FoL-EVE ARSI EE ¢ FEHE

%é?ip

Fantasy

{”ﬂ,

AP CARE102# 110 23 p ()

R B Y FIREE § R 144

AR P BEAREEEF £

KR R DX B REY B L

hEEE FRRATPELAE W2 P L F2 Fr



BB BN i
R AT 3
B B A 6
I LI T < PP 7

BT AR 12
SATHE B A A A 54
B A A A BB, 55
B 6 D 56
LA B B oo 60



HELR

7 FrEs 38

ﬁ%ﬁ&:

PR
R ORN LS S A

e s H W

FE L BEP  PLe - EEF
e ~ PG~ HRAS ML 2

9T ERY - EAE

BrY EAREEFEG

SRR RS ML EAE

SN F T EY AN EER Y2 1



g ¥ JR g

3 %\:ﬁ%i:xz_aa 7 50 A
LT 25 A4 (20 &

30 ~ 4 mzﬁ"i 20 ~éaztm) s RAAEHHc 2

4 (
w05 A sath) -

EHR T3 L BUFL O FHEFGE A

r-ﬂ\-

CR g AAREETR L BT AR BN - S BT AR B
‘::w BER IR BE 2 S

BN ALS O A AR L (52 B -

BAME - Gpdt o - Sy~ 248 L e B A2 F A

P - B e AL RREd P AT fRRES e

gREFT HFHP S

g R ARG T RRAESIL o

ERUT - EFRF TR (T wh L E GlH) 2 7o L% -
EHFMRIEF LI BRILFEF R LR P EGELHED -

ERE A > LR R P A g T e

CEAREEE S RFT P AVAY LA FE AR T F P22 2
U

SR RHBEEA RETH R Y R & B AN ALK £ R Btk o

AEE Y SR TE0E | X G p BRI T I ERATIR SRS -



PoL-EY EARHECSSEEEEENE PEAFAREE
> » s . = R
& & 7% F R

il

e PFd

RUMFT LA R F ARG (RATR)D TH 19T R
;/Efé#%%; T.@tz)\ ﬁlﬁ \'—’"— :' ) g|’J f—?‘} 600 N _jr'
FABRBRATFR L2 22 TV RE A o

_}_
1L &7 3! 1‘4»"<ml§"—>mﬂﬁ 162 (& ﬁ ﬂ‘iﬁ—’\”ﬂ—’fﬁﬁ%“‘ﬁ"—’ﬂf
FE LA AR ETBGE 106(% B - B)of FRIT AaTREY I
"t%? °
2. 1 3 I AR T R 166> 222 v g RBILR2 g TE

L ﬁ%%%w\ﬁUmﬁﬂi’i%~~%:)§$ﬁ,%

E T40 ~ 48> 5d Fip Axzed & PHEAMRKRE - REP 2=
o 3‘?“&'&53‘7“‘ R I S

(=) F#p b g W hFiresd @@ AL R)ERER
Biod oo

/ f
e e 25 )



P Lo BV EAREE S E L EAHE e ML T

F- iR B ERFEAREE PFY L
A
EAR Pl AER
% 06:10 (i) 07:50
*07:00 08:55
% 08:00 (&) 09:45
09:00 11:55 (i)
% 11:00 (i) 13:10 (:&)
*11:30 (:£) 13:45
13:00 15:55 (i)
% 15:00 16:35 (if)
16:00 16:45
*17:00 18:00
*18:00 19:00
*19:00 (i p > % B RESR)| 200003 p B - B BBRH)
*21:00 22:00

1. LI AR 9ZEIEFge Lo Sd i ARed 5o pF
B MR -
REIPBfzxk AR aELme 18R 2FERPemTa o
B i A SRS T bR D

¥ LG FAFRLE O ARKRE FARRPC T A o

B Bp B p R R AP % IR
M- 23T Py fERE -

m % 7 35 1 (05) 2788177

N o g b~



oo EY EAREEEFEE L TG B BT B

o iEmodEFoRG T FEY L

Rite——? I X B i

N2 = LR
07:00 (:£) 06:10 (i)
10:00 09:10
17:10 14:30
1. -G ﬂ\’]‘v\f’f ];T:'?F’& ]ir/’a\f_ ’f"l—-'_]_ﬂ"]‘&“r,ﬁf’f ];T:'?F’“ ‘}\Z'_—J‘/»\’u;:
LR T LS R F R L
2. Rﬁ&i#&ﬁﬁ%@%%##@a¢%fﬁrTéo
3. M BB TT FTIP IR ERGE
4. w7 (05) 2788177
o IiF
(=) p3tdE
BT A (LA LER)
a1 8 06:40 07:40 08:40 10:40
11:40 13:50 14:50 16:50 18:00
1 06:50 08:50 10:50 11:50
14:00 15:00 17:00 18:10
o ozh 07:10 08:10 09:10 11:10
12:10 14:20 15:20 17:20 18:30
. E 1}; 1390 ~

1. 3
2. M R E PR Aoy h, ek 04 L4 http://www.solarbus.com.tw/

AR AP A ERA L)
07:55 09:05 11:30 13:00
14:00 16:00 18:00 19:10
1. ;“-.l-f% pp/@ﬂ REBT T
2 A M P KT 2 F AR A (R E2E RS B 1L
3. W2 ¢ (05) 2720622



http://www.solarbus.com.tw/

FoA-BY EAREEFEEEE TG PR ENEEY F

(=) ¢¥ 28
cP EEAEALY TR
EEo- B(RF 807 (EFH)

R Eap Ea
EHoL 150 75
ENECER 130 65
SR 130 o

1 g

EHB - fPE -
ok R (RE = ) - B0
PEmLE L 59 Bk

2. FABIFLFAIMFEF I A 2 XAH304  EET 2250 EET VDX
530 &~

. FERRAR > ok RS 1044815 Lbizd

4. d 2 o? TERREE T pFIEL SRR oGk o ? BRGSO
http://www.tcbus.com.tw/

5. o 2@ oY —E % p?ﬂ; . http://60.249.10.173/image/6187.pdf

6. &£ &=k 1 (049) 2656301 ¢+ &k (05) 2723991

115_ - EA - VAR - CEFR -

® Fi4
R B S FrbiEE RS T AR BARY 30-40 A 4E o

R

(-) ®&pr s

A GRLA GRT RN P REWAF B SR gk
z}\«",;uwvs:;g?#i

() RAPLE A A RAATRNAE

1. B $42k 1 £.57 % 252555510  TEL: (05)278-8112
http://618.9g0168.com.tw/qo168/front/bin/ptdetail.phtml?Part=about&PreView=1

2. EEVCERE CEA&T 2 V25750 TEL: (05)229-3998
http://chiayi.maisondechinehotel.com/

. S E TR EA A MERE - K425 TEL: (05)221-9588
http://www.nikaido.com.tw/index.php

10


http://www.tcbus.com.tw/
http://60.249.10.173/image/6187.pdf
http://618.go168.com.tw/go168/front/bin/ptdetail.phtml?Part=about&PreView=1
http://chiayi.maisondechinehotel.com/
http://www.nikaido.com.tw/index.php

Yo t-REPEARNEEESEE T E VoA EE

R FRES W

-
14 ©) -

10

12 2]
1. * o (EEEH T3 ) 10. Frc+
2. 11, FmEm
3R (LA ~HEAE) 12. ~4# % (€3)
4. Eded o (HE Am - MELa g 13 of ks

&)\ i%g?l]%[‘; ~ %‘%} ~ /J~V£/~|’§f'\
5 4T R

5. £EZ D B 14. B3 4

6. e~ 2 R R 15 L FHE
7. A 16. 1 § - &
8. & P izd 3

9. Al

11




FoL-EPEAREECFREE R EFHE

f o RO &

DR

> %,
v 7k

P -
£1% — 5] v (En-Gendering) end % o & & 4 ¢
¥ ALIE + izt 4 (The Magdalena Project) @ & 4 s feng| R | &&=+ 7 | 14
P42
TA AR () P Rk K E R GE R | 15
Fantasy and History in Kim Deitch’s Graphic Narratives J;ﬁ];]fnson 16
SRS o (i XY P bR s | 17
“The Living Strut and the Dead Souls Creep”: The Return of the B | 18
Dead and the Loss of Rural Ireland in Patrick McCabe’s Winterwood s
A askig? RF o E% (EFRHTIE) ¢ A Efr | 3y |19
ﬁfﬁﬁf‘b I—W“J‘ -‘4#7' Faa () iaRF(R2FHE) 2 (% SE5e R | 20
3 T EIE >>
The Fantastic Presence in Howards End and A Passage to India A FE |21
Moses, a Legendary Hero of Conjuring Mythin Zora Neale Hurston’s .
. FRzp | 22
Moses, Man of the Mountain
PF AR (RFEEE) P hd R X AR | 23
Toward a Happy Ending of Impossibility: Rgvisiting “Eucatastrophe” v | 24
in Till We Have Faces and The Lord of the Rings ]
PETERTE Bend el R AT . R R anff it priT Eoar | 25
eSS S fzpns cFo o FE | 26
B %Uii“ igend L KRR (B "+ﬁ@”‘>> ERA RGPS AELE B s | 27
EE AR (FALEE) ¢ mim,fm:a: Ba T FERASGRR | Bsp | 28
Hybridity of Genres in Margaret Cavendish’s The Blazing World w3t | 09
(1666) PR
DR ET R (A kL) P B ZE% |30
I Am Nobody: Fantasy and Identity in Neil Gaiman’s Graveyard E s | 31
Book L
Textual games in Borges’s Labyrinths Milici- | 32
TR (RSB E) PR FERERSR sz | 33
TEPL L T3 E C.S Lewis Mjr+ & 3 Baggy, @ chizz |14 34
3 3298 30
- 3 ih 2 e L RERL AR 3 4) ¢
zzfiz;};ﬁ\ aE R AR (BEFL) PR migm | 35
HEREGF?HFO(FLepmd ) 2 T4 & TR, Fapa % 7o | 36

#IF+

12




FoA-BY EAREEFEEEE TG PR ENEEY F
EI TIORED YT ] 37
Fantastic Time and Place: Queer Crossing in Jeanette Winterson’s 2% | 38
Oranges Are Not the Only Fruit T
Biopolitics in Dark Fantasy: Production, Management and a4 - | 39
Advancement of Lives on The Island of Doctor Moreau ME =
Fantasy and the Fear of Death in Neil Gaiman’s The Graveyard Book | = i#~ | 40
TR+ G g K TE RaR AHERT R EY R AR
Freeing the Body: Body Imagination and Intertextuality in Lewis
Carroll’s Alice s Adventures in Wonderland and Susan Sontag’s Alice | % 3 A% | 42
in Bed: A Play
B d AR G EARRF FR RIS FahB g ik B 43
r‘4k‘|ig m&:ﬁ)\"’t’“’jﬁ ’%“.’%é 44
AT Gde o Pl CSE S Fren(p R T B H S A T y
B2 ) % B TR b Mizi s | 45
ARAPLELE KPR 2 E 2y (RRSER) PR L
\ ax 1 2 4 4& |46
7 F

P ] 2 s AL 2 ps
i#b FURRE2mBR LR RS REERDEE e | a7
%F-r%&ﬁtu PR (AsE) Pk E g Wikt | 48

TRAMER P ek 4 I(FLE R P aniBRede o & | 49
(L7
B ROF TR R mEaR— 3o AR R B AR
HWrois
Paradise Lost X: Doris Lessing’s Vision of the Fall in Briefing for a M i | 51
Descent into Hell, The Fifth Child and Ben, in the World o
BIF2Z R RETHRAY TR F ) AREH 47 | 52
s % 3 el R 1ﬂl’AtI tis) ¥ B 2 & 3 (&#) FHE-" ;
=Y el g Ar(Atlantis) /< F % & ] (£4) RS e |53

ﬁ}gl\/i % ? v mﬁﬁ I.@ U

13




Yo t-REPEARNEEESEE T E Y R

£18 — 4] ¢ (En-Gendering)ehd % o & & M4
¥ 4R35 + #4m3-§ (The Magdalena Project) ® -+ {4 8 reip] &, £
R 4

SRS LA

%*E—ﬁm""‘i 1986&@ * *“E]}\E] fdrent e X0 B - B TRz pis ) #5550
F % ek 4 R R );Jiiq W hd £ £ 3% - 5 v (Eugenio Barba)
bm% e f&f”*««' oA - AR REA TR A
FET W o B EMmr 445 FH LY o i n A e kiTs
o R T BREET o DREER R TR a2 DiRlepa ) K
VAR o I A P AR - AR XD RErA 5
Boo 18 RIBMA G L N - JEM 1 E R A o L MR SR R
A SR g A merd g o —_‘J-%iﬁd Fphes g 1 (v 5 A& y;gﬁrﬁmg\
LAV R E- BRFANT S P E s BER ii"t’iﬁ)%gif!t I C
Pl idmaz B PR T BEE “"%Er‘%ﬁ iR R T €
ﬁ o2 4p ,i%i?m?@ o HiIFIDL R }_»;ﬁ»’z PR = e C I 0 e Y
B B 1]"1?.1%\/3 RN E&lj R 4 1]’Brr11E‘ ﬁﬁg@nﬁ e T e
Mo 2 AT RE L enR® %Jlr'f CAB LA EEEE Y EHEREHESAL SF PN
AR AR R EAEREZS TP k- EE%F‘« > %—- %lfr%héﬁ—élttﬁﬁ‘f?\ﬁﬂ;%i
B R A BT BT 2 Ah2 hp T EIE R I 52 27 & K (Chris
Fry)“tdp fen T35~ iLdmz g (the way of Magdalena) « i i+ 2| e 4 - &
TERD N AF R AANT L RRENES S E 0 TR Bl FT R P Tt
SRR A BEERR o AT s A Rl ch R A u] S SR T R
PoitodeP B deP A B AR RERT GG ogF i B - (Laura
Cull)#dp d1 e fh 3 % chip PR L - e fe TR (affect) % i+ (becoming) % - re
A ER A A AR BRI R - BEAE o 51
AR AR LHPELE PR REHA AR > BH S ER R
GBS RS MNCORIE RS £ R 2L T § R
HFELE mii/ﬁ@m#?’“j\-;l’\

MaEs @~ Ty d o B SR  F 2 e AL A

14



i)::#_fi.ﬂi"i‘ﬁ]fivﬁ?;gﬁg}gﬂ;ig SR ARARE S
FR2Z7>AF 3% (BE#H) ¥ alge FRrike

FRE KA R

kv oq GdFIHEE 6 7 e (Nora Okja Keller) ¥ iz} 3 (% )
(Comfort Woman ) » B iz | #.¢ Fricss s gk £ % 4 &@:&Lsﬁﬁﬁuﬁﬁdﬁ ’
For ik FILTE RAEF AR drg B R R R (B )
S AR e K 2 BRI [ (R BB HA S
e dhB - AR B RF SR S S AT A g
I RE IR T S PEN Ve ST ERE LY T Tk
S i
(0¥ - KE KA QBEYE A REGT R A g o
fodfE A Y ARE G B e R A Ranf E e A IR
R MEHE - FH RN Tt frr R m'%." ForF A adlo
BELE oL RYrE AR RIVLE A EE L BT
R T L SRS T s E0 RS RS S T
FREIULL R RAEAD T LR (FEE) P PR BRI & RS
¥ E v AL b

Matd (L) g - AR HFE - R R

15



Yo t-REPEARNEEESEE T E VoA EE

Fantasy and History in Kim Deitch’s Graphic Narratives

Jeff Johnson == % &

Kim Deitch, a veteran of the underground comix era of the 1960s-1970s, has
published in book form since 2000 a series of well-received interconnected longer
graphic narratives that render the United States since the 1890s in stories that wind
through representations of forms of entertainment historically regarded as low
(carnivals, vaudeville, comic strips, movie serials, radio, children’s television and
especially animated cartoons), as though the history of modern America is the history
of American popular entertainment. Within the historical narratives and in their
address to their contemporary audience Deitch both indulges and castigates the desire
for escape (through physical flight or nostalgia or hallucination or madness) from
accepted everyday realities, both celebrates and presents as frightening the capacity of
the fantastic to disrupt those realities.

Boulevard of Broken Dreams (2002), Deitch’s most praised--and least
fantastic--major work, depicts a set of characters working in the American
commercial animation industry from the early to the late 20" century. In it, the more
powerful (and ambitious and dangerous) forms of fantastic imagination are gradually
excluded, or regimented into the service of commercial success, as the narrative
moves forward from the 1920s. This occurs simultaneously on the level of form, both
of studio cartoons and of experimental art animation, on the level of the cartoons’
content (popular surrealism yielding to Disney cuteness and superhero adventures),
and in the political existence of the animators, with the suppression of open leftists in
the industry after World War Il. Deitch’s recurring character Waldo the cartoon cat
represents within Boulevard the literally demonic energies (he claims to be an actual
demon) that feed the creativity of the animators and the fascination of the viewers, but
a threatening energy that is continually being smothered by the society that also
desires it—which in turn means that it erupts in darker forms.

The mostly unrelieved sequence of frustration and failure visited on the major
characters of Boulevard seems linked to its relatively strong commitment to realism.
By contrast, Shadowland (2006), Alias the Cat (2007) and The Search for Smilin’ Ed
(2010) include more grotesque cruelty and suffering, but they offer some redemption
by fantastic means within their narratives. Repeatedly characters are rescued from
terrible, often deserved, fates, or their sufferings or crimes achieve some value,
through the intervention of alien, supernatural, or simply unreal beings. Deitch’s
narrative constructions themselves—and his deliberately cartoon-tinged drawing
style—hold in tension throughout the wish to represent a real, terrible, hidden past the
narratives claim to reveal (the author popping up within the narratives as its puzzled
investigator) and the urge toward fantastic possibilities at once fearful and inspiring
that might give it meaning.

Keywords: comics, animation, history, narrative
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Fantasizing Love: Identity Hybridizations in Rushdie’s The
Enchantress of Florence
EE I fow (RRGHrbx) Pl RS

woes kit &

This paper discusses British Indian writer Salman Rushdie’s fantasy novel, The
Enchantress of Florence (2008), in relation to postmodern and intercultural
hybridizations. Set during the Renaissance, the novel’s characters venture between the
transitional period of pre-modern fables and modern humanism. This essay argues that
by interculturally exploring fantastic conventions with modernist inquiries on human
subjectivity, Rushdie’s novel destabilizes dualistic categorizations into hybridized
mirroring proliferations of self-other identity reconstructions. The first part of the
paper addresses the text’s reference to postmodern writing aesthetics. Discussion
starts with comparisons of Rushdie’s text with fantastic writing techniques and
metaphysical thinking progressions to demonstrate the novel’s postmodern
questioning and reworking of the two traditions. To elaborate on Rushdie’s method of
rewriting fantasy, this section focuses on examining examples of fantasy-modernist
confrontations that lead to postmodern deconstructions and reconstructions of self and
other as well as fact and fiction. This brings discussions to the paper’s second aspect
regarding intercultural exchanges and hybridizations. In the novel, through narratives
on amorous tales of cross-cultural love fantasies and enchantments, the text unfolds
hidden histories concerning the interrelatedness between Eastern and Western spheres.
The novel fantastically explores into literary, cultural and historical communications
and miscommunications between pre-modern and modern as well as East-and West.
By accentuating self-reflexive parodies, Rushdie’s novel manifests the heterogeneous
plurality of performing postmodernist intercultural subjectivities, which functions not
as a means to celebrate hyper real simulacra or cultural relativism, but to evoke
critical parodies and reconsiderations regarding the fallacies of oppositional, static,
and exclusive identity formations.

Keywords: hybridity, postmodernism, interculturalism, subjectivity, fantasy novels,
metaphysics
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“The Living Strut and the Dead Souls Creep”: The Return of the
Dead and the Loss of Rural Ireland in Patrick McCabe’s Winterwood

HrRé v+ 8

Drawing on Derrida’s politics of mourning and the related concept of
melancholia in The Work of Mourning, this paper argues that in Winterwood Patrick
McCabe appropriates the Gothic literary tradition to illustrate the Irish experience of
globalization and the subsequent melancholia for the irretrievable rural Ireland.
Redmond Hatch, a stringer at the Leinster News in his early forties, recounts his
encounter with Ned Strange, a seventy-year-old piper and fiddler, in Slievenageeha in
Ireland. As he becomes more intimate with Ned, he finds his life history overlap with
the old man’s. Meanwhile, Redmond’s life begins to deviate after the divorce and
unemployment. After the outbreak of Ned’s pedophilia scandal and the following
suicide in prison, the apparition of Ned comes to haunt Redmond and triggers a series
of detrimental transformation in him. As Redmond’s obsession and sympathy with
Ned increase, Redmond discovers certain hard facts of rural Ireland that Ned’s
folklore fails to explain, erase, or mask. As the novel unfolds, Redmond’s grotesque
encounter with Ned draws readers to reflect on the role of country in Ireland in the
globalizing process.

According to Derrida, mourning is a relentless process, in which melancholia is
the norm and pain will never be alleviated. In melancholia, the mourning subject tends
to be deceptive. The truth is often masked, distorted, or partially told. As the subject
recalls the memory of the dead, he or she gradually identifies with the deceased. This
obsession with mourning, however, is essential for the survivor, since it is the “ethical
obligation” of the survivor to keep alive the memory of the dead. In light of Derrida’s
conception of mourning and melancholia, the paper first will explain how Redmond’s
psychological affiliation with Ned resembles the symptom of melancholia. Next it
will suggest that Ned stands for the remains of rural life in Ireland. Redmond’s
emotional entanglement with Ned epitomizes the ambivalent position of rural Ireland
in the globalizing process. On the one hand, rural Ireland used to serve as the source
and backbone of national imagination. On the other, it has been burdened with the
painful memory of poverty, social conservatism, and migration. The advent of
globalization proves the former as illusory and the latter as hindering. Finally, the
paper concludes that McCabe writes about Redmond’s grotesque experience with Ned
not to reminisce or restore the untainted existence of rural Ireland, but to reexamine
and relocate it in the age of globalization.

Keywords: Winterwood, Derrida, mourning, melancholia, rural Ireland, globalization
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The Fantastic Presence in
in Howards End and A Passage to India

WER G EE

In Aspects of the Novel (1927), E. M. Forster uses two terms—fantasy and
prophecy—to account for the extraordinary but disturbing presence in some realistic
novels that makes futile reason, logic, or any rational interpretation. Forster calls this
presence “the bar of light,” which, owing to its different intensity, is sometimes
intimately connected with the plot but sometimes cuts across its boundary. Forster
further notes that novels with such a presence revolve around a “fantastic-prophetical
axis,” and their odd method or subject-matter impels the reader to make an additional
adjustment in reading them. Despite some shared features, such as the sense of
mythology and deviation from realism, fantasy and prophecy work with their
respective property to create in the novel a mysterious force that obstructs the normal
reading process with a sense of hesitation and indeterminacy. Such mysterious force
with its corresponding effect is strongly felt in Howards End (1910) and A Passage to
India (1924), two predominantly realistic novels. In these two novels two myth-like
figures—Mrs. (Ruth) Wilcox and Mrs. Moore—oscillate between the realm of
humanity and that of the spiritual to elude the reader’s rational grasp. After their death,
Mrs. Wilcox and Mrs. Moore are elevated to the state of ghostly deities and rise above
human sufferings and alienations to serve as the otherworldly connector, an essential
role that most characters in Forster’s novels fail to perform. What seems to be an
expedient way out of all human muddles, however, turns into muddle itself when
investigated under the laws of realism. Therefore, how to measure the inclusion of the
fantastic element to the realistic trope becomes a crucial issue in order to rescue such
narrative maneuver from becoming mere gambols. In this paper, | will first draw on
Forster’s own “formula” to analyze the nature of Mrs. Wilcox’s and Mrs. Moore’s
characterization and to demonstrate the distinction between the fantastic and the
prophetic. Possible motives for such inclusion of apparently incompatible elements
will then be examined as means to evaluate its validity and legitimacy. All the above
discussions and analyses will serve to test the hypothesis that the fantastic is but a
manifestation of Forster’s ultimate despair to find an effective means either on the
existential level or on the narrative level to prevent and mend divisions.

Keywords: E. M. Forster, Aspects of the Novel, Howards End, A Passage to India
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Moses, a Legendary Hero of Conjuring Mythin Zora Neale Hurston’s
Moses, Man of the Mountain

3w ¢ 4 &

In her essay, “Characteristics of Negro Expression” (1934), Zora Neale Hurston
(1891-1960), an important African-American folklorist and woman novelist
associated with the Harlem Renaissance, asserts that “Negro folklore is not a thing of
the past. It is still in the making” (African American Literary Theory 36).With this
assertion, she highlights the black folks’ creative power and their ability in adapting a
variety of paired elements like God/the Devil and new/old. Meanwhile, highly
acclaiming the black folks’ reinterpretation of anything they touch for their own use,
she terms the Negroes “a very original being” but criticizes the stereotyped concept
that the Negroes are “lacking in originality,” “the modification of ideas” (African
American Literary Theory 37).Accordingly, in her third novel, Moses, Man of the
Mountain (1939), Hurston recreates and modifies the biblical allusions, Moses and the
Exodus, making the suffering enslave Hebrews equal to the American slaves and the
Exodus to the emancipation of the latter. Depicted as a black folkloric, mythic hero
with leadership and conjuring power, Moses is a two-headed voodoo man eager to
master the secret power of Nature. For the ex-slaves in awe of the hero’s supernatural
power, Moses sometimes embodies godly divinity. To Hurston who universalizes
Mosaic legends in the introduction of this novel, Moses has been worshiped “all
across Africa, America, the West Indies” (Novels and Stories 338).As Hurston has her
own aesthetic viewpoint on the Negro expression, Part | of this paper will investigate
her folklore aesthetic to discern her connection with the African-American women’s
writing tradition and the context of her contemporary male and female writers. In
terms of the universalized pattern of hero archetypes, Part 11 will analyze how Mentu
inspires Moses to dream of the quest for the conjuring knowledge preserved in the
book of Thoth at Koptos and why he abandons his privileged status as an Egyptian
military leader and prince. Part 111 will move on to how Moses under the influence of
his mentor, Jethro, fulfills his dream of the quest, transforms himself into a powerful
conjure man, but refuses God’s summon. Part IV will explicate how Moses accepts
God’s summon, successfully emancipates the Hebrews from slavery, but leads them
into the wilderness for years, how he clashes with the conjure woman, Miriam, and
the ambitious priest, Aaron, and how he might return to Mount Sinai from the top of
Mount Nebo after his recollecting the detailed moments with God. As Hurston uses
the black aesthetic expression to revise Mosaic legends, she not only proves her
originality but also tactically relates the issues of race, gender and class.

Keywords: fantasy, conjuring myth, hero archetypes, race, gender, class
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Toward a Happy Ending of Impossibility: Revisiting
“Eucatastrophe” in Till We Have Faces and The Lord of the Rings

P FE - F

Fantasy, in terms of J. R. R. Tolkien in his influential essay “On Fairy Stories,”
is “a natural human activity,” a “sub-creative” activity of the mind to invent a world
beyond the natural world we know. It is a “secondary world” full of wonder and
strangeness, a realm of enchantment that cannot possibly be envisaged in the mundane
world yet can be encountered in the (textual) world of the fairytale. Tolkien furthers
his conception of fantasy with the idea that “[i]n human art Fantasy is a thing best left
to words, to true literature.” Intriguingly, here Tolkien is obviously underscoring the
value of “narrative art” in the achievement of the sub-creative enterprise of fantasy,
which is, so to speak, the “impossible” mission of making the unnatural/supernatural
natural, the unreal real, the disenchanted world enchanted again. In the age already
deeply preoccupied with the modern theory of language, that is, with the structure of
signs, such an emphasis on words and the art of literature in the full play of fantasy
deserves reconsideration—in theoretic and thematic terms.

Theoretically, there is an important inquiry emerging from the link between
fantasy and language, the former bearing the quintessential and ultimate function of
invoking the “secondary belief” in metaphysics, whereas the latter, cherishing the
nature which absolutely pertains to anti-metaphysics: How on earth then can the two,
contradictory in essence, be “reconciled” at their service of textualizing the fantastic?
To wrestle with this question about the assumedly impossible reconciliation inherent
in the textuality of fantasy literature, this paper attempts to do a comparative study
engaged in a theoretical scenario of “clash” between modern theories of language and
literary discourse, specifically Todorov’s theory of the fantastic, and the
fundamentally religion-oriented ideas of fantasy upheld and practiced by the two
congenial fantasists around the mid-twentieth century, Tolkien and C. S. Lewis.

Furthermore, the aforementioned comparative study will also be undertaken
through the thematic lens of the eucatastrophic endings of C. S. Lewis’s mythic and
“fantastic” book, Till We Have Faces, and Tolkien’s masterpiece, The Lord of the
Rings. The theme of “eucatastrophe” is significant and relevant to the present study
mainly because this peculiar and dialectic type of “happy ending” plays both “the
strange mythic quality” of the fairytale that “has no true ending” and “its highest
function,” as it makes possible a “glimpse of joy,” “a far-off gleam of evangelium,”
“beyond the walls of the world” and thus moves the text of fantasy to “end” with a
transcendental/religious vision of reality of hope without end.

At last, this study will attest to the finding, whether in Tolkien’s and Lewis’s
metaphysics-laden textualization or in Todorov’s structualist-based theorization, that
the impossibility of the reconciliation in question is paradoxically self-evident and
self-annihilating and ultimately transcended in the open- and happy-ended text of
fantasy literature.

Keywords: Fantasy, Literature, Eucatastrophe, Tolkien, Lewis, Todorov
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Hybridity of Genres in Margaret Cavendish’s The Blazing World
(1666)
BRAF -FEFF (ZRELR) (1666)7 the e

HAHE et &

Margaret Cavendish, Duchess of Newcastle’s prose fiction The Description of a
New World, Called the Blazing World was published in 1666 as a supplement to her
scientific treatise Observations upon Experimental Philosophy. Although The Blazing
World is generally viewed as a fictional utopia, the exact genre under which we
should classify the work, however, requires careful reexamination. Framed in the
narrative of a nameless young lady adventuring to another, better world and becomes
its Empress, The Blazing World apparently belongs to the tradition of utopian
literature. Yet Cavendish’s “fantastical” creation of hybrid races in the Blazing World,
including bear-men, bird-men, fly-men, fish-men, spider-men, worm-men, to name
just a few, in addition to the “fire-stones” that turn into flames when wet, human
conversation with immaterial spirits, and human souls traveling outside their bodies
even into another human’s body, all signal her indebtedness to the literature of fantasy
and magic.

Moreover, like science-fiction writers, Cavendish offers pseudo-scientific
explanations for the probable existence of parallel worlds and how the heroine could
travel back and forth between different worlds through a narrow passage near the
North Pole by constructing vehicles of transportation much resemling modern
submarines. When pleading on behalf of the Duke of Newcastle to the celestrial judge,
Cavendish adopts the form of political allegory by personifying abstract concepts such
as Truth, Fortune, Honesty, Prudence, Folly, and Rashness, each endowed with
distinctive speech style and manner, and enacts a court hearing about the case
involving the Empress, the Duchess, and the Duke. Finally, evoking Lucian’s True
History, Cavendish resorts to Menippean satiric devices in her implicit attack on
political counselors who favor long, tiresome speeches, inept virtuosos in scientific
societies of various pursuits, and constant intrusion and digression by the omniscient
first-person narrator as satiric persona of the author.

Deliberately defying fixed conventions of traditional genres, Cavendish adopts
various kinds of genres in this feminist prose fiction, each carefully chosen as suitable
vehicles to advance her protofeminist ideas on issues in political sciences, natural
philosophy, social customs, religious practices, and artistic productions. As a prose
fiction crossing the generic boundaries, The Blazing World is thus an important
precursor in the female tradition of prose fiction with hybrid genres, anticipating the
novelistic works by later women such as Delarivier Manley’s New Atalantis (1709)
and Sarah Scott’s Millenium Hall (1762). By disentangling the numerous generic
threads embedded in Cavendish’s work, I hope to contribute to a better understanding
of the development of prose fiction by British women writers in the seventeenth and
eighteenth centuries.

Keywords: Margaret Cavendish, The Blazing World, genre studies, utopian literature,
fantasy, science fiction, allegory, satire
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I Am Nobody: Fantasy and Identity
in Neil Gaiman’s Graveyard Book

AN ABERTER

With the popularity of fantasy literature in recent years, more and more
adolescent literature writers shift their attention to depicting the macabre and the
bizarre. While authors of fantasy literature endeavor to show that something which is
unreal, strange, whimsical, or magical nevertheless has an internal logic and
consistency, certain stereotypes typical of the realistic world are destabilized
simultaneously. In the imaginary world in which the events, the settings, or the
characters are outside the realm of possibility, many ideas like love, truth, reality, and
identity are constantly destabilized and contested. For example, in Neil Gaiman’s The
Graveyard Book (2008), which renders him awarded the Carnegie Medal, the
Newbery Medal, and the Hugo Award for Best Novel in the following years, the
problem of personal identity is apparent in Nobody Owens, an orphan whose parents
are killed by a killer called “Jack” and whose survival depends on the mercy of the
ghosts living in the graveyard. This paper aims to discuss how the protagonist in The
Graveyard Book grapples with his bewilderment when confronted with the myth of
his identity and how the elements of fantasy are entangled to the benefit of untangling
this coming-of-age mythology.

Keywords: fantasy, identity, Neil Gaiman, Graveyard Book
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Textual games in Borges’s Labyrinths

i ¥ 3+ %

Borges’ Labyrinths is considered by many as a representative of postmodern fiction,
but the stories collected in it were written mostly in the thirties and forties. That is,
Most Borges’s works proliferated in high modernism but became representative of
postmodernism. What made his work outstand in the literary trend of the sixties? This
paper studies Borges’s textual practices and styles that render him to catch the trend of
post theories. My argument is that the employment of paradox games as a textual
artifice renders him to meet with the trend that emphasizes the subversive force of the
text. Borges was dubbed the writer of writers, and the father of magic realism.
Although Borges was not the first who launched the magic realistic writing, the
popularity of his stories had earned him those titles. The popularity of his work has
been proven by the comprehensive citations seen in works of some renowned thinkers
such as Derrida, Foucault, Umberto Eco and Baudrillard. Umberto Eco pays his
homage to Borges by creating a blind library guard in The Name Of the Rose. He
confesses it is Borges’s notion of labyrinth that inspires him to create an indoor
labyrinth in The Name Of the Rose. Foucault and Baudrillard employ Borges’s
parables to set out their influential theories, respectively in The Order Of Things and
Simulacra and Simulation. Those applications of Borges’s stories display that his
writing reflects some poststructuralist ideas, such as the emphasis of textual
irreducibility, anti-norms and anti-Enlightenment. How does the Borgesian text
subvert the traditional notion of the text? | will illustrate his textual practices in terms
of his representation of reality, logic games and the use of symbols. For Borges, there
is no such absolute and objective world as the traditional fiction represents; instead,
the world is mysterious, out of our comprehension. His magic realistic writing
resembles postmodern notion of the hyper-real that emphasizes the blurring of the real
and the imaginary. With respect to logic games, mathematic reasoning and the counter
logic that what is true is false have been much applied thematically and formatively.
Subversion thus becomes the distinctive feature those paradox games create. As the
collection is entitled, the symbol of labyrinth seems to be his trademark. Borges uses
several symbols, such as labyrinths, mirrors, dreams, encyclopedia and spheres to
create conceptual infinity. The hyper-real representation of reality, the textual
subversion achieved by paradox games, and the conceptual infinity all resemble to
poststructuralist practices of decentering. That is why he is frequently categorized in
the rank of postmodern representatives.

Keywords: magic realism, hyper-real representation, postmodern fiction, the text,
paradox games
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Narnia Revisited: The Intricacies of Heroic Quest in C. S. Lewis’
“The Lion, the Witch and the Wardrobe”
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4 7 B pF: Jeanette Winterson -|: 3 Oranges Are Not the Only Fruit
Fantastic Time and Place: Queer Crossing in Jeanette Winterson’s
Oranges Are Not the Only Fruit

F 4 # University of Wisconsin-Milwaukee

Published in 1985, Oranges Are Not the Only Fruit was the debut by the British
novelist Jeanette Winterson. Widely considered to be Winterson’s autobiographical
novel, Oranges is told by the first-person narrator named Jeanette, who is, the same as
Winterson, an adopted daughter who grew up in a religious family and community in
Lancashire, Britain. This novel depicts Jeanette’s coming-0f-age and coming-out story
of her leshianism. In addition to biblical references, this novel contains a large number
of fantastic elements from fables, fairy-tales and the legend of Morte D Arthur.

In this paper, | will focus on the fairy-tale of Winnet and the legend of Sir
Perceval in this novel, particularly in the aspects of time and space. | propose these
narratives in the fairy-tale and legend create a contrasting time and space to the main
narrative that is narrated by Jeanette through the novel. Judith Halberstam’s theory of
queer temporality and spatiality in her In a Queer Tine and Place: Transgender
Bodies, Subcultural Lives will be used to help analyze the intertwined narratives of
the fairy-tale, the legend, and the narrator’s narrative in Oranges. All the three
narratives deal with the quest motif and boundary crossing. | contend that the
fantastical space and time in the narratives, from a queer point of view, are able to
form an alternative and resistance to the dominant heterosexual patriarchy in Oranges,
which is mostly expressed in the religion in this novel.

Keywords: Jeanette Winterson, Oranges Are Not the Only Fruit, queer, time, space,
Judith Halberstam, crossing, history/story
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Biopolitics in Dark Fantasy:
Production, Management and Advancement of Lives on The Island of
Doctor Moreau

MEE @+ 8

The Island of Doctor Moreau, H. G. Wells’ science fiction classic, reveals a dark
fantasy of how lives could be produced, managed and, hopefully, advanced. This
bizarre mix of imagination and philosophical meandering opens up a terrifying world
of a doctor who plays an evil god and cruelly creates a collection of monstrosities.

The real source of Wells’ horror of science could be masterly situated in his
resonance with the growing public interest concerning the possibilities and limits of
science. By 1896, being well into the Second Industrial Revolution, England had
developed a strong confidence in science’s ability to solve problems. Darwinism had
proven that humans and animals were not finished, immutable products but were
flexible subsets of a constantly evolving biosphere. The Golden Age of Bacteriology
not just pinpointed the interconnection between certain disease and its cause but also
demonstrated a faith in the all-powerful instrumental rationality. With this realization
came the dreams of eugenics, of perfecting humans and animals by way of the
laboratory and the doctor’s hand. This paper discusses the challenge on the
distinctions between men and beast, normalcy and abnormality. This paper also
explores the process and paradigm of how the distinction was formulated and secured.
As Victorian eugenics proposed a way to evaluate life forms, an urgent need is created
in practices of governing, balancing and exalting lives to be embodied in the
expectation of manageable and improvable lives.

Keywords: The Island of Doctor Moreau, H. G. Wells, Victorian eugenics, biopolitics,
cloning, animals and men
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Fantasy and the Fear of Death in Neil Gaiman’s The Graveyard Book

Bfi“‘? "‘Ill"‘g

In fantasy, death is often conquered. Protagonists do not die nearly as easily as in real
life, and develop, or are given, powers that keep death at bay. Fantasy genres also tend
to give protagonists, no matter how exceptional, a supporting community of helpful
others and together, as a party of life, they successfully deal with an opposing party of
death, a party that, ultimately, will fail to support their own main agent. With this
emphasis on life, community, and resilience, fantastic genres are akin to comedy
rather than tragedy, no matter how grim a world it paints. Neil Gaiman, in his
children’s novel The Graveyard Book, gives these aspects of fantasy an arresting
quality by making his protagonist, Bod, a young child eminently comfortable with
death: he is adopted and raised by a community of the dead of a graveyard. The
essential condition of the dead turns out to be that they, in their ghostly afterlife,
remain what they were at the moment of their death and are no longer open to further
experience or knowledge. The dead are alive, but no longer living. No matter how
supportive this community of adoptive parents, neighbors, teachers, and playmates,
their arrested states of development cannot prepare Bod for the business of life,
something that needs to be tackled before the gentle obsolescence of the grave can
descent upon him again. A living boy among the dead, Bod has no fear of death, but in
order to live, he will have to turn his fear of life into a desire to embrace it. That the
dead of the graveyard help him in this transition is their ultimate act of kindness, one
that will help Gaiman’s (young) readers allay their own fears of death—or at least of
graveyards.
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Freeing the Body:
Body Imagination and Intertextuality in Lewis Carroll’s Alice’s
Adventures in Wonderland and Susan Sontag’s Alice in Bed: A Play

IS T TN .

Lewis Carroll’s Alice’s Adventures in Wonderland has long been celebrated as a
classic work of fantasy, which has lent its imagination to many aspiring writers to
come. The many works that owed its debts to the novel are as diverse as Alice’s
changing bodies that shrink and expand and elongate her neck. Among the many faces
and difference bodies of Alice’s, Susan Sontag’s fantasy-drama, Alice in Bed: A Play,
presents a most physically confined Alice. The bedridden heroine in the play is based
on the historical Alice James, the little sister of William and Henry James. Like her
brothers, Alice possessed rare intellect and sharp observation; unlike her brothers,
Alice’s ambition was stifled because of the constraint of her sex. Sontag writes in the
afterword to the play, alluding to Virginia Woolf’s 4 Room of One’s Own, that Alice
James is just like Woolf’s imaginary Shakespeare’s sister, who is equally talented as
her brother but doomed by her gender. Through delicate intertextual reference to
Carroll’s Alice, Sontag grants her historical Alice, “a career invalid” as she calls her, a
wonderland of imagination. As Carroll’s Alice attends the mad tea party, Sontag has
her Alice go a tea party where she is consulted with other female literary figures.
Through this intertextuality, the bedridden Alice James breaks through her physical
confine; she is freed in her imagination. As Sontag suggests, Alice in Bed is “a play
about the imagination”: “The reality of the mental prison. The triumphs of the
imagination.” Alice James’s uneventful life and her bedridden body represent the
social constraint of women in the Victorian era. Through intertextual references to the
Alice with a changeable body in Carroll’s Victorian fantasy book, Sontag frees her
Victorian invalid from her bed. This essay, resorting to the theory of intertextuality,
examines the body imagination in Lewis Carroll’s Alice’s Adventures in Wonderland
and Susan Sontag’s Alice in Bed: A Play.

Keywords: body, intertextuality, Alices Adventures in Wonderland, Alice in Bed: A
Play
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Paradise Lost X:
Doris Lessing’s Vision of the Fall in Briefing for a Descent into Hell,
The Fifth Child and Ben, in the World

Pk ¥ LA

Paradise has been lost X times. No one can recall what it was like in Paradise.
Nor can anyone predict what the future will be in the lost world on earth. Many deny
there has ever been any paradise on earth. The vision of paradise has been imagined
and depicted throughout human history and literature, East and West. As utopia is
nowhere to be found in reality, many writers turn to dystopia to express their
discontent. Both literary utopia and dystopia are often encoded in social and political
criticism. Doris Lessing, the 2007 Nobel Laureate, tells stories of a different kind. In
Lessing’s fiction, more than dozens of novels and volumes of short stories, realism
seems to be the dominant genre. But some of her best works show a characteristic
fusion of realism and fantasy. The blending of the fantastic and the realistic, though
sometimes confuses the readers, often intensifies the readers’ emotional identification
with the characters and widens the imaginary horizon of the interpretations. | propose
to study three of her mature works in this perspective and hope to understand the
whole career of Lessing’s writing in terms of her vision of the Fall.

Nine years after the publication of her world-acclaimed The Golden Notebook
(1962), Lessing published Briefing for a Descent into Hell in 1971. Briefing is a story
of a university professor Charles Watkins’s fall from paradise into hell, the earth,
through a cosmic journey. Many critics consider this short novel as a transitional work
between her realistic fiction and “space fiction.” But Briefing is more than a
transitional piece, in which realism and fantasy merge; it can be seen as the turning of
a new page in Lessing’s career.

Doris Lessing continues to write fictions that combine the realistic and fantastic.
She presents in The Fifth Child (1988) a horror story of the fall of an ordinary family
in England before the end of the last century. With a subtle twist, the realistic narrative
turns to one verging on fantasy. Some call it “urban gothic”; others are simply puzzled
by the “monstrous” protagonist Ben, the fifth child. The novel ends with the
adolescent Ben running away from the home and family that he has unintentionally
destroyed. In response to many readers’ inquiry “What happens to Ben?”Lessing
wrote a sequel, Ben, in the World in 2000. In the sequel, Ben grows up and journeys
through half of the earth, only to realize that he does not belong to this world, the
modern capitalistic, industrialized society. He commits suicide in the mountain where
he finally finds his own “people” in the cave pictures.

Lessing in some of her works weaves the fantastic into the contemporary world
so well that the boundaries between the real and the unreal are blurred and limits
transgressed. In so doing she not only offers a profound vision of human civilization
but also challenges the very concept of literary genre.
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