

19 Arquetipos e inconsciente colectivos, Barcelona, Piados Ibérica, 2009.

20 Las obras fundamentales en las que el antropélogo rumano trata este tema son:
Tratado de historia de las religiones. Morfologia y dialéctica de lo sagrado, Madrid,
ediciones Cristiandad, 2001 y Lo sagrado y lo profano, Barcelona, Piados, 1988.

21 Images, images..., Paris, Corti, 1966.

22 Introduction a la littérature fantastique, Paris, Editions du Seuil, 1970.
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pensamientos o hechos ocultos y misteriosos. El arte fantastico es una
desbordante protesta contra el mundo y la vida del hombre tal como los
percibimos (Juan Paredes Nufez23). Por eso, mientras mas materialista es
nuestra civilizacién, mayor intensidad adquiere el deseo del ser humano de
salvaguardar su mundo interior.

Si convenimos en que la literatura no posee un discurso especifico, sino
una situacién comunicativa propia que la distingue de los demas tipos de
discurso (la aceptacién figurada de acontecimientos mas o menos verosimiles),
es logico que no haya tampoco un discurso fantastico especifico. Ademas del
pacto comunicativo interno a la obra, hemos de aceptar, para no incurrir en el
puro subjetivismo, que “su habla no es sélo la aplicaciéon ocasional de una
lengua determinada sino asimismo de un hipercédigo cultural que varia mas o
menos segun el lugar y la hora”24.

Los dos relatos que nos ocupan no desdibujan completamente el
referente como es propio de la narracion puramente maravillosa porque van
dirigidos a un lector contemporaneo que, si bien gusta de la fantasia propia
del género puro que describe Francisco Linares Valcarcel?5, también consume
obras de distintos géneros artisticos en las que lo fantastico responde mas a la
definicién que del concepto da Risco que a la interpretacion de Todorov2é. El
referente extratextual de la ficcibn de ambos relatos es perfectamente
asimilable a la realidad externa comunmente conocida. Es mas, la propia
mente del ser humano contemporaneo, que puede explicar la gestacion de lo
ominoso en ambos textos, es capaz de producir mas tensiéon y pavor en el
receptor que la irrupcién desbordante de elementos maravillosos en nuestro
mundo reconocible.

Elsa Dehennin propone una definicion de lo fantastico que se aparta
tanto de la duda que planteaba al receptor la naturaleza de los hechos
extrafios, segun lo concebia Todorov, como del caracter problematico de la

relacion entre los hechos referenciales anormales y los naturales, de acuerdo

23 Véase su introducciéon a la compilacion de articulos editada por este autor bajo el
titulo Literatura y fantasia en la Edad Media, Granada, Universidad, 1989.

24 Antonio Risco, op. cit., p. 21.

25 “Algunas conexiones entre el cuento maravilloso y la literatura fantastica actual:
Memorias de Idhun, de Laura Gallego”, Garoza, 7, 2007, pags. 163-172.

26 No es necesaria la irrupcién abierta de lo sobrenatural o maravilloso en nuestra
realidad; basta con una alteracion de la coherencia o la légica racional del asunto en
la trama, al parecer de Risco, op. cit., p. 19.

43



con la perspectiva de Ana Maria Barrenechea??. Segiin esta autora, el concepto
se define por medio del desdoblamiento de dos ejes o variantes combinatorias
del mismo: el primero se sitta en el limite inconcreto entre la objetividad
referencial y lo imaginario autorreferencial, que conviven de forma

problematica; en cambio, el verdadero fantastico se sitia en el otro eje:

Es la proyeccion sobre la realidad de un hecho anormal focalizado desde la
inferioridad de un elemento mental problematico. Asi de exterior la
problematizacién se ha hecho interior, mucho mas compleja, de tipo

psiquico-onirico o de tipo mas abstracto y especulativo2s.

Seglin esta concepcion de lo fantastico, este seria una especie de
antitesis del esperpento, tanto en su génesis como en sus objetivos: una
perspectiva problematica, deforme, distorsiona una realidad objetiva que, de
hecho, sélo es reflejo de un mundo interior anormal; en el segundo caso, un
punto de vista clarividente, con actitud hipercritica, adopta una focalizacién
intencionadamente deformante, hiperbdlica y sarcastica para reflejar un
mundo exterior indeseable. En un caso, se transgreden los limites de la razén,
lo que debe evidenciarse en el relato como técnica para lograr la creacion de lo
fantastico; en el otro, se transgreden los limites de la realidad como
subversién del yo ante la degeneracion de esta. Ademas, en esos limites de la
razon, donde se sitia lo fantastico, nos encontramos con “una literatura de
hipétesis: de quizds y de subjuntivos imperfectos”9. En cambio, en la plena
racionalidad, donde se sitia el esperpento, nos encontramos con una
literatura de objetividades especulares, de constataciones en indicativo
presente.

La obra fantastica, continia Elsa Dehennin 30, es abierta porque
demanda varias explicaciones, siempre problematicas, por la variable
subversién de lo real posible a favor de lo imaginario imposible, que es

arreferencial, pertenece al mundo mental. Esta subversién es tanto mas eficaz

27 “Ensayo de una tipologia de literatura fantastica”, Revista Iberoamericana,
Pittsburg, 1972, n. 80.

28 Elsa Dehennin, “En pro de una tipologia de la narracion fantastica”, en Actas del VII
Congreso de la Asociacion Internacional de Hispanistas (Venecia, 25-30 de agosto de
1980), Roma, Bulzoni editore, 1982, pp. 353-362, cita de la pag. 357.

29 Idem, p. 358.

30 Idem, pp. 358-359.

44



a efectos receptivos cuanto mejor integrada se encuentre en el desarrollo del
relato y, podriamos afnadir, en sentimientos, temores o gestos heredados
culturalmente y, por tanto, asumidos dentro de la cotidianidad. Cualquier
problematizacién de estos (unos dedos en la nuca cuando hay complejo de
culpabilidad o los terrores infantiles posteriores a una desgracia familiar)
agudiza la angustia connatural a lo extrafio o fantastico.

En el cuento de Margaret Mahy, la presentacién acumula, en una
escala temporal de tres momentos de la vida del protagonista que van desde la
infancia a la primera adolescencia, la evolucién gradual de su relacién con la
de la bisabuela May. En el periodo remoto de la infancia perdida, cuando Ivor
era muy pequeno, al protagonista le gustaba sentir los dedos de May en la
nuca, por seguridad, cuando paseaba por el muelle. Es en este momento
cuando surge la interjecciéon ritual “jaupa!”. Con el uso de razén, a los ocho
anos, aparecen otros intereses (los juegos de ordenador, la decisién de ir a una
escuela elegante) que hacen de ese contacto afectuoso una experiencia
irritante para el personaje. Esta se hara insoportable a los doce afios, cuando
unos dedos ya artriticos reiteren el gesto que da titulo al relato.

La madre de Ivor se convierte en coadyuvante involuntario del antihéroe
al recomendar a este, en sus confidencias con él, paciencia con la bisabuela
por dos motivos: el indudable afecto de la anciana hacia el adolescente y los
intereses econ6micos en funcién de los que hay que hacer algin sacrificio. En
un ambiente familiar dominado por el deseo paterno de la apariencia de un
nivel de vida por encima de las posibilidades econémicas reales, es légico que
el niflo, que ha incubado pretensiones desde los ocho afos, manifestadas en
su deseo de matricularse en un colegio elitista, acabe madurando la idea,
propia de Raskolnikov, de justificar el asesinato de la bisabuela, fruto de una
inversién de valores implicita en su educacion.

Tanto en la introduccién, como en los primeros momentos del desarrollo
de la trama, se va formando una nebulosa repleta de elementos que se cargan
de un simbolismo inquietante en la mente del protagonista. El muelle, a
diferencia del mar, permanece inmutable. Cuando paseaba por él con May,
tenia la impresiéon de que se alargaba misteriosamente. Son dos enunciados
que resultan premonitorios (el personaje atrapado en el tiempo y en el espacio).
En €], hay dos sefiales inquietantes, una visual y otra auditiva: un agujero que
“parecia hacerles guinos al pasar por encima” (pag. 8) y la voz de otro tablén

que emitia un resonante “clonc” al pisarlo. Los espectadores de estos solitarios
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paseos son seres de la naturaleza que parecen implicarse en ella con sus
miradas: las gaviotas y algin martin pescador (pags. 8-9). Y, también en el
ambito vital de la bisabuela, el jardin de su casa, que no tenia nada de la
magia perceptible en el “abierto y soleado muelle”, a pesar de ser “sombrio y
recoleto” (pag. 9). Podria deberse, desde la perspectiva del nifio, a que
posiblemente “el misterio no estaba alrededor de €l sino en él, rezumando
invisible en la vieja madera a través de los crujidos del tiempo y la intemperie”
(pag. 9).

La bisabuela May, en cambio, tiene una visiéon objetiva y sensata de la
realidad, que demuestra, tanto en la adecuada interpretacién del valor del
dinero y su correcta administracion (a diferencia de los padres del
protagonista), como en la valoraciéon de los simbolos (muy distinta de la que
hace Ivor): el agua del mar en el muelle nunca estaba brillante, sino que era de
un “verde triste” tan auténtico como la vida misma (pag. 10). May interpreta el
ojo ovalado que un dia se encuentran en el suelo del muelle como lo que es
realmente, la consecuencia del acto vandalico consistente en haber encendido
una hoguera sobre los tablones. En cambio, Ivor descubre en €l “una pupila
verde, profunda y taimada” (pag. 11) que le fascina y le atemoriza. El mar
parece susurrarle que ha visto lo que hay dentro de su corazén como
anticipacién inquietante de algiin deseo albergado en su interior. De momento,
sélo podemos intuir que tendra algo que ver con el dinero porque es este un
objeto dominante en sus obsesiones. El ojo provocado por el azar, en el que
Ivor adivina, incluso después de haber sido cubierto por una plancha de
hojalata, a un espia latente, es también un objeto con un precursor en el
relato: el agujero natural de la madera del muelle que el protagonista ya intuia,
no tan abiertamente como en el posterior, un ojo que lo vigilaba. Esta
progresion en la concrecién del simbolo es manifestacién oculta y misteriosa
que refleja externamente un proceso de maduracién interior de la idea que
alimenta el protagonista.

Las arenas calientes y el mar brillante de la Costa de Oro australiana en
donde se permiten unas vacaciones de postin, por una vez, los padres de Ivor,
hacen evocar a este el viejo muelle de sus desvelos, con el que asocia algiun
accidente (premonicién). La evocacion de este espacio desplaza, de nuevo, su
atencién a May, sobre la que ha madurado una idea egoista procedente de la
inversion de valores de la que es victima: el amor incondicional que le profesa,

sin duda, su bisabuela es secundario si no se le asocian los bienes materiales.
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No hay que olvidar que la seleccion de ideas, palabras y acciones del relato se
encadenan. Por eso, no es insignificante el hecho de que el anterior
pensamiento acuda a la cabeza de Ivor si se tiene en cuenta que su padre
hacia poco tiempo que habia dejado entrever la posibilidad de que los recursos
de la familia no fuesen suficientes para permitirse el colegio privado. Este
aldabonazo en la conciencia del adolescente calculador se repite de forma
contundente al regreso de las vacaciones y fuerza la activacion del plan que se
intuye que el protagonista estd madurando ante el espejo del aparador:
“Parecia fuerte y seguro de si mismo” (pag. 14). Tras un titubeo que
representan los puntos suspensivos que siguen a estas palabras, con un viraje
cuyo auténtico sentido reconoceremos a posteriori, piensa que reune las
condiciones fisicas y animicas para ir a San Cristoébal. Esto se expresa por
medio del eficaz recurso del estilo indirecto libre. Inmediatamente después de
su autoanalisis ante el espejo, se menciona el mar (las mareas, la pleamar),
con su inquietante simbolismo de iman (pag. 14).

Los elementos de la historia que siguen, debidamente dosificados por el
narrador, van contribuyendo a excitar la intriga en el receptor: los problemas
de May para usar el freno de la silla, la colocaciéon del cinturén de seguridad o,
incluso, la ironia dramatica que encierra la frase de la anciana, cuyo valor
final se invierte aplicada a Ivor (“jQuien no se arriesga, no hace nada en la
vida!”, pag. 15). Las respuestas del adolescente a su bisabuela, a partir de
ahora, no hacen mas que ampliar dicha ironia. Los papeles de Ivor y May se
han invertido en los dos sentidos que tiene el gesto que da titulo al relato: son
los dedos del protagonista, ahora, los que estan en la nuca de la anciana y la
intencion del gesto como proteccién fingida ha sustituido al de apoyo sincero.
Pero esta dislocacién no cierra el desarrollo de la trama, porque, como el
numero de la perfeccién es el tres, una reorientacion final del gesto cierra el
circulo y la imagen completa del hombre (el simbolo del triangulo, que
representa el cuerpo, el alma y el espiritudl): el primer gesto representa el
cuerpo de Ivor desprotegido, el segundo el alma del mismo personaje
degenerada por su plan criminal, el tercero es el espiritu de May que retoma
su papel con afan justiciero. Con el caracter meramente fisico del primero,
tiene relacion el estribillo “jatipal”; con el animico del segundo (moral, interior,

valores), la expresién piadosa de la bisabuela que sigue al mismo (“jDios te

31 José Maria Albert de Paco, Diccionario de simbolos, Barcelona, Optima, 2003, p.
362.
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bendigal”, pag. 15); y, con la presencia de los espiritus, la irrupcién de “los
fantasmas del otro lado de la colina” (pag. 22), la eternidad de unos dedos

«

nudosos adheridos a la nuca, el ritornelo “jatpal” (pag. 23) a la espalda del
criminal como condena sin fin y, posiblemente, el eco de su nombre en boca
de la bisabuela que se hundia en las aguas, que le traen las tablas sueltas del
muelle (pag. 17). Aquella sensacion de libertad derivada de haber consumado
el macabro plan queda irénicamente desmentida con esta condena a sufrir el
eterno retorno del espiritu de May, sea o no fruto de la alucinacién de su
conciencia.

La ambivalencia irénica de palabras o expresiones de los personajes
secundarios a partir de la muerte de May o la conversion de objetos cotidianos
en simbolos cumplen dos funciones, una interna al relato, la de exacerbar el
animo del criminal e instarlo a volver al lugar de los hechos, y otra externa, en
el ambito del circuito comunicativo que constituye la obra literaria, pues
espolea la curiosidad del lector, que ansia un desenlace de la historia. Tras
una pesadilla de Ivor, primer aviso del retorno del hecho a su vida, su madre
trata de consolarlo interpretando el fatal suceso como un mal menor, si se
tiene en cuenta que, dado el deterioro fisico de la anciana, su vida “habria ido
cuesta abajo” sin remedio (pag. 18). El padre le pide al muchacho que haga la
ofrenda de flores en el muelle (“A ella le gustaria que fueses tu quien las
lanzase al mar”, pag. 18), con un pronombre deictico cargado de
connotaciones como intenta marcar la autora al utilizar la cursiva, igual que
en otras ocasiones similares. En los tallos de las flores cortadas por el padre
de Ivor en el jardin de May, el protagonista cree percibir, con horror, los dedos
sarmentosos de la anciana. Las sefiales que recibe en el nuevo ambito al que
se incorpora, San Cristébal, son sensaciones cada vez mas frecuentes que
dirigen sus recuerdos al muelle (“fantasmales intrusiones en su vida en la
ciudad”, pag. 20), al que le acaban obligando a regresar “una ultima vez” (pag.
20). La capa de agua que cubre el fango refleja el cielo y las colinas, de modo
que el personaje tiene ante si “dos mundos separados” (pag. 21). Uno de ellos
lo observa a través del ojo de los tablones del muelle y le muestra, a través de
él, su irritacion. Ivor se convence de que va a tener que convivir con los
fantasmas que ahi se manifiestan y van a acompanarle donde quiera que vaya.

El relato tiene estructura circular. Por una parte, no podria librarse de
dichos fantasmas porque “estaba condenado a vagar sin fin en ninguna

direccién, porque este muelle seguiria por siempre en una infinita niebla” (pag.
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23). Por otra, aquel gesto que lo habia acompanado desde su primera infancia,
los dedos en la nuca, “iba a permanecer para siempre” (pag. 23) como una
condena, un circulo en el que el protagonista habia quedado atrapado
irremisiblemente.

El segundo de los relatos, del autor espafol Jordi Sierra i Fabra,
titulado “Cambio de cerebro”, podria enmarcarse dentro de una de las
modalidades de literatura fantastica mas cultivadas en las ultimas décadas, la
ciencia-ficcion. Esta se ha ido convirtiendo en el disfraz tras el que se ocultan,
por presién del cientificismo y la tecnificacién imperantes, los viejos mitos y la
pulsién imaginativa del hombre. Es mas, el vacio dejado por el repliegue de las
religiones positivas tradicionales se va rellenando, entre otros productos, con
una cierta mitificacion de los extraterrestres, identificados como fuerzas
providenciales o diabélicas. Sierra i Fabra, mediante un viraje psicolégico en el
desarrollo de la trama, no exento de comicidad, logra desviar el desenlace de
su relato de los derroteros mitolégicos o misticos que acaban tomando obras
literarias y cinematograficas del género. En ultimo término, dentro de ese
humanismo general que anima la obra de este autor, el ser humano halla una
remedio parcial al problema surgido con sus propios recursos. La lucha debe
continuar en busca de la solucién definitiva.

El cuento “Cambio de cerebro” se desvia del rumbo tomado por muchas
obras de ciencia-ficcion, frecuentemente afectadas por una de las mayores
paradojas de nuestro tiempo, segin la opiniéon de Antonio Risco: “un tan
riguroso y universal racionalismo cientifico en sospechosa promiscuidad con el
arrebato (sic) impulso dionisiaco, irracionalista, que va impregnando los
comportamientos”2. El antimundo de atributos aterradores que amenaza con
aniquilar la vida ordinaria del sujeto, tipico de este tipo de literatura,
desaparece en el relato de Sierra i Fabra por la intervencién de la potencia
afectiva del entorno familiar, en este caso concreto, de la madre de la victima.
Evidentemente, las consecuencias de tipo moral que derivan de esta opcién
argumental son muy oportunas en una literatura de tipo juvenil como es esta.

Consecuencia inevitable de la cosificacion del ser humano y del
inmanentismo cultural avasallador que marcan nuestra época son las
extrafas identidades gestadas en el interior de la persona, recurso frecuente
de la literatura fantastica, sean estas de caracter psicolégico o permanezcan

en la ambigliedad irresoluta entre la creacion mental del sujeto y la

32 Op. cit., p. 264.
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procedencia extraterrestre. En uno y otro caso, se alzan en rebelién contra el
individuo inerme, imponiéndose a su voluntad de forma arbitraria, en “Cambio
de cerebro”, o determinista, en “Dedos en la nuca”.

El fondo ideolégico de este tipo de literatura se anima con dos recursos
diferentes en los relatos que nos ocupan, pero con idéntica funcién: en el de
Margaret Mahy, la condena sobrenatural y mitolégica a una purga sin fin del
delito cometido; en el de Sierra i Fabra, el determinismo impuesto por unos
supuestos seres extraterrestres que, por su deseo de acaparar el espiritu de la
persona, podrian enmarcarse dentro de una tendencia neopanteista propia de
muchas de las obras de ciencia-ficcion. Es decir, que, en el fondo, hay un
cierto restablecimiento de formas tradicionales del pensamiento mitico-
religioso.

El titulo y el comienzo de ambos textos marca ya una diferencia inicial
entre ellos: el primero, al estar incluido en una coleccién de cuentos de terror,
apunta, en el titulo, a un gesto que la iconografia situaria entre las
expresiones fisicas del miedo en nuestra cultura, pero no anticipa el contenido
de la historia; el segundo, en cambio, sugiere un argumento de ciencia-ficcién
que enuncia el meollo de la trama, al que sigue un comienzo de relato in
medias res porque lo ominoso ya esta presente y activo desde el principio, sin
que se sepa que el individuo haya provocado de algiin modo la invasién de lo
extrano.

Sin embargo, en ambos casos, la irrupcién y encarnacién de lo
fantastico en la vida real quedan atenuadas por la posibilidad que se
desprende del relato de que dichos elementos ajenos al modelo de mundo
conocido sean creacién de la mente del individuo, violentada o enajenada por
experiencias vitales traumaticas (un crimen o la muerte del padre). Comparten,
asimismo, la presencia de otras dos situaciones siniestras33, consistentes en la
repeticiéon de lo mismo, destino final de Ivor y de la invasiéon de seres que van
de un cerebro a otro, y la amputacion, de naturaleza diferente en cada relato:
en el primero, las flores del jardin de May que se van a lanzar al mar en el
lugar del suceso y que tanto horror provocan al protagonista porque las

considera un vestigio de la bisabuela en su mano; en el segundo, el horror

33 Sigmund Freud, en su articulo de 1919 titulado “Lo Ominoso”, sefiala hasta siete
situaciones siniestras que provocan el horror. Aparecen resumidas en Maria Luisa
Garcia Gonzalez, “What Is There Lurking Under My Bed? Lo siniestro en los textos
literarios”, en B.LL. (Boletin Informativo de Lenguas), CAP de Villaverde, afio 13, n° 17,
pp. 24-27.
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resulta provocado por la posibilidad de que el alma del individuo resulte
cercenada por unos seres extranos que se han infiltrado en su cerebro.

La historia de Ivor tendia, como queda dicho, a la circularidad,
provocada por la pérdida de la inocencia inicial, como refleja el cambio en la
sensacién que le provoca el gesto protector de May que prefigura el delito y su
eterna reiteracién como suplicio. En “Cambio de cerebro”, la repeticion se da
al margen de Jorge, por lo que este cede parte de su protagonismo a los
extrafios seres reales o imaginarios que habitan su cerebro. El final es abierto
y ya esta implicito en la ambigtiedad del propio titulo, que puede aludir tanto
al peligro de mutaciones traumaticas en la mente del personaje como al
desplazamiento de los “baitianos”, seres fantasticos cuya denominacién trae a
la memoria ecos de nombres de pueblos extraterrestres que proliferan en la
ciencia-ficcion, desde el cerebro de un sujeto hasta el de otro.

La diatriba sobre la credibilidad de los hechos que producen el temor se
da entre los personajes que rodean a la victima, en el cuento de Sierra i Fabra.
Este debate también tiene lugar en el relato de Margaret Mahy, pero se
desarrolla en el interior del propio protagonista, pues los demas personajes
son una especie de comparsas ajenos a los hechos y alejados del primer plano,
que permanecen en una suerte de penumbra. Como lo sobrenatural tiene una
presencia atenuada en el cuento de la autora neozelandesa, esta situacion
parece compensarse con un nutrido muestrario de elementos simbdlicos
ausentes en el texto del narrador espafol, mas acorde con el aparente
objetivismo o, incluso, el hiperrealismo propio de cierta literatura fantastica
(ambientes cotidianos, personajes corrientes, didlogos rutinarios, analisis y
terminologia cientificos...). La actitud de incredulidad de los personajes da un
vuelco, en ambos casos, porque la fuerza del hecho sobrenatural o extrafio se
impone como justicia poética ante el crimen o el escepticismo, segun el caso.
La duda sobre la auténtica naturaleza de los hechos permanece, en todo caso,
ya fuera del relato, en el lector.

La recreacién de patrones culturales heredados, sean simbolos, mitos o
creencias, propios de este tipo de literatura, ya estudiados en el caso de
“Dedos en la nuca”, no esta ausente en “Cambio de cerebro”, si bien es de
naturaleza diferente. En este caso, parece que nos hallamos ante una version
actualizada del clasico endemoniado, con el que el doctor Puig procede, con
recursos propios de la psiquiatria, de manera equivalente a la del exorcista. El

propio narrador alude a esta similitud: “Jorge realmente queria expulsar a sus
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demonios” (pag. 231). Tampoco es casualidad que el nombre del personaje

coincida con el del santo que lucha contra el dragén, simbolo del Maligno.

Es precisamente el conocimiento de esos patrones o modelos culturales
a los que antes se aludia el que nos permite anticipar que el refugio de esos
demonios contemporaneos puede ser un sujeto préximo, cuya alma sea
propicia a recibirlos, al estar desprotegida a causa del escepticismo: el propio
doctor Puig que realiza la hipnosis del paciente. El enfoque cientifico que el
médico da a los hechos permite diagnosticar que la causa del problema podria
ser un probable trauma sufrido por Jorge a consecuencia de la muerte de su
padre que le ha llevado a dar forma concreta a lo absurdo o a sentir la
necesidad de llamar la atencién, pero no impide un comportamiento
incoherente en él: en el interrogatorio al que somete a la madre de Jorge antes
de la sesion de hipnosis, se preocupa de averiguar si el nifio consume obras de
ficcién fantastica; sin embargo, sorprendentemente, el propio doctor no se
priva de tener en la sala de espera de su consulta “un céomic de fantasia, con
héroes galacticos y monstruos extravagantes” (pag. 233) que el nifio que,
seglin su madre, no gustaba de tales obras, lee con avidez mientras su madre
mantiene la ultima conversacién con el médico.

La creaciéon de un adecuado ambiente de misterio, el despliegue de un
abanico de elementos simbodlicos tomados del acervo tradicional, la original
reinterpretacion de la tradiciéon mitica del castigo eterno, el logrado equilibrio
entre la anticipacion del desenlace y el mantenimiento de la tensién dramatica,
la adecuada dosificacién de la informacién en un relato de aprendizaje del
protagonista y, sobre todo, la capacidad para erigir la figura de un personaje
nino y adolescente ocupando todo el primer plano del escenario, en un
ambiente de soledad angustiosa y casi palpable para el lector hacen del cuento
de Margaret Mahy un producto de la ficciéon fantastica mucho mas logrado que
el de Jordi Sierra i Fabra, donde se abusa de recursos manidos. No obstante,
el estudio comparativo de ambos tiene la utilidad de ser una muestra palpable
de que, a pesar de la diferente filiacion genérica que poseen dentro de la
modalidad fantastica, de la distinta estructuraciéon de la materia argumental y
de la disparidad de recursos técnicos utilizados, la literatura actual sigue
siendo refugio para todo el caudal imaginario que nos ha legado la tradicién
porque refleja la angustia de una época, la nuestra, a la que el progreso

cientifico, lejos de protegerla contra lo inimaginable, la precipita hacia él. El

52



descenso de los cielos a la tierra de las ciencias occidentales (desde la
astronomia del siglo XVII a la biologia del siglo XIX) y su concrecién actual en
el hombre mismo (antropologia y psicologia del siglo XX) han desplazado el
asombro humano desde las plantas, los animales y el entorno natural, en
general, hacia el propio yo, pero su obsesiéon por el vuelo hacia territorios
desconocidos, no sélo la penetraciéon en el oscuro mundo interior, y la creencia,

aunque sea confinada al terreno de las artes, resisten indelebles.
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INSCRIBING THE ARTISTIC SELF: JANET FRAME’S AUTOBIOGRAPHY

Margarita Estévez Saa

Universidad de Santiago de Compostela

Small are islands, a tyranny of completeness, a fear of meeting too many selves
in mirrors.

(Janet Frame, An Autobiography 337)

Janet Frame is, undoubtedly, the most representative writer from New
Zealand. Despite her notable contribution to literature in English as author of
twelve novels, four collections of short stories and a volume of poetry, she is
better known as the author of a massive autobiography, initially published in
three volumes, and popularised by director Jane Campion who made the film-

version An Angel at My Table.

Frame begins the first volume of her autobiography, To the Is-Land

(1982), with a very brief section that goes as follows:

1 In the Second Place

From the first place of liquid darkness, within the second place of air
and light, I set down the following record with its mixture of fact and
truths and memories of truths and its direction always toward the Third

Place, where the starting point is myth. (7)

Thus ends the first section of the volume and begins the following one
(“2 Toward the Is-Land”). This way Frame endows each of the volumes of her
autobiography with a clearly multi-fractured episodic structure. Some sections
are longer than others. The titles refer to people, places, anecdotes, poems, or
events which are mentioned or described in the different sections. The overall

effect is a sort of cauldron or holdall in which apparently unimportant, merely
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anecdotic moments of her life are equalled to decisive events of her and her
family’s history. The three volumes of the autobiography also display the
author’s own musings about her proje