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Changes in Educational Philosophy for Museums®
TSAI HSING-CHIH™

Abstract

This article examines and refutes the outdated myths of museum education from the
perspectives of variability, integrity and diversity, and then points out that museums need to
listen to the voice of the public, and reinterprets the core value and characteristics of
museum education as a public service from four aspects : (1) It involves the transformation
and application of interdisciplinary theories rather than the direct application of educational
theories; (2) It is not just an extension of school teaching activities, but an invitation to the
public; (3) It is not a one-way process of transmitting knowledge, but a dialogue process of

interpreting meanings; (4) It should take the entire museum itself as the embodiment of
education.

Key words: education museum, public service, interpretation
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quality of the paper.
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WIREYEE R H a8 - W HAFREES R AR BEE  E HYeE
— R BRI E LK - A RILRN RIS BT - A E R B e
—[EfE S R B E) - ERERT RO » YR A RS ATRES - SRR
AU IEHVERRE - SR —TEAFRR A ~ — BB T Ha Y £ & 0 )8
FrERs CEI RV EERA (% - B RMESEEIEE - BREHER PRy EYaE
ANHEEHFORE VM E RS - AR AR S SRR - 2EYVREZEHE
B MR - JABETEE S Foucault FEGREHT » JE T8 H— el R S VeV El
%

Brafrmige A2 PFRAT B LA AR At & 1T %
22T 2 BHPgirRlig- ELRABAERTMR - ApF » > - BRF T
Lo epes o N R - AR RS > B B R AN o Rk R 0
- BHErehY o - BT BRSO R - BET B A D AP 2 b
WA BRE B R BRA TP RS R R R 0 g - 0
RAP RN R R 19 R S P EL YL TR

Foucault, 1999: 352

Foucault DISYEZ=[H (heterotopias) HYRES: - fHTEEIPY /7 Y8E K B EaE £ 2 5
VR PR N S AN E RIS - B pOR (L RIE ST REARE R -
& LAS FERREH AR S am il > o JB A (Rl 22 Z W0l LR ~ OFE ~ BN - AR ]
i LR A 2 S ~ SRR ET 4T Z T © 5P Bl in A G RER - fESs Bl s 22
% Hamilton (1975:98) FEACSIAHERL - T BRYIEIIERA ~ 2 H - FEim LB 15 0y s
Pt > BAHERFE ARV LB 5 MEA R E S E AR EE - — 7
I YIS ERY TR IREAIFISE ) (Alexander, 1979: 10) B IEYIEEHY
HE So— > MR EINP L T R MY L 25RAE R - B2V DS
TE > BT SR R e TR TRYIEE LA iT02 > AFS LR byl inty AR 5
e i H BN RS - — S IE BB S MYJEEEEE Dana (1917:17) frs ' 14
PIREHY AR - tWRERE R - B RBEER TR A R o DU U - MG & el fdE]
LB > A AT DU SRR EREMBRE - ) e 2 - T Eiin ) B ENAERE
HURAREME - TiAE T iiin, BAEEHRE TR ivBE N - BRI L R RS R
TOR(E ~ BRI AR - S B H YR S DA AL - S AR EV RS ThRE
et 4 15 AEE AR YRR A A ARV E(H - BRI AE K HPJ8E( Glenbow Museum )
BE-RFIHY)EE B ELEEE Robert Janes G ILEREEL " TEAMEAVEERS | (philosophical shift)

TR B ) R DA | B OHVEERE - MR T e UOE A
SR - iR TR HAYA AT EERH T - ) (5[5 Weil > #REESE > 2015
H 43) BRI H EYeE AR SR E AR - 850 o] DU RS -
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YRR RSB S BRI T s R an )~ T AR AR — AR IR EE
SAESEE ) B - RESH > SRS YRRy - HE R ERE
rFkFA R 208 Erd vl BT A EYEERERY ey IRE A RS S MY EETE -

~ R ERT ik L S
S _ LA YRR IE & R R SN A RS > e bt e R e R sy
YRR E N BB HA S SEM - (RAERBEAE  SENEYES —BRTEE R
TEEEAR IEAVEERS > —(EES B ASE 2 AE R AE Y EE S R &L - W
SRIAM RS TEYIEETE R AE BBt FLrp Ay — (#2524 - DB MEREE N B R R FEA I RE
HERET > AR EAEERE - F— > HYERES SR E MmN EEERH £
MYIREZ B B EBIE(H 5= MYIEERE v DAURE 73 Rl2ElE 5 550U -
MYIREH S S EIRE AV AR o FIRTER YRR B S A e SRR
b & A S s aE a0 % 1 F B m s CuEA L - 280 - 2K R 7 B A2
SOBTHHRVEL - IRIERG B A B - e — RS SRS R R T A S o B
SERE ~ FRTEEAVHEERAME o bl & DS M R E MRV R > BIRIEYIEERS
HYZERR - ZE T R R Y EE E O s S -

S EFE RARTRANIREY A LN BERRRD

gL o
AR BT DL B AL B B R R T S TS 2 AR AT R 1976 A5
BB - ~ SEIZE 3500 SEATAYARIS SETEFEE (Bronocice pot) » HEH FHil@ i 7

Him A BEEZ - E5 MRy ENT » F2EER 28k > TS E R B mh A
SR PESER R RS o B2 0 B BT~ U EVRERVERE > B
aE R B SRR VB SRR - L > BB LR BB
HHE BRI - — 5 > B RS ERVIEE - Fra EEE R BN
R A R AR LR - o7 ER e RV > —UEERE A R E S
Wisla A R EE - ENEHA HARIER - BEamiaRearyzzi Bl
AU EEEN RS > EFENEFAEIESRMVER - NIt MYEERITIFE AR
HHMYEEE B LFEAIRYIEAE R - I BYREEE A EREEARS
M ARG E Y S I E A o - HEHIBE EAREE Giroux (1993: 73) 585Ky T £
BRI Ry TSR EIRYEY) o IR F BRI SRR I PR ~ FR
KEHEAER -, BEAIEYIREEES RAEHR I aEEAR - g - AR
BRI RIVES ~ (L FER - IE40 Hooper-Greenhill (2007) £ ( fi#8E : 274
BISAL ) — 3P R )R IEAE SRR R (R pRE - M (e R 2 B2 RS S =
FUEML » SUE ~ tHEHETE S RO BURPRE [ RE B8 85 H Y R R s B G
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LIt YRR S P M s R R HE S NMERIS EYEENIEE TIERZEASL
e - BAREEAREFENILE S - RS IT RIS 2R HEHE - EEREEY
BE PR LA [F B AT 2 AR thF TH B B U AR R - e IEETP R —ER N
RN AR, > IR HERA B RIHI SR M A E 2 T U B B R 220 - DL
BRI 3400 4 4025 5 5 )8 (Belvedere Museum Vienna ) Ff5l > 5% 8EY 2018 4F
IS G BT S 22 ~ IR AR ~ BRI BB AR B F S 2R E P - i IR B
B BB [ R T B e 7 A B M RE L R 2 BTT Ry AN RER . LBk
AR R R L KIRFE R AY2EhREE (Reitstitter 55 » 2020) o [LA6 - 1)
BE B S SR o 2 FE A B BN - TR B e i A B A M B S
LEH DL T B R R AL Pk > sREE (S A R 2B R I OSSR B B O B i E
7 o FEEHETEE R Gadamer (1986: 441 ) Gk DUR[E ISR & N YR B2 BIERE - T —&
drAG  BEB R PN B R 4s AN AR B B TRE  E
BRI AIEEE T A RT 2 BF > A &3 8 e 2 TR Y SR B e ey
MR - fb—wEg EA TEAREENREE - AErBEHE AN TERMAER -
BRI HEYEEAREE T » — e b A UE MR N ERE A AR ~ R
SEEVEES - TNPYE ~ R I SRR s A v R B S At A A B A
PERVERRE - (N1 - T I ERRY A R FERR AP IR © Ay E AR EE TR
Y - | (Price, 2002)

S EPERT T EERKEFB SN 8 Lo rg A g

ol o

VIR BE RAET A E BRI EE B RN AR " B | (=t - )
i EE LA BRI ERER - MEENEYIEREWH SR LEEFEINEEZ T
EYIRE ARV A S I RR AR 22 52 - W R O BAVESEE - N SR B E A AN
TERYAHGRAURE K B BEfeil] - SEWIERE = ~ BEEE - DR - EEEX - LA
EFRE > MYEREEHREABM - SRS - AEE RISEEEEE
BSMNEREZEMNREhE T > BB ENREFE BEEBEAEE
HIFERY - 281 » BN ERE YRR E RS - BB R —FEYER
mnfEER NN - BITHES T R MAVER B R - K2 o FORHBRAEZRIA -
Y R EmlE R - DIE R ERAE YRS EER - TE S HYEAE g T
SEE I H RV RE RS - R I A E Y s B e R B A R E
AR EE R YA S B PR GBI - 2R ATA A HEVEES - E
EEHYIEER?® ( American Association of Museums, 1992: 10) fF 1992 F&8¢FH5E—)
DAMEYIeE RS R TEAN BN S (EE SN EE A = ) R
YRR SR R B IR A R IR T F RS - R = (ERHERLS: © 65— 1HY)EE
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EERHAEF RS- ERYEATIRBERER - £ BYEAEENELGE
BMAZTTANER T - = MYREHEEREEZR NS BERERERE - £
FHENR BOBIHNZINZ G RRER YIS EE LA EE IET A EREEid
AT REFFAERE AR 77 B A P AT I Y 88 B RAV P IR RE - 11 & £2% Bourdieu Al
Darbel (1991) 5t AR MR MY EAVE SO - T RBURR RS S UEE
AR PSR EIIETT R B I SRS E > Bon T T Y AR | R
FREI5E - BRIEMEYIREPRECE RS (E & PR A R 2 R RARIERE - IR 2 E
VIREE R SUE (N ERAVERE - YA T REp R B EEN: - HIEEAFTA A2
FHYSHT ©

B YIREEE LA RIS Ry B A - TR YIS R AR o R i R B i
EERRE - 3T YIRS RS R U R R B R A RIS - HEE Ry
5 FH BB A 2R 22 (RIR A RN AT ] > Pt ELAET e B R i B 02 = AU TR G R AT
TS B - Bt A ~ BRSSO AR BRI AR R A BRI AR S - A TR
Aristotle 7£ (J_22) s " RESE ) (virtuel) B{F—TEAESBIE R TENHIVERE - #R 5
Z o EREN SR ERTHILE - e S MR EE P HIRE - sitiis - e
PR REE BN R B 8 B R e B e SR B S R B AR EEE VB
F o MEAEFEEA TR F B e s - KA B A RS A S BR E AG
WY 2 ERERVE I - HE - MUY E TIIAREEE) - @EARE Y
g HEAES > RS ATEHEYER SR RS0 AR
IR - TR YRR N RIS s BT - 159N 18Y)EE EEhEL LM A EHAYHY
WEHER T > METES A FEESEEN R EHETS - HEYE AT ~ WK
HERER R AL ~ (RATEDE ~ BT » RMILRES - B S LT F 1)
EERV(E A\ BEEERG - WA ETEE - RSB RAERE TR IR - 2T HAHY
ARSI - TEfRERERAVAERE B - IR YR S R 5 A U2 Y AV
W R YIRS ~ B2 EEEEYIEERY AR o A RN e R Y 2 B
{RPFRIRE R RE - A% E YRR AR B T LRI I L T =T -

e EHFERKTORRETERER > £ ERE P EREKT

R IR o

ERERR VIR A RIRBIIZ IR - FEL AR AR ) 620 B Y aE HLA:
REZ MIHVER (& 2 B HYIEEE S ~ PR1F R EIEIS R - SEE IR T HYIREREE
THRE ? B EHEEEE R EREAEE S - MEMARESE - R TIEGmE ?
B E R EYIEER VSR Rl A BOE T - AFE P TEIEI R Y RE B s # Rk
— B YIRS B & BN SR E R B R PR MRS R E R A2
SR S FHIIHIREZR N ES - (BRUEES S ZIMNEEE - R B A SR A 25t
FEa B E g S e RSN R AN - LREART RS EEED
FEOMATEERE T R RS n] PRI~ SRR B H S B IEESHYRICR - Falk Al Dierking(2016
84 ) —FHEIEMYIEEE B 2RIV E ST MY EE N BB a2 EE 2R
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EfEEE EAILIRIERT T UE RERE - Pt ia i 2B BRSNS g GHI 2
H o BT YRR B A R R A o YRR N B RS T — R
MRS EEES - BRIRFIEZFEGE R ISR EE L S8 L
PIRESE I RS R 2R I T B FEERAIR ~ IR~ B it (5 P Y 43
TR — 2B TSGR ARG A - R YR S R - B
B R RS EEENE A0S TIF - NS EER AR S ER S R i - HE[E]
TEYIEERVIRER ~ BRI N SIS s 2 YR R 2B R LT SV Ea BE3R -

IEREYEE A BV R IANRSS 22 E 8 bAVRERL - O HAES [ E 5 H Ty
S A A ARG MY RS B —— NME B AL TR S R s = O s R 8 - (AT
TEYRE A A B DR 2 A wr LB IR ZE EE A o SEEEEESR. Hetherington
(1997: 215) WLGH HYIEERVRERIM)E « T MYIEE G kas—h - W R 221
SUERH I AT AR B M o PEA FUSFRIFAE e BN SRy 2= R H AR A HA e thae
SR REFEIRYZE EIRAIE © 2800 - BEERHY ~ B bRy 5 TR AR e 22 YR ETRE -
AT REIE R 2B ERN = ik ~ H]ZE B - IRA 7RI =R ARG - ARt E
B2 de Certeau (2002: 117) AIfEH S — ¥ ZEHRVEE TGS R T NHEIVEER
FMAHARATZEE] )~ T 22 S e e T R AV AR | - BT AR - YRR 2
FEAE AR BE RGN BT ERIRE YR - IR REE S B R E EEgHSHE
% MBI BB S REEEA S e B 6 O REVEF A > HIVETBEEAE
SHYREE > DU A AVE (L2 - I T YIRE A ZEREPA A RV R - AlEE
e YR = R R E S A RE -

I EFagr IR ArE o 7 LRBLAOHEER

05" EY)EEZCE J( museum education ) B DU f#)8HERE (museum learning )
TR EE - B YRR S s DhRervER R AE AR LS RS e o T B2 | A ERE
VIREA 5 B E R EIEEFRAVRER > RGBS d a2 EwE - B
VIR S AR E LRSS KAl —(E iR rV e B - Db 2ElEEmE e E
# ° Roberts (1997: 132) EitEFE A BYIEAE I BEREEE BRI EHIES
FEGENSEENERERE  FAENVBYERE A ER T YEOMEEER
BRI AL A EYeE > e 50U B (8 NEZEMEAY - | Roberts HYE AR
T EYRREE S 2 MR (R R L o (ETEYIRBRVRRE AR - EIEBCE S M
BRIt - ESBIEAEN MR - YRR & A B AN - g8 B
REZ AR > REEEREEEEARC - EEHETS BN FES A2
B o N - BRI ERE T R - MR EHES B ARk
FEEABLAE o Gadamer HURRREEE UM 7 — USRS 2RI ER - BHEAE
e FAVAR B IR T RIS A AR AR RS - 00 H AR REAG B AR AT -

( Gadamer 2006: 117 ) fEEFHREAYEEREHEIEE D - B2 AT R « BIERE 26y



Ik 2
TEF L

TSAI, HSING-CHIH

BB E ARG ¢ 55— 5 B ARF R AVREFE DA R (R iy aTe > B8
{EEEIEL AR ~ AMER PRHRE L ARAYERDY - (NI B & BRI SS B A
Rl R SRR MR B (4 i S R A e g IR -
BESN - FEMYIEEEREE B A H AR B RIS S - Y2 EE 58 EER
RAAGE M TA B RAVRIAR S E L - B R e inse B CRABARYEEA
LA e e At P RSB A [ B e, - AERH - BRI TR At N A% - S RES
H it B M B C N EERI AT R - SN - BRI A s E 1Y)
EEAVEEEE S A - DS RATA R N ERTAT NI TR R E CAY R > 220K
H Ol ARTRISOARR RARORRBAEVRRE - RIEAN ARy R AT E SR (E R
BRI R T - BEETEIRMTE CHY AR A8 R ERARE (R 85 - Efgis - X
GRS ESR RS - R RS ECCARRR R - B A E TR IR
MEwe sy > BRELNHEORYEFERE AR - MIHRRAYEZR SCELIRERY ~ JF
i 0 /7 P BRSYR & RER R AR B R BLRRRE - T B Y)EEES IERE iRt 2B VR RER

B RS -

AovBE RS R Bl B ek
ERTE S D TREE N 0 FTRTAE BRI B E AR BRI A
o FATET PP A ER D BERTAEPIIRFEY O ATRTIEREY B
KTHF RRYE@R - hin 4 B L P 37k TR a4 BE P RSy ¥ v
L4 ERAEBR A R SR ERT SRR RITEE AR T A AAE
g2 EEE ERT R REY FL D o ATRT 4 R gRa | oo
Dewey, 1997: 19-20

A F 2% Dewey MHHESGRFEESHEERIVESER e EYEAE#HEi=
SN - E T HEEAEYEENZ L IIREC &R © | (Hein, 1998:3)

YRV R E e T e S KRS | (museum’s expectation of the
public ) B8 5y T 15 AR EHEYIEERYHALF | (public’s expectation of museum ) | (Weil »
SRAEERE - 2015:29) MBS EMYEREE R T EHNIEYERES PR
BE (E22I2EE) BT REMEFFEIVE I EEEE S - iksE(EEHY)
ERLER T S EEE RSN S B HI e MG SEENTR K ERWAEE FEH)
ETHVHERE - DUPR RMETERAVEE - 8 BURFEEEIYETEE » E
HIS B ERRE L H OV A EK ERfEss & » WREHAAE » 5350 - SFnEe
1 FEIeE e & S E =B R E RRlE AR A EEERIRNE L hSBEAE L
=& R H E ZAEEE 720 - 4 (Claxton, 1999: 67; Sotto, 1994: 96 ) » [~
i HEREYERLE T IR ) RN BRI EEEY -

B SEECHYEFEE EHRRME ENEE - EmE AL - ISR
S Ry B MIFF AL ~ #REIAYTEE#EE (Usher, 1997: 17) » JRERH ~ BEK
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TG EHYERC T & - MR S S RGBT AN ST - 1R AR R — A i SRV ER
= (Prior, 2002: 91) » FYHLLHEEESY Csikszentmihalyi 7z Hermanson (1999) F5f
TERECERY BN G LA B R RAREAE | - T TE SR R B
BENEE T EAE FEBEER o (Claxton, 1999:15-16) » Sotto ( 1994: 98) {37 &
"R AERC B AR A ST - R EA GRS B A AR -
BRI ARIAE AR B TAVRESZ A1 L - Fay (1996: 27) AYWFZERIZREH « T HIZE
N EHEEER A FTEHR - SRS E SRR AT - o REE - aTRAER - BIfE
SEIRHMYER LA HERRZERPE - Jok - &5 - BB 5 [iEn
R IEC R 2 B i B L WIAVRA (R - sRALOHEIEE R W — D E B R E 48 2
IR AR AR - A — R MR B RS 5 e (e A a0 (R B 22 i AE
(Eysenck & Keane > 2020 ) » FefZEa0/m DAV B FFEF P AIE R - Fn
HEMEHESR P 4R YIRS fE4HER © Falk & Dierking (2016: 114) {EPEET )EE4EER NG
TR - BRI AR T R E R SRIER B & AR A E AR - SR
EEARFERUER - CFREAEME A LIRS &R0 DIESGET - DIAFFE HIR(E
o BREEMAT R A AT O BhA B fF U Fr e Sy ARG ny R R BB aiE © F—
(&S P B A RIRIRGEHVENES - o AILAER - YRR E S EnREm - A2
BlIE PR R RAERART IS RN > 108 E 5 R LR i D T B Ry e i A BT A 3k
A% — » A/ OMRE OB RN T2 O R R I SR e 2 BE R B RO R
HAE ©
Bt EHS |G AIEETELSE Socrates (YRS S 1 T OB IERWHERAIASS © e
HRERREY KA - (B5[H Malone, 2003: 136) » 5838 Y AR S EERAL " @ " %
BatE ) & BTt ) oV o B YRR TV E MR E USRS S BIE L - R
TIRAEGTT - B A RS MR R AL B4y T2 BB & AR (L B s a0 48
12 o WYEEEE A SGE Y &R E R EAURE L B A R 2en 848
HEAR ~ SORETRSERINATAUGT - [FIRF - MYeE it —(ER e A BB E R A H
1R BERERELBNENAFESE R ERE T A ESEEE
RITEC A H 1 R B G IR B8 5 > o o TEAEE#TEE 5% Schopenhauer (2015: 45) Fip
st T AEHEE CREFAVRRIR E (F R AVRRIR - | AN RORIREAT AT LUK E C R R &
HE > K2 REl et 5 CHYES RIS A FE R R (T ER R E R ) FBGEE
AR H CAVRET /BB H CaviE - IERAILL - e E iR — 4 e B
BHPGAT o EEEERA - BEEE (g ES - @RISR TS 0 R
Prim e ~ SIrEZEpi (R0 bz 28] -
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Su Shi ' Zhuge Liang's Discuss ' Related topics Comment
CHEN, JUN-WEI"

Abstract
Su Shi ' Zhuge Liang theory ' emphasizes the moral point of view, and criticized Zhuge
Liang missed the opportunity attack Cao Wei regime. The argument is quite special status,
also quite amazing. However, it also has negative effect. The opposition is more obvious,
especially in the Ming Dynasty Wang Shih-chen even special article to refute him. In view
of research is fragmented, we attempted to thoroughly explore the content. Focus on the
central idea and view of history. Through tracing historical practice, consider the gains and

losses.

Keywords:Zhuge Liang, the history of Three Kingdoms, historical prose, Wang

Shih-chen ' Zhuge Liang's Discuss comment '

™ Adjunct Professor, Center for General Education, National Quemoy University.

14



. . CORRR (R R AR
Su Shi * Zhuge Liang’ s Discuss ’ l‘éelateawtoplcs\c g%l‘ﬁent

- v EH

FAAR(127-1279)FERE G AE (M ERE) &L (BHC0)  faHIERO60-1127)5E!
(FHE > SERBEL: - 1037-1I0DFT IR - TGl T) 230 BUERA © (BEIR) ~
S0 DR » R PARME T - SO A i EE » RS - EERE -
L - ) B R TERRBY a2 » BB AR ARG - 57 T AT E]

AUFHE - [FIRFREAEEREUR 2206 —4F (1061) ~ T TipkI=5 HipmBkEdy (FE S seim ) «
Hifr (ERBUCER) IR BELERECO BETREA NGRS - (s 5cam ) A

WL CEEsEm ) ~ (EREE ) FRRRBIZHZ T » AMIESIRSEIRRZSC - —2k
BN RS EEH S BIEQEZEER=E (184-280) &% (221-263) #
EsEsT (FLH > 181-234) s ARGHNZ RN kBl SLimiicl 2 T - &5t 2B AR &
BLAFRN: - BEORSEERETHE B R RBUE IS FI R ShgfitiEE
NVERATRF I FIER " SREEREUE mBCCEME AT - TR Rty 5 -

AR Sma bt (GEESTam ) — 3L - FIRFFZ U0 B R BRIV RIR 2 R
R HESTEORES © [FIRFEMIE = B S Skt RS Rl R S FIETRUAR S - SR R
HHERHUIEE - 5550 BAR (1368-1644) EfE (1526-1590) M#EE (HerriE (5
B ) %) —3 0 BEFHEFEHEZ UNEZRNE  BIESE o SREREER AR
FAAFIBEIRAR - AR EEEMS S I SR — B TRIRE - A5hLl L - B
A Bt B AR (REE T ) °

DR ) ERAHEE - GITTIES M ERE) (B ¢ BUBMHAR L » 2012 4F » FIZIAR Bl i E#ET]) > H 387 -
PUEM (1644-1911) B (GBS 5am ) T EPREA TESIEHATR , 28 MR BEN Y BEEAE T3
I~ DL 2 MRS - FLHZA - 22 WFDETEHEREMSJEHH - | g
TTEE ~ CEEENL Z L RIERRE (GRS ) RCEMEERE)) - HAH (GEERIESE) S
bigsk - 51 EERY) > (GEE et SEm) Cffim @ BAESEtt - 1997 F9H) H622-

TR (R A S ERELE R ECA R o (AlF) 555 H (2013 4E) > E 100 -

PR (R SR ARV ) - CEIDIATEZH) 552 (1985 ) » H 102-103 -
S (EREERRECCIE) (2L - BEMEIEARAE - 199045 H) 0 B 108-110 ~ 224-226 -
SR YRR AR T B B (EHEERBCOATE) CGRR KBRS
FHE LR RS > BB LS AEAEEE - 2007 £ 5 A ) 0 H 54-56 ©

15



PRz (&
CHEN, JUN-WEI

S~ BREREE N R

(GEESTam ) — SCHER = it i B R IRAYHIET - 2RI HEST e Ay R o
FIILE o E—ZIECKHT ~ KETHyE - ¢ (FEEE ) RS2 ERVHIRHSCE T mi

AIE G o SRl E BRI E R (155-220) (FEEEEAVHIRE - BIRIER: - SRIIPERE |
TES GRS BT IR B R E - AR AR ER -, TGE T HRG
A AHIFHZZ R A » PRIt ~ BB AR ) - INif A o] [E Hifisg - o B
EARAVH IR BIRA S AR ER > EEnic S hF 8 - BRI ORERE - HE
& B HI RS A B e R s AV S A 2 PR w48 R

MEE AR YR AL I RS T ekl (FEE 52am ) — UGG T 58 & s H R F 0T
ZFFRRE

FRi A% S Filam Kt & e BB E il S HIRE A S K e — &R
e o IEUERE - —EIRFHHRIAE B S (229-280) 5Rff (2-260) (FEECHlHE
e8> LT EATEE (206-316) 1REH ( 2SBS0 )~ BE (317-420) HE % (2-3847)

(RIS mEES ) ~ B (618-907) s ( =) (=REiEEER - Eff

(725-645 B.C.) ~ 435 ) "% o

HESE (179-281) HEAWHE ARG S FREBE Bt E 2 » HEHFENE
(220-266) EUERIESEEERHENAG  FEEe - NESELIER" ) B
B REUAR ~ HER - MR - 485 - B AT e EKEEARE - RIE i
MR ERI  REEE R AR - I E P F A R s S e A SR AR R -
A~ SRIFELUREEIRF AN A R 2 BE (175-210) ~ S (172-217) » W\ B S = B
HREA"  sh S S R LR EAERE BB EE S e BT RE - B3
HIE R R LRI ST BTV ESHE - 5 2 MR EHEREE ST TR —Ram i EE
JiEIRYES RN EEL - (tEEEHE e (FEE o) ERCRERTHTT ©

"R OVES T F B ERE B e E B RO AR R EER B ) - (RINAfEE A 222 (4
EtERER)) F34 65 1 (200841 H) H54-

" ERTEE - H 55 -

T R BB ERGY) - (GEE ST -

U EBEEBSCEE R (187-226 0 220-226 TE(L) ~ BREAM E AL (206-239 » 226-239 FEAiL) XFMAKH
HEHREIL - B TREE (307-378) (BHIRERK) : TR T (F) 59/ Bk > BESLBL > EREHR - (B8
FHELT - HRTH TR RE » BRESERA - BHEEL - , ETH TR (3
) BEDET T ? 5, (2B - BFE - W) XS] - (5 ) BREEE > (R ) T 2x - (ZEE)
(b5 HpEEFRE > 2009 F9 H) > H 114 -

(CEE - B - ) T(GEER) SRR GERLNEM - 888 » AR ZEA - il
BN~ BERFUTEREAE - S RER - ) FEAEE > H o1l -

PAZEE - BE - EHERESEE) H T HATEMZE PR FIHRESE - HrE - SRR
H o THEREFERER - M - BiEmE s > WRAZR > FeAt - ) FflEE - H 1281

16



Su Shi * Zhuge Liang s Disciﬁ?’%%g‘igﬁgoﬁggv g%l%lje:;ﬁ
BEBHHERE R E B HEEE R HIRE -
SN E NS FE R ey sE s R E e AHESSEEN
ERECRN B  THE B RS A GRE A 58557 X R Wigi i = = B TR E -
A Nl s 2 (S ANA REZERTRERE " « ZRIMIES A1 X Fy > - B AL RIFRAT IR - R
HREANEE - (EBFRIS AL ek - aRslariict 2 B HAVEEEE R T
Ay FEREEEAERT - (S S ) FEA
Pez MizFZ o F2NEEE 0 B o B2 UgEd 5 T2 u3Ed K 24 o
FETIvE: S VR S 31% T A f:%’g%% H BT .ﬁ > L FUL
pz_orrl g o

14

SRR BRI R N BLSp R YT BLZ ~ SPZ B TE88 0 s ~ <7
ZELTEEST 5o 28000 > SR PR B O SR E e HUK TRYTE0 > BRNE AR HLZLL T
o BHCZPA TEES ) BE o RUEREIIZ LA TR ERAIEIZ B TEES T 0 EW
(B EEHREE RS A T AR S I BRI RE A2 Har Bl il ey - SRt
B AR ESUAIE " Bt ) F5] - ERHCK AT A TR RN - (ERER]
AR - & WSS HZIFE (256-195B.C. » 202-195B.C 1Efir) Br T2 "¥EST, bufdr
T (232-202B.C.) » iEFH B IRIVYE ~ BERERUCF Bl HIERE) (554 - JERISPEE
FREHEMMA"  BRZEGHILEE AR AL, R EIATE ) -

e A (E R D2 BIHUCR MY T 2 M E1g - FHECRERY R ~ B > 025

U ZEE AR RS RSB R EEE AT AT - SEREE (ZERERE
se) o (FESREER) 56 4301 (2004 4E) > H 71-74 »

YUK ) BREEE (B ) PUEAR - AU » (EREOCE) (R hEEESS 0 198643 H) 0 H 112«
 BINBIFESFR P E R - SUR(T B » BRERRARETEL - (R5T - mtAL)  TETE A
AL R L - RETRREAE - GBI EWERE > [FEES - SHRSEHRET - Ui
SNHHERTER > ELREESE  EACEKRE G2 1 - o JIEREEE > H0EARFS - AUbE
PR > B0 SREEE - JEIREEMYINE - BEG L - AEMRCEERH T OEEREEASR > J5E
i BEEEET - THREEY AR TL - BELIRAT - ECEL > A=EEH  RAEL  BA
FCEARIE © BRABRRETRIE o sBE NG - LB > BACERE - JEAES - 2 | HEMm
DUSHER L FFREEZEMESERE - o IEABRETRIE - S32 - RAKRE - FREFERIE
Bt o HANGERZ HTERS  JEZ > AHEAN - g ANGRE > HERVTARRET « ) RKIESTH
PIRZAES R AV IEFR AR > [FE - T EAESUETLFN LI - LR - AR - BEE
2P =M - $#EHERHED TR NIRRT > ILEEZ - STPRRFE T RIE » KPS - FA
B Rs%eR > FHEEER - BREENLE - W=int > pFRTEMT  FHEE TR ZREYE - 00 (1
) EIEEBEE - (E50) (2t EXER 0 1962 F 9 B - EIHZREUERT]) - H 169~ 171 -

COCES - TS) T ERIFEH  TERBAWE - ADFH - EEkY o AAEER - AEBCE !
HEBHAENE - FhIES  EARNAE AR - MeZME | o) (F) JEEE > O£F) OF
TR REERE 0 197247 B MIZIARIER ) H 9L -

17



PRz (&
CHEN, JUN-WEI

A GBS e HUR T T A N B (G B seem ) — PRI AR Z EE RIS
HEE > OB RUERmAREERER T A —5ERH
LT Ff s FRAZ PR o FEAEN AT o F L 2R
Ao AR A T P R o PUERRLLE G

p RS NN B

B CE R - GRS SEAIEEE - AEIL B TR R - (PR S ERE e —
PrEE R R stE s T E L B TG ) EMIAN R EEE PRI E R T
#  dZpEte EareEEEE A -

AIERAIE IR &5 ~ BHERIIIEE - (S A THHE - (T EE T T
BIZAM > RTZFdgth - SEAEERZS > S AEERIE  SEAEE R
ZRE MAD—B2E  BEZEED - EEEEHE R T - 2] BiEBoaEEmH
fi - (ERERTCAHE HE RS e EE R S E W A EEN—UIBUaERZE T
T ~ BRI TR EE - A - il T SECNEE R RE ) B
S S A FERAYRFRE R - 5% /N ] DL R SR A B e B A B © 28Rt
S B UK NI E RBUEEIR - B TR, TS ) FEEEA - REER
N (ZBE) HEEBEZEARERM: > H TR H ) R

FARO AT A 2R FAR A R B LARE Y AT e SAE LR M

HEP TV PG 2R R T EH A RNE BB EE
TEEE SRRl LB EE AP R RS o PeT g2 4
e 2 iy oY

b

oy IEmE His RS T MEBNRE(-202) ML —ar B R RS —H#kE L5 -
Frel T AZE R TIEHISRE, o fel Tl DBt g B ARE
FARE °

HERRER  AEMER e RB M ERAMTT - (ZHE - &5 - #E%
)

=
2
3‘?;‘&
~
~me ¥
&K
Q
We
[Gabl
k=g
=k
=
|5
1
&
il
P
\r‘\“_':u‘
=
=
=k
=
e
=N
&
—_@
—
o
&
- ok b

§ 2 2| FLEE ML @ _‘{ﬁff—‘!z y I H LT R E—;

m
f
B T ReZ A F HLLT A R AR AN SH o TRY

TR ) BREUSE - () U - TLRLIGEER: - (BRECE) - B 112 ¢
" IR -

" (EEE - B
Y (ZEE B

- HAAC) o () BREEEE - (R /R ZE - (ZRE) - H S5 -
- GRS SE(®) o [FIATEE - H 934 -

=
=
=
=

18



s R ) AR MR AT
ed

R (HE R
Su Shi * Zhuge Liang s Discus§$’<§elat

topics Comment

A ERE T e et A (B RIME I T SRS - JERATR > HES
RERVEFEERBAAA S 1 -

HIEEE AR — AL @M RIS EES - MEE v BE A HIRE > sl -
SR REREE B UK MER T 1 BYaE o T B R - IS E AT
TEECNE T RE T 2R B NEGEE R =R > SRR T —
5 o EELEEMHEAE - 2% > AAS B EAERY S EE B R SR - NMEF AR
HIRERHE e L OB RBE E B E RS BAR D LR DR E B - 2R
e - WAmERizet T TG ) TyREEE S HUR T — R EER S
ZYhgettimnEm - B REREE -

= EREUZ s TA | - TN
aRiR R Bt & ui IR lgeE A B E B ERE S e E A AR
ZZARE (220) 2% BRASAERMBMEREER - ) 25 (20 ESSER
iR ) > IRMEEERR BRI « B2 i A - 7 S R KBRS B e ik

AZERE - BE - ) LSRRI (BT H CRER) wretleBEEEH T
FLESREE & i B2t T2 KRB HEEAR - EF 02—t MEERS » $HdbE
EEMEBAL - AR - 220208 > REWMU - BAAEE ~ 38 Z0& » PR T a2t -
EEOE 2R - BN BERES > R E > BEREME - ERAHERE X - HEHEAFT @ &H
TR HEEEE > ZIHEE > AR AR PR R R B TRERR o e SpEZA
TIRTLE - B2 2 BVEH - ZfEM BT > FLEAE AN AT E M EEC 7 ) SRRSO S [5R
fig (FESEBEHESER) —3C - (8 ) BWELE - (R) FT|R2E - (ZEE) > H 935-936 °

Y OENE R REL TR iR (S - BE - s JE50 CEBERD) T TE (7
FGEE) PR - SRl - B - B - FOES - B0 - ERREIIUTAr BE > BRPORH - PR
UL - BPAITIEEESE ~ B - EEH - TRIpIHEERE 2 > HESEW B RREE M AT » IR
ZHATLA BEAAE o o B - (558 oS HEETT B - B~ BEERCT > mh
PIRZENHAS > BAE TR T FELZ R - gefikhs - EARGA > 25 liiE - EXF e E TR - 5RalH ¢
PR, > SRS - SEIRAIERE  ARETHI 2t - HABIUFIREDAEST - APEEE - 7Tk
R o REr e oRHHR - AEERIMARE - BARED - SEBRERD > IMTES - 5 HE
T HEmse o B2 > NEBUEE - F e - 5 JOPEEEC WE T ARBUE - mRTEM !,
HEERZ - sBREGEE - THFEE - SRS BERE S -FrEE - BR P @RS - SeERE - S5
SYLEME > Kl > BHE=T8% > ZHATH > A8=T 0% EXERE - ) X THEEEE
Mt BgHFEEEL > ERIER - SRS BFRELE B8 > FEUE - IS
BRI - AR - EEZRW - B ZEH TS ELME - , JUEEE EXH TE
RERIA > NMERSE - o, (B ) BREEE S (R ) R E (ZBIE) - H 925-926 ~ 927 - ZF K &
5 ) (REE STV EGEE) Ak T 88 ) MBI TR R 008 - (RS EREE et B ) (B
RHCEHE) %38 B (201249 H)» H 71-120 °

19



PRz (&
CHEN, JUN-WEI

SRENEEIAZI ~ S EBIM (161-223 > 221-223 FEi1) " =REFIE ) 2% (207) &

HEt 2 - AL [ EEEREAERFIAS - HE 0 eS8t 5 o

A HEAE TR R R R ZEBICA 5 B 78 ~ (RS A\ SEtT YRR ) > A B RIBREAS R -
shesTa et BT T CFR ) 2 0 SREEITHE A= AES - AT DS

BRHVBUBRIE ? eRE AT

a s q 2z Bitp

%TT_;.‘]:_;FL'}”_;%_QE

o 4 l}ﬂ],ﬂb.up;% N FH
zZh oo BHF22 % fgxfi},@ﬁ v ot E'J&’zﬁ.#ﬁ X2 8 >
) g,

3 A

B R E e T8 ) 2 AN R EE R RS N AN SR E AR
"TEE L BB T THZANVEEES - SRR T AR AZEmMERT 0 BAA
By MR NEELE R or 0 IERFERERLERIR THEHE T2 ) &HEE
SFNEEEE ) B TR IR TR B MWL TR K T EEL ) e e
BSE o RHE > UHMEREERERT T, atk TS e blaES )
A B - GRRAEE A E RS - T H > oo T EEN BIHT
HEREESTEIE > B SiEt i ERR B RS S TR 2w -
GRE F ARG BRI 2 B R R T S S I A S R (S E e
DUB AT R TR R - T B 2 ¥8 > Se TAEFIN - FLBHAEERHAN - e T A8 - Hig
PP 24 AEH > JiHLD THE > MEZE - ftHBEEREFER S -
CEMEEGREA SR ZEME - B EEGIVEERE (ZEE - 5F - X E) -
() Lo tormbi o 2im (F) 48% 22687 o f 284
20 fAS IR RRFE AL AH Al 2% 2R B
FHHEH D cEEE O FE R

&3 AseZH o HHTF o Aiw ITEA LA o
BEB I RIFA AR 0 TR 2 4 R

26

Agﬁiio

wt e e ] N R 2l o SRELURI AR B B E Y IR NEGRR, T

s TR I E AL L AV HkeE - FELENE » SRS - BIREE
BITLHBEEZR - BUATERENEERE > BINCHEER A REENEE S0
T PRFTRREA /DR ? IEG TREEL ) FIRE ? B SR - T ES
FT B R B AP UM At - "RIERRLAAT AL T AR | R -

PR EREUEE - (BH ) SP4EAR - FLILTERER - (BRBCSCEE)  H 112«

* AERAZER (1032-1085) : T EFMARIZ FEFALTS « (T—ABMER TR R - 5 (R) 1250 - f20EEE
(ZREEE) (1 LBHFELRGE > 19952 7)) H245 -

TOUR) EREREE  (BH ) SPUESR - FLILTEENRS - (ERBCCE)  H 112 -

POLE ) BREEE (R TAZE (ZEE) > H8TT -

TR ) T2 - RREERE  (CAREE) > H 245

20



Su Shi * Zhuge Liang s Disciél?s—\s" —zfgg
PRALE DU (1828-1899) « MM # » BIFA M E, - | "RIFEEECK
BN ESIEEYE BRI N T ATERENE  ZEARE 2R8I
e ME—EEHE > MRS EREEEN - S EHERIEZaETIA > R —
T%ZEZﬁ
FEEAREER T EE MBS AR et B E R O

H‘Tﬁ{% BBV ATREME" » IR  TFLHERE I AR TR LY
THETEEIRIK > Ry(CF 2 Al > SRR » AR TEEE » EMES - | EEIRA S
B GRS R R B B A TR B - RIS R,
U - R (P EEEERIMEEE

FA%E /%%4\3,%}2]-7 P o BTG E o

NERGHATHE o a2 LLEPE cHERFF2LY > GEF e S

BfpEz > LEAk BB F o RHA R F

VIR 0 PO R

) AR B R AT

R %
ted topics Comment

AR 2 (1556-1627) @ e E 2 HGgG N - FLEHZ A - "HEEIER
BE > WEtE " AEH o JEHNT  HE - MEZE ) F - BH ruiﬂ‘ %7 R E]
RF & B RIS IRAVE A LRI -

P AR B AR BRAR (179-214) 7 = > JuE TEBRIE | HEFTE AR

PEESES - () MESE > (FER ) BRZE > ETEM - i (ZRESER) (2§ E
EEEEEARE - 2000 4E 6 A ) H 2345-2346
¥ [EIRTEE > H 2346 ¢
Y (EERRESE) EE5IHERBIE S (1409-1469 ) @ T 3EEREREMASTF « B HERREL
e BRamEFTRE R - BIEZAI4EEE T PSR TTE - BEAE 0 R DIRET
AR DU - BEREES > BB FREARENKRT » ARARHE - BE¥E - 212175 -
HAZUEL DA B AR AR T] o () FA-BEeE - Beset » (EEERESSE) (2 RS ULEE
BIRAE] 1996 48 A > WELEFF HESHHLZHE EZF R IAEE - —FE R R ) > EE 84
fitt - H 226 -
TR EREEE  (BH) PYEGR - FLALSEN > (BRECCEE) 0 H 112 -
OB BEEE (R ERE - (ZERE) 0 H 912-913 ¢ FIR(1127-1279)880%(1175-1244) = T EEEF -
0 ESEEUE LR o RGN RET AR BT - (R 2N EME 2B - Rt » EL 2 & > R
JEZiE o JRUFFHLZ > HIERT] - SLassE  —EXRT » MA@ o S5t T A2, a9Eii
JESATEREH R S ety T B B AN TEUIGE AL - (R ) $8HE - (REER) (Z
it + ZERHS 0 1969-1970 4F > WWESFRZAYE ) &+ #E20-
YO(HH) R (WREEERSCEE) (G - BISENERE > 1936 FE 6 B 0 HMEERYG) 0 B 12 H
551 «
Y (CEE - B - BERE) JES] (JUNERK) - TAEREE TR 0 A HARG
IEAER - MEZE > BUEE - SHNEERE > FOAE > WHEE > frio s - EEHKRIL -

21



PRz (&
CHEN, JUN-WEI

R et S o BT EE WA EMR AR R —— &SRR - &
ZEE TEBNBIFHNERIPR 280 FEEREH S 1 - flad= (1130-1200)
(FEBSFLIARMEE L) SRS - T RAMILHFEEIEDAE - | - T{HEERitE
B BrERTFER - o) TRERIHEEESCEE G > SHESR TR
BB (2-220) - WIS RIGHERIRREE - BREERE —F > BERIFHEC R - &
HEET R T A~ BOR AR S s R Sy - A SRR A IR SR . -
TR ESESE S e ORI ) fsmiliis - BRI EEEE R "k
M, By - H T ToiRdE T EERESE AR Bt 2R DA o ¥
Wt FHE e RS - srES -
g PHRLTRR 0 P A A dE s AR W LS oA TR KA
AArptoft HQO 3w g ¥ LB jma UIEX TR S|y
PG E O RE AR P pAEAR o REEE A B2 PR ANIURIE
FEr I MA L 2EEE S NRITZ 00X AR BRI NG 2 2
BB ga e |

TERZEESS > AARME AR )~ B R N R TAVERTE 2RI
T KRR 2 I m R R g - B - BHE (192-232) SUoB 2 RiRAAIKEE &S
AVEREE T - SREMLEREAR TH/RTHEEZG - BF THMZES - HE TRE-E
& BIA] EHCRESANEAEE ) - g " ARBLImk -

ERELHY AT 2B B R AR RREIBHNRE - ISR (1512-1601) 2 173

SHREELUERSE « o HH  TSIIE RO - B 805 TR #8BoEF > BT B2
i BLUE S BEHRL - BIYRIRE - SPUNRIMAEZRN K N E » SFREU - 5 %iH - THEE G »
EFE—EFTREE W - FETIEE » A2 E - WHUESF » o DIgs - BE 2% > BLUKE  mERE 2
SHAH 8B AFEH < 5 T - ) XOo(ZEE - BF - REEH) T oINS TEs o Gl
RH TSHEE - FErghe o AKFERA L ZmAE N - 5 T H T AME - BERE
FEART]HY, o 5 BEDERES e E REILEET - SEsRH : TREsiE T » ERekE - KB 5 AL
AE O EETE > KEAXE > —8BFE > bt - 518, &l > B2 AR SRR B5FRITH -
HIEE RS - (E B EEAN - ERE > BEAERE > SHFINA S JUBRZ » WHHEH - IME
BRI ML REARRE L - NERE 2 X s SER R, - PR R BT - T [E D
PEHERETE - BEBE O - #S[FIN - REEZ - BENEHE - B ARE 0 BECRE > AR A% - 5 eE
SAEHET - R, i o BRIRGED - FrdEies o EIETEE 0 H 955 -

LR RuEEss o CRTEEE) (24t UK 1986 4E 12 H) > SE 8 filt > EH 3236 -

P ACZEE - FE BB TARFEAM (B) B BRI o eh B BEIRSE -, O
Folfaz (ng) T(Z) HEBZE > EH  TRESIMNE - 5 SEALE > mELEEZ - BF - £
SIEdEAL - EER—ATEDE - o (5 ) BEEE (R TR 20F  (ZBE) - H 946 ~ 947 ©
TOUR) R (BH) PR - FLILIEEE > (BREUCE)  H 112 -

* R H 112113

22



Su Shi * Zhuge Liang s Dlsc%s ’ l‘éela‘gL
4 > TPARIER ~ M Rsel  4XUESE - L TRt A Y o 0SB = TR
Hery TEER . E R RHEAE {tﬁﬁf\ﬁ%ﬁ RU R B o IR Y T BRI
B RBEASKERATRER - | "SHERES - GESNEE  EREHEER
e - 8 (=& - #HE - j(ﬁ?zm "R NE (BN BIE TR - BIZRHME -
T RERKT - TR + £ (Q217) AR EEERIIEERIIA » B
NECEEIRENZS D - 18 (ZBE - $E - Eiad) T () HERETHET -
ST -« AR ’&ﬁé\&ﬂ? Eﬁmia%@ﬁﬂfzﬁ mitEgEHE - “XA TR
Pirassanz 2 DIGIHEAZ R - I LRI 2B 2 LATREAE - ERN A EZ - |
e THEREHE B TESAE ) ISR EEET L@fﬁZFaﬁﬁf;iE«E{%Eﬁﬁu
HEEE DR BT RVSGE R - WREEAAERBEER AT - BRERT
HEEE ~ 8577 » IRE G HOHEREEIR -

S g il ae S [ K B N BRI & - JRERE 2 SEES b SRHEA —
ERNE R (2-223) BEA AR - (ZBE - #E - TE) T OEHEE - Lﬁﬁiﬁ
ﬁ%ﬁ%ﬁ R - KHHEEN 1995 BAE > K& K - ) F5] (Fg) T &

Z o FHESCHEE TR EARE > Aanath o 5 EHE TR c ARERIEF ! 4
45?%&’% (BRE ) HYERECE - R E T 280N > BRI AN 2 | o HefE (3
%) SCECR G - B mE AR —FERHEEN (=BT - $F - 2IEERR
SR« THEEIRE R TR > (R RGBT o | T RS - &
PR TR E e BIBES (S EERNEL - B S BAS VBN K E » HeMEEER T &
BfF 2% KEIRG |2 20 HEA E A -
gRE (FEESTam ) Bk —ERfEE 20 MRS RN IR (T11-811) (FEERE
AR ) R ALHVERIS S AR T RUE - FEHR AT AR AR - S R AT R
EZ@E PRI
ARG VR %l“m?f’”"ﬂk’/%' REZ 2K 258 -/ m 720 54 o b
CAZF2Z SRS o BRMNGIP KR 210 AT IEAMLE > mE B
ATR o rw T RAIBERE2 T B R o 2B R F B

% o
(Flm 1cs %g%ﬁclent

Y EERER  (FR/N\KRFPRCEES) (W% 0 =ZRERRE 0 2004 410 H) » B 5207

YRR GBS AYERIVEE) 0 B 102 -

OB MEE (R ERAE O (ZEE) HST -

* [EIRTEE > H 558 ¢

© IR -

* [EIRTEE > H 556 ¢

¥ [EIRTEE > H 557

© [EIFTEE > H 481

VRO THEEERE o ENEHE - RETARBHTREZR - BURELE s DA  BEZ DU EAEE > IR

AAEE - MEREFE T ZaERTH T2 EAZIE - ST - HRALF » EEZ
EHRELF EB?Z o g HESRA RS E HAVER: - (F) 20REE (&S CEREE) (-

g EEHIE 1935£E HEERYIR) > H 111 -

23



PRz (&
CHEN, JUN-WEI

2l AR A xR R RR TR T A Veger |
TA2H T ART L o
"3RS BT T Z Rkt ) SE P aEE e AR TR AT XAREIEEE" 7]
(B2 88, B TR - BRI T EORIVES > RlEomsl T 1R ) D
fFERDEE Y ERRRNE T ERNLEEY > FUERZ o FEER
SRR T ER - BIEMEE SO CLEEEEDREREENHE) > A FTRERK
HiE B > AMORRIRHE AW E AR R P TR A - R REE Ry T ZEE - AR
SRR PE EHER > 5 —BdbRs® (&5 ) — SO S ORINSURE HE
TS SBEESTEEE - n%_%;:;ﬁﬁﬁ aFJ1 I/xﬁ TR, (JETE T T
KiEEAE ) FEPBE - Nifi > S8E SoRivsUAE T EEZm T A S AR -
O > EomEE AT SRR Rm?ﬁ?ﬁtﬁ’\iﬁkiﬂz I EIfJEJE ER AR A O
5 EERE (AR ) BRIEER TEE ) —wBROEUEREEE -

o~ 2HE (FHRIE (HERH) ) =Rk

HEERE (FEER) —30 THEEEE (FHTIE (GEEam) &) Uiz -
ERENROZ— HBRERG] (e ) WFECERDECIER © #EarE

A Ekﬁ%yﬁ%bﬁﬁﬁ M o HE SR AR LAY ~ B T
—REETTIEL - A -

@k—)—ﬂil/r &% A L F]97MT[/%,,:;’€? Fel 4 2 & > P

’ R AL A FIm a2 2 ] 0 kP o

H g 4 7#_‘;: %?7’4%{’%77%4’?). )

%’%?&75& ?J%%’ﬂ:ﬁ;&ii% TR FGEL A 0P F - 2K

HA2H s bR Bz R
GRS mﬁA*Tfr?‘/.@’EL‘? ° ] “é"fkﬂ‘\ﬁ;ﬁﬁ,miﬂi B X

4

2

FefTiningre (FEE T ) — 308 THER L R REREEMEMETHERRE &
A4 ZE—HEARABIEREE S AT S - IS - AR SR AVREE 5B
ikl QuEGDRREEE LU

PHEE > T EFIGIRP S B e —F > DRSS SRS —F
BIMETTRR - SelTRG A& T

©OUR) EREREE (B ) SPUESR - FLILIEENRS - (ERBCCEE)  H 113 -

Y ERF RO RUENRENM - FRES RSERRSTE  E T ARCREZ R/ - BRI EEEE 2
DAt BBUEEA - NI =om 7 5 R S E -

VOB EtEEE GEER) (Z1L 2B 1976 > WESERANE) E  E19 L-

24



. . o FRES (G R R AR BE R
Su Shi * Zhuge Liang’ s Discuss ’ ﬁelatedmtop1cs %g%ﬁclent

XA gz gy FUP 2 40 AR T2 o PRl A @H Y 2 F el K
AR EFN AT R AL P R A - oA LA R
e o PRzl B AT 0 Bld Ehla MEp A o Bz a b oo FF
Peorfpk o e B ot 2 g2 a0 o ko X 32— g 0 2y T2 F{L
Ao %s PR A o REFE S 2HEY B2 FHT 0 BRI a8 AFG
flg »m Bz IES AT oAl 2R Lo Hize (APt KA oo
P2 2a R NG FANEAEEAER AR RAZF R
2B & o P RS A LAy o

BT EERFTERIRAGTINE & & Bt - SRt - F13% (142-208) WA
IFEERA(G > BIRIE TSP 2B WANZEIRA] 5 sE e - A& I AR
HEH 2 1% FF B3R E A S R E R (h BB & 7305 (2-209) Kyl HRlse -
R Ry {E BAF - mI TR - BIFAREE T RUL S BET = A E RN AL Z B
BEEZBAGWHERAGCEEN MERMEERET C p T RS A
BN o BRI S REE RS OE T A3k o AR TR
ERBIERFUNRISLHIECE - BB —(E2Z2 8k - RN ERRIfEER I E
IS S AR A bR L E S HURBOR AT TRE M R PRI e R R 2
R EREE - EHEE T 2R ARSI ER S 2 B -

ERBUSSFEZ & —F - THE -

Pealz ~ B v BB GEER P AfS o BT A S ERY 0 R
BevFEne o aPRZ A Le o MEITMEZ A FLEG > MINETHY o B

RS TR NP RN L - S

SREREE & oo NMETTHVENMD - BIE T akBemiliIiRos - SR8 Bl SR ER N &
BRI - U BB EE AR A S B AE  EEREN

VR BT #1920 b e

P EESIENEME T ERT  RTEE I R BIE RS - k2 > BT 2 Akt
Hoeoeeee i~ wmZ B EETbET » BT RERFE T o DEEIMA R » NEFEEZIRA - (&I
FEBLIFESHIE A LM - BEEPET  RELXBMAZ » BATTREAENREL - (T B
SR (IR ) T EER - fsalRRH  (ZBIEHEM) - H 2345-2346 -

VACEE - BE T E)  TEADUTEAES BT o JoREE o IERER - BhEE
o AR ATEEYZ  —HRIT=88 > RNEBZ &R - T EET > BeEET - BR -
HEER-5E - BAREH A REE - e TRNEER > EETTME > BK5 > BRETLERTE
EER A BUERIF T - | (&) BEEHEE - (R ) FRF - (ZBE) » H 878

N FIATERERE (RGN ) (1713-1784) HiteF : THAZIZ RHL - g A2t s BEZH F&H>
Ft o HEBEF AR GEEERE) (KB ) Zs: - sIHE D) (FEEFtsEm) » H 650 -
¥ (B EtrEEE GEER) B %20 E-

* RIFEARERIN - 1R R BRI R > SR (CEE - BE - o) TIHE ARG

25



PRz (&
CHEN, JUN-WEI

B R EE R ARV AE - 2 B ARSI MBS B IR - XAy 2 2 &a A
T8 MAMRIEZ BT - TN REREIRBIE ~ AR A - 3R - R HEEE
AR R R B A E TEAN - BT — T IEE N EEERA
%/ DU ABIN B SIFEEENE PSR - THEES ¢

i, B3 e o BANZE2ZAAad D B8 E SR X JEE N fE
B2 o Rgrés 0§ R2ZAF o §RERA 2 o RE N

Fe LRI AHET o2 A HAREE T

IR N
Hzoo Ao A F 9

BRI BRI  QEE (2-194) IARE LY > DR 2 12
BEATFEE" - B Lt R AT E SRR B & AN - IR T BUEFE RN KA IES
M BEARZAPR A ER - BT SRS EER - (B > " HRBIE LI 2 25
R IR R e T Z E R B AGNEIL TR 765
i > IEIEAE ~ R RES—— SR R T S0y - P EAEIaE - E M
EANE GG e OERI N EZIIEN - SMbIaE R R R TR E L a2
arfly (A E&IE ) - BBt R E R - eabl - T E 5 5 AUEm R EER 0

TN TR A TROR -

VERIRE - EEEBAR ALY TR —5 o BT R R IR R
GRS - 18 T ELU R T B AL AEESS > HORNES > ABHE
Ry =R NEGE | o B ERF R T E R N E eSO AN

FEMPSE T ER - e R EHEEEE  TEAMER - REGZ - HRINBIIA LB - SEEETEFRBLRE I
15 SAERCR - AR - BRI - HEAERE - BEFZH > AEkt - o IiEERE LR
BE > ALURAT o BEHFFRIOT » HERELETE  IRMFBUE T ROATEH TS RKEFE L AffEihE
Pl g PRSUEEEORSTRE - BT - OB EEK o SIS - BRiatE R - BB NGERSCE )
BRI < e EAR > ARA/KEEGE > US> 8 - HEEE - SEEhzmE . | (5]
FE (R ) B/IAZFE - (ZEE) - H 881-882 -

VAZEGE - B e ) TR IR LR o R - HEEIENREEE  RELLEHE o B
WNAKEHL > i E - THEEE LR E > BRKE » DIEEY > SHEEI AL FBE » JEFmEd
FEINRE - B AER » SRS R - 5 RFTHEER - FREPISF - HH  TEBEVEWEE | o) [E
HIEE > H 1271-1272 -

TO(HE) EttEEE GEER®R) B 820 Lo

VO A(ZEE - BE - BINE) TREE ) TR A SRIGTEIEA E > ZIECRER Y ST
5o BINARES > MBS T - HRIMER RS Rag A i 2HE - DA BT - MBIEREER
BRI+ 0 ITHHE Z SRR SR - BGEEg - BgEmes - HRE SR - (5 ) BEEE (R) &
MZE (=R > H 870 -

C(EEE - BE - RIEE)  TEEE IR EEET s BN T E N - NIEREREE
WIEERERIE - [FIRTEE 0 H 868 °

26



g

) =47
Su Shi * Zhuge Liang s Dlscuss ’ ﬁelat 4 to 1cs %ﬁEF i

omment

Aow T RRTS S RN e FHRLTRY 0 LR AR AR
Ay oM THEPEAAARACY BRI R F Y DAE ARG EX TP
FERZA 2GR BELF L oREST~FEp R REFEEH B2
PRARATLR IS o B RFFAFET A A - L F AHFs o A
THEARF HREF? 22 BTG 22X 22 FEH 240
HEFe ok WR- o @ FFGR BT S BE S FF 280 H
A FERER L > BR BETAAG A ENFEN FRE 28]
L@Zﬁ’ﬁwﬁgﬁﬁ’ﬁ?iﬁﬁ?ﬁﬁlqiﬂi’#mxﬁWVWi
TPz m g0 R 2 AEa Pl BV
s 5 AR g]‘)ﬁ;)x’HLr'ﬁfﬁi"‘,’ftJ.‘?%i’,%g”j‘ﬂ“r’é,m 2% 8§ o B Em
Hovw 2 @ frimadt Sl ?23%e TR+ F > - 2 F A BFE o

)
L
i
2
(\x
¢
Yoot

SR T EHCCE R LA > B TS5 BT - T
P MR AT DR T EZERCR - MR ) SRR - B HRE
B2 S AMES B2 AMEEmAN S0, AERE 2%  OSEErEE
L EAS AR TEZ A | BB - IEE T -
ST TR 2 PR TS B TR A LE LR R O A
PR R DB 6 BB S - i BEREAI AR - %
R RIS, | SRBITARRE L B
YR B STBYIAY LB -

SR - T R E R A AR B ) ETREBUEE T AN, —SHE
BNE §FT ) 3 (THETREES — BB EERIEEEA R &= HEE
FARLL TE8 ) BREZERIIESME T30 ) MEEEEIR T AL - AG#RET =0
REE AR SRR E IO - BUSEBEL © A2 T TR ) IR

GRS SN REFEERIHLE B - 2= T E DA K, - J

©O(BY) EtteEse GEER) £ B0 F20 L

YO(EL) T D EAREART  MEERSE  SiHKTE - £8E 3B THRAFR J :)5J
TR HAeZ - ZHHZO0 > 58H 2Ty R ERIENL > SEEEEY) - HETERE
ZEEANEw LR/ B A - (F) =7RE > FENER - GR7F (REL) £ (B EmMA
ERtHRRH - 2008 £ 6 H ) » H 386-387 -

Y (ZEE - BF - GEE) T SCREIEA - R T - TR HBO - BRI - S8
BEREE I IMTE - & THEIEHEIEE - SBEE . - AEEEAIE > wWLUKEH - EZAE - ) BER
o NHEEEEEEEN - 2/URMEA L ERE - (8 ) BREEE > UR ) ERE  (ZEE) > H 561 »

27



PRz (&
CHEN, JUN-WEI

Fo TS5 5 CHE— BRI M A5 L - SRV EREE S AYERIE K2 8
a2 R BISCRIT R & - AR « ) RN R EAR T iR SRR R

[EEEORRE - IR AR EREA G 2B - FEVEEZAREE > (EamAy=L
EVERIBENN - EEAS T - AE AT LAEAR (GEeseam ) MBIttt —8& -

BE A 1% S R 5 SO B am > SRR = AR IEHE B EE - PIUERER
(1232-1298) ( Z&RAHFLEH ) : TEEZR - FLIAS AIZDER | | “BMEzEE R 6 0 AR =
RS S mo & - A 2% > HGERE T #Fig:s TALHCE
FESIFERHDECR T - B R - o HimlEIE - ZARAIEE ~ FLBHZ E 0 -
N H R E SR RIS R e MR I S s it e a0 e IS
ik SR T EE REEE AR Y - THEZEBEERAEANTEGE - FR
B W [ElgRi — M F B R HEREEA] -

HE e - Bk AT B S s st smayakit - Tt 5 &R g e i AR B Ay e
SRS - RN DN BRI BRSNS 0 REE B R
e ANBRIR ¢ ez Al o S S SRR (FEE ST ) 2Rk o

HHEZEFIMEREIRERGE R - WE SR RZ SO/ DIt ~ B2 5 -
EEETR (1631-1706) = T RFLBASAAKIE R T 2 HlE > 185 ~ o2 sk 2 JRE T2
fEZ WA T oifE - MEFETLIE > DIFER - | "Bk - =15 HEHirhse
ARG S SRR T TIMERBIEREIRS (E ") WHEE” > NfmiliEs
FYLGEE "I, EZ -

ZERES AYZ o ff DE AAEE S S A USRI RE AR i i e s an e
SIS T — I GERE S s (AR ) EARRHE TEGsER - SEMERC o HIUKEH

" ORI  (REmERERE = AREORFE ) 0 105 ¢

© FEHERIRE S B GEEEREY ) - CUSUEASERD ~ (k) - (Ed ) - (G
BEREHEEE) FFa  BESRENSMIFEELFESESE  NWEEEGRER - # 5%
Bow - BESST RS ( Z#RBEEE ST ) H 71-74 - AW - A— v e BB RN EHEY E
A HEE S AL HRESRIg . —3R -

© (R FEEmEE > R » (FRRERE) (dbat: hEEER > 2004 5 H) 0 HS -

T BNRAS  BRHEEEREGHENSAAEE o BR XGRE - mRh - B R
MAEE T-Beamatatk - AR 2R T HERE 2B TR RER 2 IS » B EER 2R
SIMCEIRET ! (W) BRE - (WERSCHE) > 55 121> H 551552

© EEREL (R KRFCPIROLERT) - H 5208 -

Y EESTARREHUR T - AHSMEBRERGINAZE - & AR eTHERBAE -t (B Gk
afafk) o (CHEIERMGAET]) 56 34 30 (RkF9%) (201249 H) > H 83-122 ¢

" BRT s L B s AR S AR SCEE R AT AR B - RS RN R AR T R AR
BrE AT ESE - sEREEE  (ERFFHP=RE S ) (246 1 SRR KRB B A L
MEMEAETRE > 20134 ) F=2 T EAFHRPREVEEER > H 4176 - #REVKILER 1%
MTERZ L - BTG H AR AR B F IR AR A2 2 -

28



Su Shi * Zhuge Liang s Dlscis" ﬁela‘?aﬁ top 1cs %ﬁ%ﬁgﬁ
FEREh - R EREFLBHRYEVLEKEK - th4mzl LB R C|ASRE - | "IE « | s
#RE > BGRTLIAREEIMAR T - #REAIRLAVHEELFOR[E  HEBRHE - | "L AR
RE "R A - N EGEMARRBECR T » SR EEmARTARE - HEATE -
AR Rt 3 — L - NEH—RAEERFEEENSCE - RS ER 26
N st EH ——fERAE

TR (R SR ECCgE) 0 J 109 -
? [EIRTEE

29



PRz (&
CHEN, JUN-WEI

jl* 3 p
R ST
(PE% ) =IGREEE - (S2ag) (ZIL : BESCER > 1962 £ 9 H > fENaZBEVUERT]) -
(ERCE ) DEREEE - CEF) CREHE - RabFEhbe > 197247 H > NZIAES) -
B EEEE (OR) #BRZE - (ZEIE) (s - hEEERF > 2000 £ 9 H) -
T BESE (FR ) TIRZE > EER > SERIREHE - (ZEEEME) (BE
ErgdFEE AR - 2009 56 H ) -
B )RR FEONIEER - (R (1R7EC) B0 (BB ERREHARAL - 2008
FOoH)-
(RF ) momis > (NI aE) (B - ppsEIEes » 1935 5 seE RN OIaR) ©
(oK) EwEEe > sRieRiig - OB ERErEE) (b - THEEF > 2004 £5 7)) -
(oK) 1258 ~ RS > ( CA2EE) (20§ @ REHEEHARE - 1995442 A ) -
(R SEIFEE > (REEZEEC) (210 ZERGHS > 1969-1970 > TEEEEAYE) -
(R ) &REUEE - (B ) SP4EdR ~ FLNLISEEES » (ERBUCER) (J0aT : hEEER S - 1986 4F 3
A)-
(oK) BBMESR - ORT-s88) (240 SCRERRE > 1986 F 12 H) -
(oK) EEREE: > ISR IEE ) (et @ BUEVH AL > 2012 £ - FIZIA h B ik &
B -
(B ) L8R - et (GEed R ERE) (28 0 EECUEESRAIRAE - 1996
8 H o NE2 ST HE Sl 2R B e = e - — R R R LA -
(B ) tEEEE - (BEER) (210 28 0 1976 4 WUEEEBANE) -
(B ) Bp s > (PREERESCER) (Vg ROFSENEEE > 1936 4 6 H » BERNOIGH ) °
AR (AR KRGOEIRCESER) (P92 + ZZRihRtd - 2004 510 H) -

PN E

o CHR RS STiEh 2 =S ) > (ERPSCEHR) 55 38 (201249 H)»
H 71-120 -

FHirh - GEE et ER) (5 - BaEEt > 19974F9 A) -

FHEE  (EEFRPR = E G ) (2L REKREFECCE AE LS MERL
EFEE 201344 H) -

FHARKR - (VA SRR B ERE S o NE B A — I ER e R S ) - (TR
ANEI AR EEER e (TG RIERAR)) E 3465 11 (200841 H ) H 54-60 -
SR > (EHE R EmECaHsR) (21t - RARRKEDRESCE LE AR =5
SeEfEE > 2007 £ 5 H ) o

R (BRSPS amElFE R ECE RS ) - (AlFr) 55 5 8 (2013 42) > H 98-101 -
FH2bal o ( ZERBLGEE ST ) (FESREEE) F 41 (2004 ) H 71-74 -

AR ~ PRIEERy - ((FEHRE) SRR ) - (PEIEEMET]) 26 34 87 (BkZF9%) (2012

30



Ry B R 47
Su Shi * Zhuge Liang s Dlscuss ’ ﬁelat 4 to 1cs %%EF i

omment

HF9H) HS83122-

= (BEmERBUR S AYERAVRT &) - CRIDEAT#EESHR) 5 2 B (1985 4£)> H
101-107 -

SIS - (BRBUSLEmECCE) (240 BEEEEARAE - 1990 F5 H) -

31



NCUE Journal of Humanities
Vol. 27, pp.13-32
May 2023

32



Iiz 2 LR R ER SR P ER
FHHE > H 33-48

“O-=%HHA

DOI: 10.53106/230597612023050027003

(BEf4):THE 2 T28E, Fi2ab

),@:?Ié.’]*

T

((Eﬁﬁf“%}éﬁﬁfﬁ— oI T

E TN TS I N I
%Fs’?m*ﬁ*i\ﬁ 4%%4\:%%(*“ ) iR (3 AR o AT 51T AR
A E A *?" ABH - B EF R ETNEAMITL - L FERE ol
+ (B : FA) 2 A2 Y AR ABUARAZFUE AFERFZ Fal Lo

M-
a\
“}_{\
4k
w;.
|
-

)
F_‘_ b ;V

o
ﬁtﬂ*}—“'?ﬁ
-

5o
-
A~
PN A
s
-
N
e
¥
R

-+ ‘N'g' R Jﬁ’wf =
G
1

ﬁ“’é"«i**“ﬂ BT
T g lATE G el o g R E2 R - o FAINGE
J‘—"f”*'i’i*kf’f‘r% DR R D BT HEGEE Y 2N
CERX) A ARG Y R B E 0 F
PGS XA FR Ao $ AT PRI T
= é#ME’%*f#B%ﬁﬁw%%Jﬁﬁﬁ%&ﬁé;fg{grﬁ
Froob 2 A B B4 M5 E2 B pERAKZYE -
A AETEE REN AR L B SRR AATRRE BRI A A 2
"FE ) R R Bt E Fﬁ'f Cenfe R oo T AEE ) BE S G AT A AL E ol
Pk g o

g EEE A EIRF AL A IR

J

3
-
N
:t
w4

|4
('S
i
|w
—
\
i

o
F_&
Fa )

—h
"
PN

e L
pas}
=
&
1%
>~
o>
5
N
+
H

‘ ﬁr_;k- SO
T

(=
L ==k

—
\l

Metie : #E A BE BT FFNEFEFAE - AR

" ES L BB R S S R S R BB - IR B R ERETEE SR - B - JERRAN
BRI ~ TR -
(FEfHEA - 2022 4F 10 A 15 H 5 @@ TS HEA - 202342 A 19 H)

Fgﬂgzl"ﬁmrﬁﬂ-iJ‘frrZﬁf%J Filomm@ - (LERL) TFEE 2 F 4
}"

33



NCUE Journal of Humanities
Vol. 27, pp.33-48
May 2023

Beowulf: Motivations behind Hospitality and Inhospitality

In, Fan-Yu™

Abstract

Feasts in Beowulf show hospitality on the one hand and inhospitality on the other hand.
The story in Beowulf'is set in pagan Scandinavia in the sixth century. At that time the Danes
in Denmark and the Geats in Geatland crossed the strait named Kattegat (in Danish) to visit
each other. This study draws on relevant resources—Derrida’s metaphysics of différance,
Marcel Mauss’s theory of gift giving, and some biblical stories to examine the boundaries
between locals and foreigners and between humans and monster-like creatures in Beowulf.
Banquets in Beowulf are a sign of hospitality on the surface. However, beneath the surface it
has been prepared owing to the Danes’ reliance on foreign support for their attempt to defeat
a powerful monster-like enemy. The article aims to clarify the hosts’ motivations behind
their hospitality and inhospitality. Banquets in Beowulf show hospitality on the surface, but
it is based on mutual interests. In a similar sense, inhospitality is a strategy that takes tribal
interests into account. Hosts’ inhospitality to visitors may cause jealousy which is one of the
sources of evils. The Geats show inhospitality to the dragon as the Danes do it to Grendel.
This article argues that hospitality tends to prevail in homogeneous cultures, and its means
are more complex, and it is more common to exist in complicated human society. The
degree of hospitality depends on the degree of mutual interests, while inhospitality is more

likely to exist in both human society and monster’s society.

Keywords: Hospitality, inhospitality, feasts, tribal and mutual interests, and
foreigners.
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Introduction

There are theories, biblical stories, and theoretical discussions about hospitality and
inhospitality. This article will draw on Derrida’s metaphysics of différance, Marcel Mauss’s
theory of gift giving, and some biblical stories and monster studies to explore hospitality
and inhospitality in Beowulf. One of the meanings of différance in Derrida’s words is
“L’autre sens de différer, c’est le plus commun et le plus identifiable: ne pas étre identique,
étre autre, discernable, etc.” (46). Translated into English, the above sentence means that the
other meaning of differing is the most common and the most identifiable: not being
identical, being different, discernible, etc. Derrida’s metaphysics of différance in terms of
language in his own words is “dans la langue il n’y a que des differences” (49). Derrida
asserts in “La Différance” that in language there are only differences. Indeed, differences
between languages can be the origin of inhospitality. The current study focuses on language
differences and its ensuing incompatibility that cause inhospitality. Andrew Shepherd
emphasizes “the very notion of an ethical relationship between the Self and the Other” (40).
In his book, The Gift of the Other: Levinas, Derrida, and a Theology of Hospitality, the gift
of the other refers to “God’s gift of election and blessing” (Gen 21: 8) and “the gift of
Christ—a genuine gift, not earned, but offered freely” (Shepherd 122, 215). Paradoxically,
Andrew Shepherd denotes, “sharing the mind of Christ, each should seek each other’s
interest” (215). When each seeks each other’s interest, there is a conflict of interest. The
Self may show inhospitality due to a conflict of interest with the Other. David Grumett
comments on Andrew Shepherd’s book, saying that “the shared Jewish acceptances” include
“God may be known only indirectly” and “God can never provide grounds for ignoring our
communities, especially those members at the margins” (367). In other words, the
marginalized should be taken care of. To further explore the difference between the chosen
and the marginalized, Grumett interprets Derrida’s metaphysics of différance that “every act
of hospitality or giving conceals violence and trespass, and that acts and texts remain open
to unending deconstructive reinterpretation” (367). Andrew Shepherd explicates that the
community of covenant people constituted by God’s gift give witness to God’s gracious
actions of creating the world in the hospitality of the Triune God (209). God’s creation of
the world is a gift, showing hospitality to humans. Reminiscent of Levinas, Derrida raises
the question about genuine hospitality. To answer this question, Derrida juxtaposes two
forms of hospitality, which are invitation and visitation, in another terms, the host and the
guest, or the locals and the foreigners. He argues that hospitality begins with the question:
“must we ask the foreigner to understand us, to speak our language, in all the senses of this
term, in all its possible extensions, before being able and so as to be able to welcome him
into our country?” (Derrida 15). Moreover, “If he was already speaking our language, with
all that that implies, if we already shared everything that is shared with a language, would
the foreigner still be a foreigner” (Derrida 15). Speaking the same language and sharing
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what can be shared as a tribe can be regarded as the signs of homogeneity. When
homogeneity comes to existence, the boundary between the host and the guest becomes
vague, so does it between locals and foreigners.

In addition to hospitality, the current article also deals with the issue of inhospitality.
Instead of using the word, inhospitality, Derrida uses the term “no hospitality” (Derrida 55).
He explains, “No hospitality, in the classic sense, without sovereignty of oneself over one’s
home, but since there is also no hospitality without finitude, sovereignty can only be
exercised by filtering, choosing, and thus by excluding” (Derrida 55). To be specific,
sovereignty is beyond everything. Without sovereignty, neither hospitality nor inhospitality
exists. With sovereignty, one of the ways to exclude those who cannot be homogenized is to
show inhospitality to them, using the tactics such as ignorance, no invitation, no sharing,
and the worst tactic, marginalization. The incompatible and the interracial may be seen by
the sovereign as those who should be filtered, marginalized, and excluded.

This article aims to explore motivations behind hospitality and inhospitality in Beowulf.
In this epic, there are two sharp contrasts—hospitality and inhospitality. What marks the
boundary between hospitality and inhospitality? The boundary marker could be the hoard
keeper’s will. When the hoard keeper is willing to share, he will show hospitality to visitors.
When the hoard keeper is unwilling to share, he will show inhospitality to visitors. The
hoard in Beowulf refers to treasures (Woolf 113). Beowulf is one of the hoard keepers in this
epic. The hoard can be inherited or gained. Beowulf either inherits treasures from his
ancestors or gains it by himself. He gains treasures from Hrothgar “according to his glory”
(Slade 2146-2147) and “seven thousand hides of land” from Hygelac for receiving
Beowulf’s gifts when he returns home from Denmark (Slade 2190-2196). Giving away
treasures as a gift is seen as a sign of hospitality in Beowulf especially between the lord and
his kinsmen. Beowulf is depicted as Hrothgar’s kinsman and half-Dane (Slade 1474, 2011)
and Hygelac’s kinsman and nephew (Slade 462, 737, 758, 813, 914, 1530). In contrast, the
hoard keeper’s reluctance to share food, beverage, or joyful moments may arouse visitors’
envy in the first place and hatred afterwards.

Whether the hoard keeper is willing or reluctant to share may be a matter of calculation.
The elements of calculation in how the hoard keeper treats foreign visitors or pagans may
need to be further explored. In Beowulf, there are three prominent hoard keepers. They are
King Hrothgar, Hygelac, and Beowulf. As hosts, they treat visitors differently based on their
calculation of tribal interests. Dissecting how differently they treat foreigners and other
races may provide answers to the research question of this study, which is to explore the
boundaries between locals and foreigners and between humans and monster-like creatures
in Beowulf. Analyzing the causes of battles between the Danes and Grendel and between
Beowulf and the fire-spewing dragon may clarify how such interracial violence is provoked.

Violent episodes in Beowulf display the hoard keepers’ inhospitable attitude toward
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uninvited guests. The inhospitality occurs because of conflicts of interest. The hoard
keepers aim to keep their tribal interests, which are in conflict with what the uninvited
guests intend to obtain. They collect different hoards such as food, drink, wine, gold, halls,
or other treasures. These are their cherished interests for their existing kinsmen and future
generations. The conflicts of interest incur a lot of conflict in different forms—war, fighting,

violence, interracial hatred, isolation, or marginalization.

Motivations behind Hospitality in Beowulf

According to Merriam-Webster dictionary, hospitality means being “given to generous
and cordial reception of guests” or “promising or suggesting generous and friendly
welcome.” Cambridge Dictionary defines hospitality as “the act of being friendly and
welcoming to guests and visitors” or “food, drink, entertainment, etc. that an organization
provides for guests.” The banquets in Beowulf is like the systems of “total services” in
which Marcel Mauss uses the potlatch for hosts and guests to be constantly fed to maintain
a balanced and peaceful relationship (7). In Beowulf, the hosts forge hospitality for guests
they have invited at four banquets, welcome banquet, pre-battle banquet, after-battle
banquet, and homecoming banquet. The way they show hospitality to their guests is similar
to the definitions of hospitality provided by Merriam-Webster and Cambridge Dictionary at
least as far as a banquet should cover. To welcome Beowulf, the Danes hold a party where
Hrothgar shows hospitality, saying, “Beowulf, my friend, you have traveled here / to favor
us with help and to fight for us” (Heaney 457-58). At the pre-battle banquet, “An attendant
stood by / with a decorated pitcher, pouring bright / helpings of mead” (Heaney 494-96). At
the end of this feast, “Hrothgar wished Beowulf health and good luck, / named him
hall-warden” and reminded him to “beware of the enemy” (Heaney 653-54, 660). At the
after-battle banquet in the section of “Celebration at Heorot,” “Beowulf drank his drink”
(Heaney 1024) and he receives treasures in reward of his victory. When Beowulf sails home,
“he loaded the sea-boat, / bore in the bosom of his ship / the gleaming treasures” given by
King Hrothgar (Slade 895-96). At the homecoming banquet, “Beowulf’s return / was
reported to Hygelac as soon as possible” (Heaney 1970-71). Beowulf’s uncle, King Hygelac,
welcomes Beowulf and shows him a sign of greetings. Kevin Crossley-Holland expounds
on Beowulf’s kinship with Hygelac, in which Beowulf’s mother is King Hygelac’s sister
(125). During the celebration of the death of Grendel, and the queen, Wealhtheow, speaks,
“Enjoy this drink, my most generous lord; / raise up your goblet, entertain the Geats / duly
and gently, discourse with them, / be open-handed, happy and fond” (Heaney 1169-72). In
the section titled “Beowulf Returns Home,” after Hygelac’s lofty speech, Queen Hygd,
“Haereth’s daughter|[,] / moved about with the mead-jug in her hand, / taking care of the
company, filling the cups / that warriors held out” (Heaney 1980-83) to welcome Beowulf
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and his warriors as guests returning from a foreign country. Both the king and queen of the
Geats and the Danes show hospitality in ways that fit their identities.

Hospitality can be based on mutual interest in different ways. Giving gifts is one of the
ways to develop mutual interests. According to Marcel Mauss, a gift “obliges a person to
reciprocate the present that has been received” (9). In other words, inequality exists in the
relationship between the gift-giver and the gift-receiver. Catherine Clarke further explains
that the “Maussian model asserts that the gift economy is a ‘total’ social phenomenon, in
which the process of exchange and reciprocity is systemic, extending to every aspect of
social and cultural life” (3). To reciprocate means to make a return for what is given or to
make interchange. In Beowulf, King Hrothgar gives control of his mead-hall, Heorot, to
Beowulf at a welcome feast to thank him for fighting Grendel, who attacks the Danes. To
fortify mutual interests, Hrothgar says, “Beowulf, my friend, you have traveled here / to
favor us with help and to fight for us” (Heaney 457-58). Hrothgar’s striking up a friendship
with Beowulf is the first step of the development of their mutual interests. In this
relationship, Hrothgar is the giver of gifts and at the same time he represents a weaker party,
standing in an untenable position. No one in his tribe can defeat Grendel, so he must rely on
the uninvited guest, Beowulf, from Geatland. In contrast, Beowulf is the stronger party, who
is the recipient of gifts because he can extend help to the Danes. Though he is an uninvited
guest, he receives warm hospitality from the host in banquet scenes.

However, hospitality may be involved with violence. Grumett interprets Derrida’s
inference of hospitality, “every act of hospitality or giving conceals violence and trespass”
(367). Derrida infers that paradoxical and corrupting law depends on the collusion between
the violence of power on one side, and hospitality on the other (55). There is a savage and
cruel incident before King Hrothgar treats Beowulf with hospitality. Grendel hears the
sounds of joy from Heorot and then visits the high house when the night comes. He finds
the Ring-Danes slumbering after the beer-feast, and among them he seizes thirty thanes and
then he is proud in plunder (Slade 115-28). Obviously, Grendel is a perpetrator in this
violent incident and the Danes are victims. Beneath the surface of Grendel’s violent attack
is a feeling of deprivation. The sense of being deprived that Grendel feels when he hears
and sees the feasts is hidden in this epic. According to Derrida’s explanation of ‘no
hospitality,” it is reasonable to infer that Grendel is the one who is not chosen and is
excluded from the tribe of the Danes because he is not invited to join the feast. The ultimate
reason why King Hrothgar invites Beowulf to the feast is to help the Danes to defeat
Grendel. The upcoming violent act of slaying Grendel is hidden in the superficial kindness
and happiness during the welcome banquet when the collusion between the violence of
power represented by King Hrothgar on one side and the hospitality he forges for the savior
of his tribe.
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Hospitality can also be based on kinship that is what binds Beowulf with Hrothgar.
However, this kinship involves neither blood relationship nor marriage. It is more like the
bond between the king and his thanes in Anglo-Saxon legends. In exchange for the lord’s
protection and gifts, the thanes vow to fight for him. Pierre Bourdieu discusses the basis of
gift exchange intended to transmute, by a disinterested exchange, the inevitable and
inevitably interested relations imposed by kinship, neighborhood, or work, into elective
relations of reciprocity (7). Beowulf’s relationship with Hrothgar can be traced back to the
latter’s friendship with Ecgtheow, who is Beowulf’s father. At the welcome banquet for
Beowulf, Hrothgar speaks, “I knew him when he was a youth; / his old father was called
Ecgtheow, / to whom gave into his home Hrethel of the Geats” (Slade 372-374). To develop
kinship with Beowulf, Hrothgar entrusts “this strong-hall of the Danes” to Beowulf (Slade
655-657). The strong hall of the Danes is Heorot, which represents the achievements of
King Hrothgar. It symbolizes power and honor because it is a place where Hrothgar, the
ring-giver, rewards his thanes with various treasures, and they celebrate their victories and
hold banquets. Jos Bazelmans notes, “Hroogar [Hrothgar] creates a de jure bond of kinship
with Beowulf, with all its mutual rights and obligations, by adopting him as a son” (358).
Unlike the blood kinship between Beowulf and Hygelac, who is Beowulf’s uncle and the
king of the Geats, Hrothgar relies on his friendship with Beowulf’s father, giving gifts to
Beowulf and empowering him to oversee his Heorot and his troop in hope that Beowulf can
defeat the monstrous enemy. Beowulf is recognized as the famed kinsman of Half-Dane
(Slade 2011). In the process of gaining Beowulf’s help, Hrothgar show hospitality to
Beowulf by hosting banquets, giving gifts, and forming a friendship with this young Geatish
prince.

Hospitality is given to foreign guests of similar culture, especially those who speak the
same language, with mutual interests. This assumption can be testified on a basis of how
well the foreign guest can homogenize or adapt himself to the country he visits. If he can
speak the same language as the people of the host country, he has overcome the barriers to
integrate himself into the society of that country, like what Beowulf does in the Danish
society. In Beowulf, the Danes and Beowulf communicate well, probably they speak the
same language. When Hrothgar speaks of Beowulf’s father, he shares his understanding of
the history and culture of the Geats. When Beowulf attempts to solve a feud in Freawaru’s
political marriage, he displays his understanding of the conflict between the Danes and the
Heathobards. Stanley Kahral mentions “women as the bond of kinship” in Beowulf (189).
Hrothgar’s daughter, Freawaru, is arranged to be married to Ingeld to end the blood feud in
which Ingeld’s father, Froda, was murdered by the Danes (Slade 2022-66). When Beowulf
reports to King Hygelac his journey to the Scyldings, he mentions the failure of the blood

feud because Ingeld, King of the Heathobards,! decides to revenge and divorce his bride.

! According to Ruth Johnston Staver, “The Heathobards appear to live south of the Danes, perhaps in
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He learns about the blood feud when an old warrior tells Ingeld about how his father was
slayed by the Danes in public at the banquet for the celebration of the death of Grendel
(Slade 2047-52). The Danes, the Heathobards, and the Geats were neighboring tribes when
Beowulf was composed possibly in the eighth century.? Ruth Johnston Staver mention in
her book where the Heathobards in Beowulf live, it is perhaps in the neck of the Danish
peninsula or on the coast of modern Germany (91). The geographical positions of these
three countries, Sweden, Denmark, and Germany, can give us a hint of the reason why the
linguistic communication among the Danes and their foreign guests—the Geats and the
Heathobards—goes well. As the prince of the Geats in Geatland (located in the south of
Sweden now), Beowulf crosses the strait named Kattegat (in Danish) to visit the Danes in
Denmark. The Heathobards were a branch of the Langobards or Lombards,® possibly
located in Lower Saxony, Germany now. The relation between Sweden, Denmark, and
Germany has a long historical background because they are neighboring countries of the
Baltic Sea. The exchanges between these countries might have started since the ships were
invented. Therefore, languages might not be a problem for these characters, though from
different tribes; they live in the places around the Baltic Sea, and as depicted in Beowulf
they can verbally communicate. The Danes show hospitality to these foreign guests because
they can communicate, using the language or languages they can understand. Derrida
asserts that if a foreigner is speaking our language, with all that implies, if we have already
shared everything that is shared with a language, would the foreigner still be a foreigner
(Derrida 15). This assertion can be applied to the relationship between Hrothgar and
Beowulf, but it cannot be applied to that between Hrothgar and Ingeld. In Beowulf’s report
to King Hygelac as he returns to Geatland that the Danish princess, Freawaru, will entertain
her Danish countrymen soon after she marries Ingeld, the king of the Heathobards
(Hefternan 92). James A. W. Heffernan raises the question, “Why does Beowulf tell of
Heathobards murdering Danes, of hosts murdering their guests?” (93). This feast is not
actually held in Beowulf because Ingeld rejects this political marriage and seeks revenge as
soon as he learns about the fact that Danish warriors killed his father. Heffernan attempts to
argue that “the lust for revenge among men can sabotage hospitality just as brutally as
Grendel’s invasion of Heorot” (93). Both Beowulf and Ingeld are foreign guests, receiving

hospitality at the same banquet for the celebration of Beowulf’s triumph over Grendel, but

the neck of the Danish peninsula or on the coast of modern Germany; and “Beowulf alludes to the history
between the Danes and the Heathobards and predicts trouble” (91).

2 Robin Melrose quotes, “The historian Dr. Sam Newton has argued plausibly, in The Origins of
Beowulf and the Pre-Viking Kingdom of East Anglia, that it [Beowulf] was composed sometime during the
reign of King Elfwald of Fast Anglia (713-749), who commissioned the 8" century Life of Guthlac” (98).
Albrecht Classen notes that the Old English Beowulf appeared in ca. 8™ -10% century (1539).

% According to Robin Melrose, the king of the Heathobards, “Ingeld[,] is mentioned in Beowulf as a
leader of the Heathobards (possibly a branch of the Langobards or Lombards) (97).
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the former continues to receive hospitality from the Danes because of mutual interests, the

latter becomes the enemy of the Danes because of blood feud.

Motivations behind Inhospitality in Beowulf

As compared to hospitality in Beowulf, inhospitality is shown in a more
straightforward way. Inhospitality is quite similar to “no hospitality” in Derrida’s term. In
my understanding, inhospitality means there is no hospitality, or hospitality is not shown. It
is an antonym of hospitality. According to Merriam-Webster dictionary, it means “not
showing hospitality.” There are many reasons for not showing hospitality to guests or
visitors. The primary reason may be the issue of invitation. Is the visitor invited? If he is not
invited, the host filters and chooses whether to welcome him or not. The foremost-uninvited
visitors in Beowulf are Grendel, Grendel’s mother, and a fire-spewing dragon. No banquets
are prepared for them, nor is hospitality shown to them. They are regarded as monsters, so
the current study focuses on drawing on Jeffrey Andrew Weinstock’s perspectives of
monsters, the binary opposition of the Self and the Other, and the biblical story of Sodom to
explore what is hidden behind the hosts’ inhospitality shown to uninvited visitors in
Beowulf. Brian Neil Peterson asserts, “Inhospitality is one of Sodom’s sins” (111). In the
book of Ezekiel, God says, “Now this was the sin of your sister Sodom: She and her
daughters were arrogant, overfed and unconcerned; they did not help the poor and needy”
(Ezekiel 16:49). Sodom showed no hospitality for the poor in front of her house; she
despised the Lord’s oath by breaking the covenant to share food or beverage with the poor.
Unlike Hana Ghani’s study of the Other as a threat to the Self in Beowulf (55), this article
asserts that the Self represented by the host shows inhospitality to the uninvited visitors
because they are unable to share and communicate with monsters owing to language
differences and incompatibility.

The focus on ‘difference’ in monster studies may conduce to the discovery of motives
behind inhospitality. As an editor of his book, Monster Theory: Reading Culture, Jeftrey
Jerome Cohen makes clear that “these essays” in this book “argue that our fascination for
the monstrous testifies to our continued desire to explore difference” (1). Jeffrey Andrew
Weinstock further explicates the difference highlighted in Jeffrey Jerome Cohen’s Monster
Theory that “Where difference is concerned, Cohen observes that representing another
culture as monstrous ‘justifies its displacement or extermination by rendering the act heroic’”
(64). In Beowulf, Beowulf’s defeating Grendel and Grendel’s mother is recognized as a
heroic act because the Danes are eventually exempt from the monsters’ attack. The
extermination of Grendel and his mother implies the extinction of the culture of Cain.
Apparently, the monstrous appearance of Grendel and his mother is different from that of
humankind. Beowulf calls Grendel “the terrible creature” (Slade 425). When he reports his
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heroic deed to King Hygelac, he attributes Grendel’s race to the evil one. He says, “There is
need to boast--of Grendel’s kinsmen, / evil upon the earth--of that clash at dawn, / he who
lives the longest of that hateful race, enveloped in malice (Slade 2006-8). King Hygelac’s
condemnation of Grendel’s race reveals not only his abhorrence but also his hope for the
extinction of the evil culture and race of Cain. The incompatibility of the cultures of Cain
and the Scyldings underlie subsequent enmities and detestation. From the beginning to the
end of Beowulf, the language of Grendel is never uttered. A language is the epitome of a
culture. When a particular power or authority silences a language, this phenomenon
foreshadows the extinction of its culture. In short, two races with significant differences in
language, mores, and bodily appearance must make tremendous efforts to identify each
other. Inhospitality is shown when no such efforts are made.

Lack of kinship can be the first cause* for hosts to show inhospitality. Why the Danes
marginalize Grendel? Differences in some aspects could be the answer to this question.
Grendel’s appearance is obviously different from that of the Danes and the Geats. Grendel’s
habitat is significantly unlike where both tribes live. Both tribes cannot understand
Grendel’s conduct. Apart from these apparent, innate differences, the hatred accumulated in
history has contributed to an even more irreconcilable estrangement. Cursed as the
descendant of the Biblical Cain, Grendel does not belong to any systems of the kinship of
Danes or Geats. According to Genesis 4, Cain was cursed because he killed his brother,
Abel. Ruth Waterhouse notes in Monster Theory: Reading Culture edited by Jeffrey Jerome
Cohen that Beowulf includes a palimpsest of Grendel, in that in 1073, Scribe A originally
wrote that Grendel was proscribed “in chames cynne [because of Ham’s kin].” The
manuscript was altered from “chames” to “caines” (“because of Cain’s kin”) (26). This
further asserts that Grendel was a descendent of the Cain.

Adam made love to his wife Eve, and she became pregnant and gave birth to Cain. She
said, “With the help of the LORD I have brought forth a man.” Later she gave birth to his
brother Abel. Abel kept flocks, and Cain worked the soil. [...] Cain brought some of the
fruits of the soil as an offering to the LORD. And Abel also brought an offering—fat
portions from some of the firstborn of his flock. The LORD looked with favor on Abel and
his offering, but on Cain and his offering, he did not look with favor. As a result, Cain was
very angry, and his face was downcast. (Genesis 4: 1-5) While Cain and Abel were in the
field, Cain killed his brother Abel. As a result, Cain was driven from the ground and then
lived in the land of Nod, east of Eden under the lord’s curse (Genesis 4:11, 16). Though
Abel was the second son of Adam and Eve (Genesis 4:2), in Genesis 4 of the Amplified
Bible, Eve said that she gave a birth to Abel with the help of the Lord.> This story contains

4 According to Britannica, in philosophy, “the world that man observes with his senses must have been
brought into being by God as the first cause.”

5 Now the man, Adam, knew Eve as his wife, and she conceived and gave birth to Cain, and she said, “I have
obtained a man (baby boy, son) with the help of the LORD.” And [later] she gave birth to his brother Abel.
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a hint ‘kinship’ because Abel is the son of the lord and Eve. In terms of kinship, the lord
innately favors his son and shuns Cain, who is the son of Adam and Eve. In Beowulf,
Grendel is described as “the wretched creature” that owns “the land of marsh-monsters” and
dwells in darkness (Slade 105, 103-104, 87). The history of Grendel’s ancestor, Cain, who
was condemned and exiled for killing his younger brother, Abel, is mentioned in Beowulf
(Slade 106-108). Like his ancestor, who was driven far away from mankind, Grendel is
isolated from the joyful Danes. Kinship is the most primitive reason that drives the Danes
and Hrothgar to shun Grendel by showing him inhospitality, not sharing anything with him.
No consanguinity may not be the sole reason that the host considers to show
inhospitality. Hrothgar and Beowulf have no consanguinity. To rely on Beowulf’s help,
Hrothgar build comitatus with Beowulf. In Anglo-Saxon legends, comitatus refers to the
relationship between the lord and his thanes and it represents honor, respect, and friendship.
Thanes can sacrifice their lives for the lord, the ring-giver, who rewards their heroic acts.
Nancy Susan Nelson explains comitatus ideal that “The roles of the women, as well as those
of the men, reflect the values of the complex comitatus and its failings as a political system”
in her dissertation (52). Hrothgar’s daughter, Freawaru, serves as a peace-weaver at
banquets (Nelson 68). As a peace-weaver showing hospitality, “Hrothgar’s daughter
distributed / ale to older ranks / in order on the benches” (Heaney 2020-21). After Beowulf
slaughters Grendel, the Danes celebrate Grendel’s death at Heorot. The “stewards did the
rounds / with wine in splendid jugs, and Wealhtheow came to sit / between two good men, /
uncle and nephew, each of whom / still trusted the other” (Heaney 1160-64). The Scylding
queen, Wealhtheow, heartens the Geatish warriors by reminding her lord to raise his goblet
to entertain these invited guests. Hrothgar’s queen, Wealhtheow, fulfills her duty of urging
her lord and guests to drink to forge a cohesive alliance between these two tribes.
Paradoxically, the name of the Danish queen, Wealhtheow, in Beowulf, means “foreign slave”
(Fell 66). Moreover, Freawaru is composed of two words—Frea and Waru, meaning a war
resolver. The hostess, Wealhtheow, is a marginalized outsider in her name. Her daughter,
Freawaru, is a political chip, sacrificing herself in the political marriage while her husband
has a blood feud with her tribe. She is like gold or other forms of treasures, which can be
exchanged for peace. Peter Baker notes that Beowulf is sufficient evidence that early
medieval kings and their subjects were well aware of the difficulties for peace marriage and
“it was thought sufficient that political marriage, like other peacemaking techniques
(hostage-giving, oath-taking, god-parenting, payment of compensation and tribute) should
work for a while” (166). Hrothgar gives Beowulf treasures for Beowulf’s service to slay the
monster and then Danes obtain peace. In view of comitatus that involves two genders, the

boundary between hospitality and inhospitality becomes vague because both are strategies

Now Abel kept the flocks [of sheep and goats], but Cain cultivated the ground. The source of this citation
can be found at
https://www.biblegateway.com/passage/?search=Genesis%204&version=AMP;EXB.
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for gaining tribal interests. There is a political calculation beneath the superficial hospitality.
In terms of tribal interests, the ultimate outcome of hospitality and inhospitality is slaughter
or wars. In Beowulf, the difference between hospitality and inhospitality is the degree of
complexity. Hospitality is more complex than inhospitality because it needs more
arrangements such as feasts, banquets, giving gifts, giving treasures, giving women when
exchanging them for peace.

Inhospitality in Beowulf is shown not only on land but also under water. Margaret
Goldsmith mentions inhospitable land and sea presented by the Beowulf poet (138).
Albrecht Classen argues that “Representing the rural world as an inhospitable place for
living on account of those who live there can be seen in a text such as the Old English
Beowulf (ca.8th-10th century)” (1539). He notes that the inhospitable places on the readers’
minds might be the sea and its waves—*“the dwelling place of Grendel and his mother, and
the location of the dragon’s lair” (1539). While staying in Denmark, Beowulf hears of many
of the race of serpents, strange sea-dragon are exploring the lake (Slade 1425-26). As “the

2 e

son of Edgetheow” and “glorious kinsman of Half-Dane,” “the kinsman of Hygelac,”
Beowulf announces his eagerness for Grendel’s mother-slaying adventure (Slade 1473-75,
1528). He dives into the water “so many bizarre things / smelled in the deep, many
sea-beasts / with battle-tusks tore at his army-mail, / the horrors attacked” (Slade 1508-12).
The lake where Grendel’s mother dwells is the inhospitable water in which she is the
hostess while Beowulf is the uninvited visitor, seeking to slay the hostess. The dragon in the
second part of the epic finds “Hoard-joy” (Slade 2270) and seeks revenge by burning
houses in Geatland and leaving no one alive because “a man in pride: he bore to his
liege-lord / the gold-adorned cup, begged peace-truce / from his lord” (Slade 2313-14,
2281-83). According to Audrey L. Meaney’s findings, the “dragon’s lair is near water (lines
2242-3, 2411-12; however, many of the ‘Germanic’ dragons also lived near water; for
example in Beowulf lines 895-6 Sigemund loads into a boat the treasures he has won by
killing a dragon)” (60). Like the aged king of the Geats, Beowulf, the dragon is a hoard
keeper. Unlike Beowulf, who wins treasure for his glory and heroic deeds, the dragon seeks
happiness in collecting treasures. As a sea inhabitant, the dragon is more like the host at sea,
whereas Beowulf is like an uninvited visitor who must protect his tribe by fighting the host
at sea. Again, the tribal interests are the primary reason for showing inhospitality, as the sea

and the lake become an inhospitable place for the uninvited visitor.

Conclusion

This article explores the motivation behind hospitality and inhospitality in Beowulf
from the perspectives of theology, Derrida’s metaphysics of différance and Marcel Mauss’s

theory of gift giving. First, the findings denote that hospitality is more complex than
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inhospitality because of the necessity of exchanging hospitable arrangements for what the
host intends to obtain. Second, tribal interests are the sole and main reason for showing
either hospitality or inhospitality. Tribal or national interests are always superior to all
considerations because they naturally stem from sovereignty. The current article argues at
the beginning that without sovereignty, neither hospitality nor inhospitality exists. As hoard
keepers of their tribes, the lords calculate their tribal interests. Friendship, kinship, holding
banquets, giving gifts, marginalization are strategies for protecting or increasing tribal
interests. If no monsters attacked the Danes, Hrothgar would not entertain Beowulf on a
distinguished guest scale. Rather, he would treat Beowulf as a normal guest who is a
neighboring-country visitor crossing the Kattegat. The degree of hospitality is based on the
degree of mutual interests. The Danes need Beowulf to risk his life to lead them to fight
Grendel. On Beowulf’s side, he wins glory and treasures after victory. On the side of the
Danes, they win long-awaited peace. Hospitality is derived from mutual interests for both
sides.

In contrast to locals in Denmark, Beowulf, his warriors, Grendel, and Grendel’s mother
are foreigners. Like Beowulf, Grendel and his mother are foreign creatures in the eyes of
the Danes. Whether they receive hospitality or inhospitality depends on differences between
them. Unlike Beowulf, who is human, Grendel and his mother are monsters. Unlike
Beowulf, who is given kinship by Hrothgar, Grendel and his mother are marginalized
because they are the descendants of the Biblical Cain, who are condemned by the God.
Unlike Beowulf, who is the savior of the Danes, Grendel and his mother are attackers.
Unlike Beowulf, who is a prince of the Geats, Grendel and his mother are the descendants
of the punished and exiled Cain. Unlike Beowulf, who can homogenize himself to the
Danish society by accepting to be adopted by King Hrothgar, Grendel chooses to use
violence to attack the Danes. Unlike Beowulf, who can use the same or similar language to
communicate with the Danes, Grendel’s language is neither translated nor understood by the
Geats and the Danes. With all these differences, Grendel is doomed to be incompatible with
the Danes. In terms of female’s role as peace makers, providing hospitality at banquets or
sacrificing in political marriages, respectively represented by Freawaru, Wealhtheow, and
Hygd, by contrast, Grendel’s mother is never a peace maker; instead, she is a warrior. In
contrast to locals who live on land in Geatland, the dragon is a foreign non-human creature
that dwells near the sea. Unlike Beowulf, who keeps hoards for his tribe and his glory, the
dragon finds happiness in hoarding. Hospitality is more complicated than inhospitality. The
outsiders who are incompatible with the societies of the Geats and the Danes tend to show
inhospitality in an immediate and straightforward way while human societies may use a
variety of hospitable strategies or tactics to camouflage their real intention—tribal
interests—in Beowulf. When incompatibility occurs, inhospitality ensues, whereas

hospitality is likely to exist in homogenous societies.
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“I’ve Seen Suffering in the Darkness”: The Monster’s

Eye in The Secret of Kells
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Abstract

Released in 2009, The Secret of Kells is an animated film directed by Tomm Moore
and co-directed by Nora Twomey. Its vivid reconstruction of the origin of the Book of Kells
and artful combination of Irish history, Celtic insular art, and modern digital techniques
make it an Irish national cinema. However, the role of Crom Cruach, an intriguing pagan
god/monster, contests traditional conceptions of nationality and Christian selthood. His
entangled relationship with the Book of Kells highlights the fluidity of identity and the
multiple possibilities of border-crossing. The “Eye of Crom” is both an indispensable object
in completing the Christian manuscript and a haunting gaze overlapping with various
images in the film. Recalling the anxiety-triggering gaze in Jacques Lacan’s theoretical
framework, the eye image propels the protagonist to step beyond the border and
consequently hints at a more cosmopolitan interpretation of the Irish past. By scrutinizing
the (de-)construction of borders, the intertwined relationship between Christianity and
paganism, and the notions of suffering and rebirth underlying Crom Cruach’s eye and the
recurring gaze, this article aims to argue that the animated reproduction of the Book of Kells
suggests a hybrid identity that is unsettling, conflicting, and therefore more connectible to

the world of infinite complexity.

Keywords: Book of Kells, monster, Crom Cruach, gaze, border
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I. Introduction'

Tomm Moore and Nora Twomey’s award-winning animated film, The Secret of Kells
(2009), is a sparkling star in the filmdom.? By adopting a 2-dimensional artistic style, the
film leads the audience back to both the delicate world of the Book of Kells and “the era of
animation before computer-generated imagery” (Ryzik). The Secret of Kells reimagines the
origin of the Book of Kells, a highly artistic and ornamented manuscript believed to be
illuminated around 800 AD or earlier, a time when the invading Viking force threatened
Scotland and Ireland.® Written in Latin and composed of four gospels of the New
Testament,* the Book of Kells is well-known for its resplendent style, lavish decorations,
colorful images of plants and native animals, abstract Celtic spirals, and interlaced patterns.®
It was written three centuries after St. Patrick brought Christianity to Ireland and about two
centuries after monasticism flourished.® Despite the expansion of Christianity in the
seventh and eighth centuries, secular arts, stories, and vernacular literature in Ireland still
co-existed with the Irish church, and many pre-Christian histories, tales, genealogies, and
traditions survived in the records and teaching of ecclesiastical schools (State 31). The

flowering details of the Book of Kells, wherein Celtic, Germanic, and Mediterranean

! This article is a substantially revised and extended version of a manuscript presented at “Literature, Culture,
and History: An International Conference in Literary and Cultural Studies,” co-organized by National Taiwan
University and Yonsei University in 2019. I want to thank the anonymous reviewers for offering insightful
comments and constructive suggestions that helped me polish the work.

2 The Secret of Kells won Audience Award at the Annecy International Animated Film Festival (2009), Best
Irish Film at the Dublin International Film Festival (2009), Audience Award at the Edinburgh International
Film Festival (2009), Best Animated Film at the Boulder International Film Festival (2010), Best Animation at
the Irish Film and Television Awards (2010), etc. It was also nominated for Best Film at the Annecy
International Animated Film Festival (2009), Best Animated Film at the European Film Awards (2009), Best
Animated Feature at the Annie Awards (2010), Best Film at the Irish Film and Television Awards (2010), and
Best Animated Feature at the Academy Awards (2010). For more information, see “The Secret of Kells:
Awards,” IMDb.

3 The origin of the Book of Kells, including its date, place, and illuminators, has been debated and remains
inconclusive. It is generally believed that the book must have been completed after the monks of Iona took
refuge in Kells due to a series of devastating Viking raids in AD 806 and 807. But it could be dated earlier
according to some scholars, who think the book may have been written in lona (Simms 13). For further studies
on the historical background of the Book of Kells, see George Otto Simms’s Exploring the Book of Kells
(1988), Bernard Meehan’s The Book of Kells: An Illustrated Introduction to the Manuscript in Trinity College,
Dublin (1994), pp. 9-16, and Carol Farr’s The Book of Kells: Its Function and Audience (1997), pp. 15-28.

4 The four gospels in the Book of Kells are Matthew, Mark, Luke, and John.

5 For the discussions on the artistic style of the manuscript, see Blanche Cirker’s “Foreword” in The Book of
Kells: Selected Plates in Full Color (1982), Meehan’s The Book of Kells: An Illustrated Introduction to the
Manuscript in Trinity College, Dublin (1994), pp. 17-77, Ruth Megaw and Vincent Megaw’s Celtic Art from
Its Beginnings to the Book of Kells (2001), pp. 254 and 276, Dennis W. Harding’s The Archaeology of Celtic
Art (2007), pp. 252-58, and Fintan O’Toole’s A History of Ireland in 100 Objects (2013), p. 56.

® One of the most influential and worth-mentioning figures is St. Columba, also known as Colmcille or Colm
Cille, the founder of the monastery of Iona. He founded many monasteries and Christian societies in Ireland
and Scotland and sailed from Ireland to Iona in AD 563 (State 29-30; Simms 13-16). Two hundred years after
his death in 597, the “Columban” school of writing could still be seen in the works of later monks, including
the Book of Kells (Simms 15). The name of Colmcille is mentioned in the film when Brother Aidan introduces
Brendan, the young protagonist, to the crystal lens used in the production of images in the manuscript. Brother
Aidan calls the lens the “Eye of Colmcille” (The Secret 40:35-40:43).
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elements coincide (Megaw 254), attest to the juxtaposition of Christian faith and secular
culture. A beautiful compound of evangelistic tidings and insular, pagan arts, the Book of
Kells is considered one of the chief treasures of Ireland and a symbol of “Irish nationality”
(Meehan 17).

Using modern digital techniques to reproduce the visual beauty of the Book of Kells,
the film undoubtedly reveals “a national interest” (Burke). In an interview, Moore expresses
his fascination with Gaelic tradition, Celtic designs, and the beauty and history of the book,
and he hopes the film’s international visibility may encourage more people to make Irish
indie animation (qtd. in Ryzik). In effect, the animated film differentiates itself from “what
may be regarded as a diluted form of American artistic and cultural imperialism” (Wells 2)
and “makes one nostalgic for the more ornate designs of pre-Euro Irish currency” (Burke).

Regardless of the national and religious connotations it contains, The Secret of Kells
does not solely target a homogeneous audience. Maria O’Brien argues that while the film
shows interest in the narration of Irish nationality, its display of the protagonist’s reliance on
nature, rather than on his religion, for inspiration “undermines the purity of the origins of
the nation of Ireland” (36) and generates “a space for those that do not fit, to claim it as
theirs through allegiance with its inspiration” (37). This space for those outside the
particular interest group consequently ensures the film’s universal popularity.

The film draws public and academic interest through its richness in visual display and
its differences from the original work. Lynn Ramey comments that the Book of Kells in the
animated film is not a faithful representation of the medieval text, but “a simulacrum, a
distorted version of the original” (114).” This echoes A. O. Scott’s claim that “a gentle spirit
of syncretism” suffuses the film, and “the exact nature of the manuscript . . . is left vague.”
The Secret of Kells focuses not on the content of the manuscript but on the life of Brendan,
the young protagonist who will later become the master illuminator of the Book of Kells.?
The film’s display of images is intriguing, especially regarding the recurring “Eye of Crom.”
Ruth Megaw and Vincent Megaw mention that the intricate design of the Book of Kells is
“parely fully discernible without a magnifying glass—an aid perhaps provided in the
scriptoria by a natural crystal” (255). Interestingly, in the film, the “natural crystal” is not
taken from the forest, which would have been a reasonable choice if the film simply aims at
presenting a marriage between pagan elements and Catholic themes (O’Brien 34), but from

the den of Crom Cruach, a Celtic pagan god portrayed as a monster of darkness. Moreover,

" For further discussion of the relationship between cinema, media, image, and book in The Secret of Kells,
also see Richard Burt’s “Writing the Endings of Cinema: Saving Film Authorship in the Cinematic Paratexts
of Prospero’s Books, Taymor’s The Tempest and The Secret of Kells” in The Writer on Film: Screening
Literary Authorship (2013), pp. 178-92.

8 Scholars, however, argue that the Book of Kells must have been a collective work completed by more than
one author (Simms 7; Megaw 255; Harding 254-58). As Harding puts it, “numerous different hands were
involved as artists and scribes, especially if the work was disrupted by Viking raids and a retreat from Iona for
completion in the comparative refuge of Kells” (258). The film simplifies the issue of authorship probably to
present a more consistent and explicit story.
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the monster’s eye appears as an encircled sun, which echoes many other eye-like images in
The Secret of Kells.

Several questions arise from the film’s intriguing display of these images: What does
the recurring eye-like image mean throughout the story? What message does the pagan
monster’s participation in making the Book of Kells, the sacred gospel book of Christianity,
convey? And what kind of Christian-pagan relationship does the film depict? While critics
like O’Brien highlight the film’s departure from Irish-centeredness and its revelation of
hybridity, the critical role of Crom Cruach is so far underemphasized, if not untouched.

This paper explores the role and function of the recurring eye-like image and argues
that the film’s display of the uncanny eye corresponds to its contemporary concerns: the
fluidity of identity and the multiple layers of border-crossing. At the superficial level, the
film seems to present Crom Cruach as both a source material for the book’s production and
a marginal existence to be defeated and excluded from Christian civilization. Yet, the
integral role of the monster’s crystal eye in completing the Book of Kells marks the
confusing entanglement between Christianity and paganism. Looking into the eye of the
monster enables us to decipher the film’s choice of visual display and sense its restless
inquiries into how one negotiates with the turbulent environment in a world of increasing
complexity. By delving into the role of Crom Cruach and the uncanny eye-like image, this
paper argues that while the film “interrogate[s] ideas of the nation as fluid and hybrid”
(O’Brien 38), the hybridity is neither a harmonious mixture of pagan belief and Christian
tradition nor a simple return to the world of nature. Instead, the monster as a liminal being
keeps the audience aware of the conflicts and entangled histories underlying the process
through which different cultural, religious, or ethnic groups were integrated—either
willingly or reluctantly—into a single nation. In effect, The Secret of Kells suggests a more

cosmopolitan Irishness that can appeal to a multicultural world.

I1. The Monster at the Borderline

The Secret of Kells invites the audience to see how the Book of Kells is made
following the journey of the Christian protagonist Brendan. Although Brendan is the prime
mover of the plot, his movement and action are propelled by characters within or beyond
Christendom. The story is set in the city of Kells during Viking invasions. Brendan’s uncle
Cellach, the abbot of Kells, is fascinated by the idea of building a wall to protect citizens,
save civilization, and prove the power of Christianity over paganism. One day, Brother
Aidan, a monk and a manuscript illuminator entrusted by his brothers to protect the
uncompleted Book of Iona, comes to Kells to take refuge after the destruction of the
monastery of Iona. To learn the skills of painting, Brendan, for the first time, disobeys

Cellach’s command, steps beyond the wall of Kells, and enters the forest. With the help of
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Aisling, a fairy capable of transforming herself into a wolf, Brendan successfully
obtains the ingredient to make ink for the manuscript. Yet, Brother Aidan tells Brendan that
the painting cannot be completed without a crystal lens, the “Eye of Colmcille,” which was
trampled by the Vikings when he escaped from Iona. Upon knowing that the “Eye of
Colmcille” was originally made from the eye of Crom Cruach, a pagan monster in the forest,
Brendan again enters the forest, defeats Crom Cruach, and takes his eye. The manuscript
illumination thus begins, but before its completion comes the Viking raid, during which
Cellach is terribly injured. Unable to help his uncle, Brendan escapes with Brother Aidan
and becomes a preacher years later, sending hope to Irish inhabitants by showing them the
completed Book of Kells, a symbol of light and hope.® In the end, Brendan returns to Kells
and reunites with his uncle, who, dwelling in despair for years due to his belief that Brendan
was killed in the Viking invasion, can finally step out of the sphere of darkness upon seeing
his nephew and the splendid work.

Border-crossing is a crucial motif that takes the audience through the film’s storyline.
Brendan’s physical movement from the city to the forest signifies the first layer. It hints at
the possibility of bridging the gap between citizens within the wall of Kells and the external
space representing “freedom, the full spectrum of nature, and connection to an otherness
beyond” (Spartz 185). The film itself points to a broader sense of border-crossing by
drawing together the collective memory of Ireland and a universal feeling of suffering and
salvation. As O’Brien’s post-colonial reading suggests, Ireland and animation “come
together in The Secret of Kells to interrogate ideas of the nation and Irishness within a world
context” (34). The film’s portrayal of nation and identity corresponds to Homi K. Bhabha’s
explanation of ambivalence, which “emerges from a growing awareness that . . . the cultural
temporality of the nation inscribes a much more transitional social reality” (1). This
“transitional social reality” enables us to see beyond the tradition of a specific group of
people, acknowledge the shared values of humanities, and detect the underlying
complexities of a cultural product.

Crom Cruach and the “Eye of Crom” answer to the idea of border-crossing in different
stages of the story. Equating the “Eye of Colmcille” with the “Eye of Crom” is an eccentric
choice, which makes Crom Cruach’s role intriguing even before he first appears in the film.
This choice suggests a subtler border-crossing because it associates the origin of the
Christian work with pre-Christian paganism and therefore makes the Irish past and the Irish
treasure ambiguous—a concept corresponding to Bhabha’s discussion. Given that Aisling
represents the friendly ally from the world of nature and the fearsome Vikings the main

antagonists, the function of Crom Cruach is elusive at first glance.

® However, scholars have pointed out that the manuscript of the Book of Kells is actually unfinished (Meehan
24; McCaffrey and Eaton 195).
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To explore how the pagan monster’s presence and participation in the making of the
manuscript reshape the understanding of Christianity, Christian subjects, and subsequently
the national identity of Ireland, this paper reads the intriguing role of Crom Cruach in the
light of Jeffrey Jerome Cohen’s monster study. Cohen refers to monsters as “disturbing
hybrids” that resist categorization (“Monster Culture” 6) and “polic[e] the borders of the
possible” (“Monster Culture” 12). Monsters destabilize borders. The word “border” carries
various meanings. It may refer to a demarcation line that divides two categories, groups, or
parties; it can also mean a borderland or a frontier where “negotiations take place, identities
are reshaped and personhoods invented” (Naum 107).1° Crom Cruach’s ambiguous
presence answers to the latter definition. Not only a symbol of pre-Christian nature but also
a monster whose very existence is “a rebuke to boundary and enclosure” (Cohen, “Monster
Culture” 7), Crom Cruach complicates the Book of Kells and opens up new interpretive
possibilities by participating in the process of illuminating the manuscript.

An unsettling border existence, Crom Cruach occupies the position of exteriority, a
term Walter D. Mignolo uses to shed light on “the outside that is needed by the inside”
(“The Many Faces” 724).1' Although the term seemingly bears the meaning of the
“external,” it is, in fact, “the borderland seen from the perspective of those ‘to be included’”
(Mignolo, “The Many Faces” 724).1? In the film, Crom Cruach, a pagan god marginalized
during the process of Irish Christianization, hybridizes the nature of the Book of Kells by
occupying a central position in the book’s illumination. A hybrid creature lingering at the
established border, Crom Cruach is thus an icon crucial to the renegotiation of identity and
the re-formation of subjectivity. The potentiality of the monster lies in its ability to “ask us
how we perceive the world, and how we have misrepresented what we have attempted to
place” (Cohen, “Monster Culture” 20).

Interestingly, Crom Cruach interferes in the manuscript illumination and makes
Brendan anxious not through his existence per se but through his intriguing eye, which
echoes many other eye-like images to the extent that it becomes an almost omnipresent gaze.
Jacques Lacan’s theory of the gaze as objet petit a, though in a very different context, offers

important insight into deciphering the film’s representation of the gaze, which is related to

10 See Magdalena Naum’s discussion on the concepts of “borderland” and “frontier,” which are understood as
synonymous terms in her paper, “Re-emerging Frontiers: Postcolonial Theory and Historical Archaeology of
the Borderlands.” For the elaboration of the frontier and its significance in medieval studies, see also Nora
Berend’s “Medievalists and the Notion of the Frontier,” in which the frontier is considered “a contact zone,
where an interchange of cultures was constantly taking place” (57).

11 Mignolo reiterates the same concept in his later works, including his monograph, The Darker Side of
Western Modernity: Global Futures, Decolonial Options (2011), and his journal article, “Geopolitics of
Sensing and Knowing: On (De)coloniality, Border Thinking and Epistemic Disobedience” (2011).

12 Mignolo’s idea echoes “extimité,” a Lacanian concept meaning “external intimacy” or “intimate alterity,”
which is appropriated by Cohen in his discussion of monsters (Of Giants xii). Although these two terms are
formulated under different theoretical frameworks, they both speak to the border existence functioning as the
limit of the inside and capable of dissolving the stability of identity. For the discussion on how monsters
expose the extimité, see Cohen’s Of Giants: Sex, Monsters, and the Middle Ages (1999), pp. xii-xiii; 4-5.
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but cannot be simply equated with Crom Cruach’s eye. In his discussion of the gaze, Lacan
distinguishes “the function of the eye and that of the gaze” (The Seminar 74).2* He writes,
In our relation to things, in so far as this relation is constituted by the way of
vision, and ordered in the figures of representation, something slips, passes, is
transmitted, from stage to stage, and is always to some degree eluded in it—that is
what we call the gaze. (The Seminar 73)
Unlike an identifiable eye, the gaze is always elusive, marking the subject’s unsettling
position in relation to and in the field of the Other (The Seminar 84).} 1t is the cause of
desire, the given-to-be-seen, and the recall of the lack (Quinet 139-40). On the one hand, it
appears as what “the subject tries to adapt himself to”’; on the other hand, it is “specified as
unapprehensible” (Lacan, The Seminar 83). Its presence arouses the subject’s anxiety about
being gazed at. It generates a feeling of lack and, in effect, cancels the subject’s subjectivity.

Crom Cruach’s eye does appear as a real, physical eye in The Secret of Kells, but in the
meanwhile, the film presents a haunting gaze which, though mimicking the sun-like figure
of the “Eye of Crom,” calls upon myriad spirits of the pre-Christian nature. The recurring
image becomes an uncanny gaze that triggers the Christian subject’s desire to know and
arouses his anxiety in the field of the Other. Consequently, it propels the reinterpretation of
the Book of Kells and reshapes the Christian subject’s relationship with the world. Seeing
through the literal border, that is, the wall of Kells, and re-viewing the world through the
eye of the border existence, namely the pagan monster Crom Cruach, Brendan eventually
obtains a more comprehensive insight into the difficult relationship between his own culture
and that of others. The subject negotiated through the elusive eye/gaze can never acquire a
stable identity in traditional thinking of the nation-state.

The analysis in the following is divided into two parts. The first part examines the
image of walls, the intriguing overlap of various “eyes,” and the entangled relationship
between pagan nature and Christianity to scrutinize how the concept of border is gradually
shattered. The second part then investigates the unyielding force of paganism within the
discoursive authority of Christianity to explain how the (re-)viewing of the pagan monster
leads to the reconsideration of Christian and Irish identity. By deciphering Crom Cruach’s
conspicuous existence and the voiceless but recurring eye/gaze, this paper offers its
interpretation of the idea of suffering and suggests the pagan monster’s potential rebirth in

and via the Christian work.

13 Lacan’s discussion about the gaze is elaborated comprehensively in The Seminar of Jacques Lacan: The
Four Fundamental Concepts of Psychoanalysis (1978), chapters 6 to 9, which are organized into a section
entitled “Of the Gaze as Objet Petit a.”

14 In this article, the capitalized big Other refers to the absolute otherness in the context of psychoanalysis: the
subject learns to articulate his/her desire, feels the lack, and is driven by objet petit a, which may appear as the
gaze, in the field of the Other. By contrast, the lowercase other or others articulate the cultural or religious
others in the discussion of the relationship between the (Christian) self and the (pagan) other.
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III. The Deconstruction of Borders

Wall and border images are prominent in The Secret of Kells. Soon after Aisling’s
monologue in the first few seconds of the film come the monks and people living within the
wall of Kells. The interpretation of the wall can be multifaceted. It first points to a material
wall separating the people of Kells from external threats, particularly the power of paganism
associated with the mysterious forest surrounding the city of Kells and the savage, ferocious
Viking pirates constantly invading and destroying Christian monasteries. In addition, the
wall image also implies an ideological border that fortifies the self-other boundary and
separates Christian civilization from the outside world.

Suggesting both a physical boundary and an ideological distinction, the wall echoes the
characterization of Cellach, a tall and rigid abbot who shadows the young protagonist and
his companions and hinders them from seeing further whenever he appears. Cellach firmly
believes that constructing the fortress-like wall can help Christian people withstand external
dangers, preserve their culture, and prove the power of their faith. In response to Brendan’s
reserved attitude toward the construction of the wall, Cellach asserts that “Pagans, Crom
worshipers . . . It is with the strength of our walls that they will come to trust the strength of
our faith” (The Secret 14:10-14:21). With his own room being a space of artificiality,
calculation, and administration, the abbot signifies the consolidation of borders. James T.
Spartz observes that he is “steadfast in the center of his own creation—the monastic fortress
of Kells—seeking command and control of the external world rather than growing and
changing with it” (186). Characterized as the “watchful eye” of authority (Ramey 114),
Cellach restlessly supervises the construction of the wall and reminds citizens of their
responsibilities.

While Cellach highlights the ability of border to “divide, delineate and control” (Naum
102), Brendan transforms the meaning of border from a line of distinction to a zone of
contact and collision. This transformation is manifested not only through Brendan’s action
of border-crossing but through the overlap of different eyes, including Aisling’s and
Brendan’s eyes and the intriguing eye of Crom Cruach in later scenes. The film begins with
a scene of the cosmos, with a sun-like figure in the foreground. When the image zooms out,
the micro-universe is coupled with the eyes of Aisling, whose words constitute the first
sentence in the film: “I have lived through many ages, through the eyes of salmon, deer, and
wolf” (The Secret 01:09-01:23). This sentence reminds the audience of the flow of time, the
creations on earth, and the constant transformation and becoming. The voice is Aisling’s,
but the speaker can be identified both as the fairy girl Brendan encounters and as nature
itself, which existed before Christianity. The sun figure in the eyes of Aisling corresponds to
the literal sun in the film, thereby revealing the bond between Aisling and pre-Christian

nature. The bright world Aisling sees differs significantly from Cellach’s dark sphere, and
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Brendan, who yearningly marvels at the fantastic forest where Aisling dwells, is hence
“distinct from his controlling uncle, striving to exist in touch with the wider world, led by
the call of spirit and open to change yet willing to do battle in exploration of the unknown”
(Spartz 186-87). After an accidental fall and the discovery of a cleft under the wall, Brendan
sees through the border and enters the world of nature.

Brendan’s attempt to touch the Book of Iona placed on Brother Aidan’s desk marks the
critical moment when Brendan’s eyes overlap with the recurring eyes of pagan nature, of
Aisling, and subsequently of Crom Cruach. When he touches the book, an eye-like halo
emerges and startles him. This eye-like image indicates two things. First, it associates the
Book of Kells with pagan inspirations, showing Christianity’s intimacy with and its roots in
the natural world. In this sense, the eye emerging from the manuscript may point to the eyes
of Aisling and the spirit of nature, as the need for the ingredients of colorful inks would lead
Brendan to the forest and give him a chance to see the world Aisling perceives. Insular
elements are transformed into Brendan’s paintings, appearing in the manuscript of the Book
of Kells as circular images of trees, leaves, flowers, native animals, and insects.

Apart from this, the eye Brendan perceives intriguingly overlaps with Crom Cruach’s
eye. Although the lens, an object needed to complete the Christian work, is named the “Eye
of Colmcille” after the Christian saint, the film discloses that it is actually the eye of “Crom,”
a pagan monster in the depth of the forest (7he Secret 41:55-42:26). The sun image on the
lens mirrors the image carved on the pillars in front of Crom Cruach’s cave and the eye
image that startles Brendan and makes him feel like he is being gazed at. The recurrence of
the eye image makes the eye an uncanny Lacanian gaze which is “always present in
manifestations of anxiety” (Quinet 144). It triggers confusion and forces the viewer to
wonder why the Christian gospel would be associated with the pagan monster and how the
Book of Kells should be comprehended if its completion is facilitated by the lens made of
the pagan monster’s eye.

With various eye-like images echoing its existence, the “Eye of Crom” ceases to be an
eye and becomes a gaze because the viewing subject is unidentifiable; it is not that Crom
Cruach keeps gazing at Brendan, but that Brendan constantly feels being gazed at. Lacan
explains that the gaze “surprises him [the subject] in the function of voyeur, disturbs him,
overwhelms him,” but it also sustains him “in a function of desire” (The Seminar 84-85).
The gaze Brendan feels is powerful and, to some extent, monstrous and terrifying, but this is
not because it belongs to Crom Cruach the pagan monster. Lacan’s concept implies that the
gaze belongs to no one, not any subject per se. In The Secret of Kells, the eye-like image
functions as a pre-existing gaze because it surprises and disturbs Brendan the Christian
subject and locates him in the field of the Other, which alludes to the inassimilable
non-Christian world in the film’s narrative context. Constantly feeling the gaze’s presence,

Brendan is driven to respond to the very existence whose true identity he does not know. He
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is, therefore, a subject of lack, a subject whose subjectivity depends on the command of the
Other.

The overlap of various eye images, a collection including the monster’s eye, implies
that the film does not merely spotlight the connection between Christianity and the bright,
lively nature—otherwise Aisling’s eyes would be sufficient enough to convey the message.
By drawing together Brendan’s eyes, Crom Cruach’s eyes, and the eyes associated with
pagan nature yet unidentifiable in effect, the film proposes reconsidering Irish national
identity and incorporating what is previously regarded as unfavorable.

The idea of nature is neutral, but that of paganism is not. The film’s portrayal of
Aisling, the innocent and kindhearted fairy of the forest, may bespeak the harmonious
assimilation of pagan nature into Christianity—pagan nature here being a neutral phrase
referring to the non-Christian domain that, although separated by the wall of Kells, could be
readily accepted, embraced, and included by Christian civilization without apparent
resistance. Yet, Aisling’s interaction with Brendan presents a Christian-pagan relationship so
harmonious that it risks undermining the suffering of pagan culture and sacrificing pagan
tradition for the advocacy of Christian values. In the film’s prologue, Aisling says, “I’ve
seen suffering in the darkness. Yet I have seen beauty thrive in the most fragile of places. I
have seen the book, the book that turned darkness into light” (The Secret 01:40-02:09).
When Brendan starts practicing drawing, she also looks curiously at Brendan’s work. Her
amicability to, and even alliance with, the Christian world makes the nature she represents a
place waiting to be assimilated and bridged. Hence, even though the contact with Aisling
and her forest marks a crucial moment of Brendan’s border-crossing, the readiness of the
pagan nature represented by Aisling simultaneously undermines the impact of Brendan’s
movement.

Crom Cruach, by contrast, stands for the part of pagan tradition more unacceptable
from the Christian perspective. Crom Cruach, also known as Crom, Cromm Cruaich, Cenn
Cruach, or Crom Dubh in old Irish, was a pre-Christian Irish god often associated with
growth and fertility (Bonwick 121; MacCulloch 79; Smyth 40) and was even referred to as
“the head of all gods” (Bonwick 121).1® James Bonwick considers Crom Cruach the sun
god because ‘“his image was surrounded by the fixed representations of twelve lesser
divinities” and that “the one surrounded with the twelve would readily suggest the Sun and
the twelve Signs of the Zodiac” (121).2® Yet, this pagan god ceased to help men after St.
Patrick ended his worship and his worshipers deserted him for the Christian faith
(MacCulloch 80). The film’s portrayal of the “Eye of Crom,” which is depicted as a sun

15 For further information about Crom Cruach, see also Daragh Smyth’s 4 Guide to Irish Mythology (1996),
Seamus MacGabhann’s “Landmarks of the People: Meath and Cavan Places Prominent in Lughnasa
Mythology and Folklore” (2000), and Carmel McCaffrey and Leo Eaton’s In Search of Ancient Ireland: The
Origins of the Irish from Neolithic Times to the Coming of the English (2002).

16 See also Smyth, p. 40.
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enclosed within two circles, reiterates Crom Cruach’s association with the sun. Crom
Cruach’s being the symbol of fertility and brightness in old Irish folklore explains why
Aisling’s eyes, the sun figure, and the forest’s central space all resemble the “Eye of Crom.”
A deity symbolizing goodness and brightness in ancient times, Crom Cruach, however,
appears as a serpentine monster in the forest that even Aisling, a fairy of the pagan world, is
afraid of. While Aisling belongs to the part of the pagan culture that might be assimilated,
Crom Cruach is characterized as a figure too threatening to be involved.

Despite his horrifying appearance and his noticeable differences from Aisling, a
friendly fairy standing by the side of the Christian protagonist, Crom Cruach is in fact an
ambiguous existence rather than an absolute enemy of Christianity, and his unsettling role is
further accentuated by the film’s portrayal of the Viking raiders. Compared to Crom Cruach,
the Vikings are bloodthirsty antagonists, physically menacing and spiritually unresponsive.
The film depicts them as gigantic killing machines. They always appear as black figures
against red backgrounds, signifying warfare, destruction, devastation, and death. Crom
Cruach, on the other hand, does not match the simple classification of anti-Christian others.
This results from his entangled relationship with the Book of Kells and how he is portrayed
and described. Aisling calls Crom Cruach’s cave “a place of suffering” instead of a place of
death or destruction (The Secret 30:23-30:26), thereby rendering the pagan deity an
ambiguous threshold being refusing categorization.

The film does not specify whose and what kind of suffering that would be, but O.
Davies and D. Lowry-Corry’s discussion on the Killinagh Church, a place believed to be the
original location of Crom Cruach, offers some clues. Davies and Lowry-Corry explain,

In all parts of Europe survivals of paganism are found in Christian worship,
temples converted into churches, pagan statues into statues of saints, pagan
festivals inserted into the Christian calendar. Nowhere is this process more
obvious than in Ireland. . . . The early Christian did not believe in the
non-existence of pagan divinities or demons; on the contrary, these were often
powerful, and had either to be exorcised or constrained to Christian service. In the
case of the Killinagh stones it seems that the magic power of a pagan deity had
been tamed and christianised to prevent it being lost or misused. (101)*’
Their explanation suggests an interpretation of the term “suffering” as the suffering of Crom
Cruach, rather than of Aisling, Christian believers, or any other subjects in the story; more
specifically, it indicates the suffering of the pagan tradition “exorcised or constrained to
Christian service.” Pagan religion and culture were not completely wiped out during the

process of Christianization, but they were preserved in ways that distorted them from their

17 Smyth, on the other hand, associates the stone idol of Crom with the Killycluggin Stone and mentions that
it was once surrounded by twelve silver stone idols (40).
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original forms and meanings. Pagan deities underwent the process of domestication, during
which conflicts, struggles, and subsequent “sufferings” might be involved.

Crom Cruach’s suffering makes interpreting the Book of Kells as a mixture of
paganism and Christianity a naive reading, for the word “mixture” downplays the
unwillingness during the process. While partly agreeing with O’Brien’s statement that “the
film subverts its [the Book of Kells’s] religious origins by marrying pagan elements with
more expected Catholic themes” (34), this paper contends that the film complicates the
issue by forcing its viewers to reconsider Crom Cruach’s role in the making of the
manuscript. An outside created during the formation of the inside, or an “exteriority” in
Mignolo’s phrasing, Crom Cruach visualizes the frontier where the histories, cultures, and
traditions of Christianity and paganism collide and intertwine.

The role played by the “Eye of Crom” in Brendan’s painting is thought-provoking by
virtue of its ability to mirror the pagan god’s multifaceted relationship with the Christian
world. The eye image emerges when Brendan first touches the book; after Brendan begins
his practice of painting, he sees the eye again in his dream and upon his awakening. In his
dream, the eye is displayed as both a swirling vortex threatening to swallow him and a
radiating star overhanging his head; it represents the source of anxiety and the inspiration
for art. These various encounters with the uncanny image all happen before Brother Aidan
informs Brendan that Crom Cruach’s eye is the crystal lens necessary for producing the
manuscript. The order of the plot implies Crom Cruach’s association with Christianity and
the Christian work even before his function is specified. The pagan god/monster is,
therefore, capable of generating the “anxious possibility” termed by Cohen (“The Promise”
449), who states that “[t]he effects of the monster are undeniable: a spur to self-protection;
an insistent impulsion to narrative; a catalyst to fear, to desire, and to art” (“The Promise”
454).

IV. Paganism within the Framework of Christianity

Crom Cruach’s role in illuminating the Book of Kells paradoxically marks the pagan
participation in the production of a Christian framework within which the repressed pagan
voice can only surface in the discourse of Christianity. If leaving the city of Kells and
entering the forest where Aisling dwells signifies the first layer of Brendan’s
border-crossing, then defeating Crom Cruach and acquiring his eye represents the second
layer, subtler but more radical in its alternation of the significance of the Christian
manuscript.

The concept of border-crossing is clearly shown in the scene in which Brendan escapes
from his room and steps into Crom Cruach’s den to win his eye. Upon realizing that
Brendan keeps concentrating on the book’s production and fails to fulfill his duty, namely

building the wall, Cellach separates him from Brother Aidan and imprisons him. At night,
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Aisling sets Brendan free by transforming Brother Aidan’s cat Pangur Ban into a spirit
capable of sliding into Cellach’s bedroom and stealing the key. In the meanwhile, Aisling
sings to Pangur Ban in a combination of English and Irish: “You must go where I cannot, /
Pangur Ban Pangur Ban / There is nothing in this life but mist, / And we will only be alive, /
for a short while” (The Secret 46:35-48:00).'% Representing the naive nature, Aisling
bespeaks her inability to go beyond; nonetheless, her song indicates others’ potential for
reaching “where she cannot.”

On the one hand, Aisling’s song foretells the movement of Brendan, who steps beyond
the wall of Kells, enters the place of the unknown, and brings back the monster’s crystal eye,
which enables him and, subsequently, the Christian people, to perceive the world from the
perspective of the pagan other. On the other hand, the song points to the potential of Crom
Cruach, who, even though defeated by Christianity, enables the Irish pagan culture to
surface and revive by functioning as a lens in the process of artistic creation.

Crom Cruach’s potential to preserve the trace of the Irish pagan tradition subtly echoes
the motif of “revival” in Aisling’s song. Moore addresses this theme by referring to “the
Celtic revival poems,” which, he explains, “are called aisling poems—because ‘aisling’
means dream or vision in Gaelic” (qtd. in Puchko). In fact, Aisling, who has sacrificed
herself for Brendan when they try to enter Crom Cruach’s den, does reappear in later scenes.
Her return reflects the message of revival in the aisling poems and invites the audience to
think twice over Crom Cruach’s “death.”

The connotation of revival in Aisling’s song is more clearly illustrated in the battle
scene. With Aisling’s help and sacrifice, Brendan finally enters Crom Cruach’s cave, where
he perceives Crom Cruach’s transparent and gigantic serpentine body flowing in darkness.
Reminiscent of the typical incarnation of evil in the Christian tradition, namely the serpent
who tempts Eve into eating the fruit of knowledge and results in the fall of humankind, the
portrayal of Crom Cruach can easily incur a negative feeling in the audience’s mind.
Bravely confronting the monster, whom Moore refers to as the symbol of “Brendan’s fears”
(qtd. in Solomon), Brendan traps Crom Cruach within a painted boundary with his pen and
pulls out his eye. The monster, blinded and unable to locate his enemy, therefore
accidentally devours his own tail, resulting in self-destruction. At the superficial level, this
episode envisions the scene of Christian victory over paganism. As a monk and a scribe of
the valuable Christian gospel, Brendan outwits Crom Cruach, encloses him within Christian
power, and eventually puts him (his eye) into Christian service. Brendan’s victory parallels
that of St. Patrick, who defeated Crom Cruach and ended his worship more than three

centuries before Brendan’s time.!® Moore admits that he takes inspiration from the story

18 The translation is taken from “Aisling Song,” The Secret of Kells Wiki.

19 McCaffrey and Eaton note that “in 432 Patrick arrived back in Ireland to convert the people to Christianity”
(102). While their comments on the tolerant attitude of St. Patrick, who “did not try to stamp out the earlier
rituals but rather cleverly blended them with Christian theology” (102), seemingly contradict Davies and
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about “St. Patrick defeating Crom” (qtd. in Solomon). Yet, his following words make the
meaning of the battle scene ambiguous. Moore adds, “Prior to St. Patrick, Crom was
defeated by the sun god, Lugh. So, in the pagan myth and the Christian parallel, we had the
theme of turning darkness into light, as in the line from the poem” (qtd. in Solomon).
Seemingly leading to a binary opposition between good and evil, light and darkness, the
relationship between Crom and Lugh in Irish folklore is, in fact, intricate, and this intricacy
sheds a different light on Crom’s supposed death and gives the battle scene a second level of
meaning.

The tale about Crom Cruach has multiple versions. Bonwick identifies him as the sun
god in pre-Christian Irish mythology. Daragh Smyth, on the other hand, explains that Crom
Cruach was a corn god whose festival, known as Domhnach Chroim Duibh, “is held in
many places throughout Ireland on the last Sunday in July or the first Sunday in August” to
celebrate his overthrow by St. Patrick (40). In a later section of his book, Smyth mentions
another pre-Christian Irish god called Lug, a harvest god whose festival, known as Lugnasa,
is held within the same period as that of Crom Cruach (104). Lug was also related to the
image of the sun, and his festival was regarded as “the sun god’s day” (Smyth 105). Carmel
McCaffrey and Leo Eaton refer to the same god as Lugh and his festival Lunasa, noting that
he is “both the protector of the harvest and the provider of a good time” (84). While Smyth,
McCaffrey, and Eaton do not associate Crom Cruach with Lug/Lugh despite their many
similarities, Seamus MacGabhann draws the connection by explaining that “Domhnach
Chrom Dubh” or “Crom Dubh Sunday” is just one of the dozens of names of the festival of
Lughnasa in Irish-speaking areas (220). He further illustrates how Irish folklore changes
with the process of Ireland’s Christianization: “the role of Lugh . . . is given to St. Patrick,
and Balor [the older sun god and fertility god slain by Lugh] . . . is domesticated in the
folklore as Crom Dubh, the pagan whose power in the land is overthrown by the saint”
(221). These studies reveal that Crom Cruach not only functions as a hallmark of Christian
victory over paganism but is a complicated figure whose existence is closely intertwined
with other pagan gods in Irish tradition. His name sometimes replaces the name of Lugh,
even if Lugh defeats him in some versions of the Irish folklore. Rather than fixing Crom
Cruach on the position of evil, darkness, failure, or death, the changing folklore testifies to
the capacity of the pagan sun god to survive and thrive, in the name of Crom Cruach or
other names. The Secret of Kells also reflects the intricate relationship between the darkness
Crom Cruach seemingly represents and the notion of light. While exiled and living in a

deserted, dark space on the margin of civilization, Crom Cruach has crystal eyes that mirror

Lowry-Corry’s account that many pagan divinities were “exorcised or constrained to Christian service” during
Irish Christianization (101), these descriptions are not contradictory. Even if St. Patrick himself was willing to
bring together pagan tradition and Christianity and only artfully guided the pagan Irish to his religion, it would
be unlikely that Christianity at large was tolerant of paganism or that paganism did not suffer during the
process of Christianization.
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the sun’s image, and the pillars in front of his den are also carved with sun totems. Both of
these depictions point to the entanglement of light and darkness, which continuously
counteracts and generates each other.

Foregrounding Brendan’s victory, the film indeed subtly reveals Crom Cruach’s
struggle against Christian control and his subsequent rebirth in arts. Although Crom
Cruach’s look implies his subjection to the Christian discourse, his serpentine appearance
also resembles the ribbon patterns, interlaces, and snake ornaments in the Book of Kells, the
decorations of which strikingly parallel the jewelry and metalwork of pagan traditions
(Meehan 17-20). Moreover, the image of a serpent eating its own tail recalls the icon of
Ouroboros, a pagan symbol of life, infinity, and eternity. Deriving from the Greek word
ovpofopog, meaning “tail-devourer” or “tail-eater,” the Ouroboros has been found in many
ancient cultures. According to Carlos Eire, the Ouroboros is typically delineated as “a
serpent or dragon devouring its own tail and forming a circle,” and it is often interpreted as
“a symbol of eternity and infinity, especially of a cyclical nature: creation out of destruction,
life out of death, eternal renewal and destruction” (29). Associated with the sun, agriculture,
and fertility in the Celtic folklore but used as a symbol of darkness in the film, Crom Cruach
manifests the entanglement of life and death, creation and destruction, and is, therefore, an
intricate icon pointing to the “infinity” and “cyclical nature” of the Ouroboros.

The double role of Crom Cruach as an incarnation of evil and darkness in the Christian
discourse and a symbol of the sun in the pagan tradition manifests the struggle of paganism
against Christian codification, showing that although traditional pagan belief is
domesticated and converted into Christian uses, it still strives for the assertion of its voice.
While symbolically confined to the Christian world and physically entrapped within the
boundary drawn by Brendan, Crom Cruach manages to undermine the imposed limitation
and unsettle it from within.

The film’s appropriation of the image of Ouroboros in depicting Crom Cruach suggests
a new possibility of interpreting the pagan god/monster, his influence on the Book of Kells,
and his relationship to the survival of Christian civilization under the threat of the imminent
Viking forces. Apart from enabling a more optimistic reading of Crom Cruach, the motifs of
infinity, revival, and creation also shed a different light on Brendan’s painting. The creative
renewal is manifested firstly in Crom Cruach’s rebirth in the Christian work and secondly in
the creative process of Brendan’s painting. Resembling Crom Cruach’s serpent-like shape
and the sun figure he represents, the spirals and cyclic patterns on the parchment
demonstrate the return of the pagan deity. Moreover, the depiction of many of the film’s
background scenes, which look similar to the parchment, also transforms the world into a
manuscript, and Crom Cruach, transferring from one manuscript to another, thus keeps

reappearing in various texts that survive through the ages. The creative force of the pagan
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deity influences and inspires Brendan’s work, for Crom Cruach’s eye becomes a magnifying
glass through which Brendan looks into his work and the world in greater detail.

The eye as a lens enables Brendan to see through the constituted boundary—either the
physical wall or the rigid, inflexible mentality—and perceive the world from a different
perspective. This experience of “seeing through the established border” is facilitated by the
literal act of seeing through the eye of the marginalized and silenced pagan deity. While the
wall established by Cellach represents the will to distinguish Christians from pagans and to
consolidate a field of security wherein stable civilization and identity could be maintained,
the complicated role played by the “Eye of Crom” declares the impossibility of this attempt.
The crystal lens makes the Book of Kells both a witness to Crom Cruach’s suffering and a
gift of hope that can only be achieved via the pagan deity’s eye.

The process of illuminating the book thus becomes a manifesto of the Christian
subject’s lack in its encounter with the other/Other. The term “lack” does not imply that
Brendan is a subject lacking a specific ability or agency. Instead, it conforms to Lacan’s
explanation of the subject’s lack in the field of the Other and in the language itself. Lacan
uses the pronoun “L,” a signifier of the subject, to explain the idea: “it designates the
enunciating subject, but does not signify him” (Ecrits 677). The split between the uttered “I,”
namely the subject appearing in language, and the enunciating subject who speaks the word
suggests that signifiers can never completely encompass the subject they signify.
Constituting himself using the pre-existing language of the Other, the subject thus
“function[s] only as a lack” (Ecrits 683). Lacan writes, “one cannot even speak of a code
without it already being the Other’s code” (Ecrits 683). In The Secret of Kells, the book’s
completion propels the formation of a collective Christian identity, but the Christian subject
i1s constantly driven by lack and anxiety because its constitution is, and can only be,
enunciated using the other’s code, namely the lens made of Crom Cruach’s eye. Brendan
feels the lack when under the gaze of the Other, and his perspective, mentally and
physically modified by the pagan other, testifies to the intimate and entangled relationship
between Christianity and its others.

The concept of perceiving the world by way of the Other, or the other’s eye, echoes
Mignolo’s account of the exteriority, which indicates “the outside invented in the process of
creating the identity of the inside, that is Christian Europe” (The Darker Side 20). The
border epistemology challenges the dominant ideological framework and suggests a route of
escape from the hegemonic perspective. A threshold being embodying “the languages and
categories of thought negated by and expelled from the house of imperial knowledge”
(Mignolo, The Darker Side 20)—the term “imperial knowledge” in the context of the film
may parallel Christianity—Crom Cruach offers Brendan a new way of perceiving the

broader cosmos.?

20 The appropriation of Mignolo’s idea set in the modern, colonial context is not to equate Christianization
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The film reveals the correlation between Christianity and paganism after Brendan takes
Crom Cruach’s eye. The turbulence experienced by Christian people during the Viking raids
concurs with the experience Irish pagans underwent in an earlier period, and this parallel
makes the word “suffering,” a term used by Aisling to describe the place of Crom Cruach,
intriguing. It may hint at the suffering of the Celtic pagan culture, which was marginalized,
negated, or expelled by the expanding Christian force, but it simultaneously refers to that of
Christian civilization shattered and diminished by the Vikings. Brendan’s acquisition of the
“Eye of Crom” indicates his inheritance from Crom Cruach, or from the Irish pagan
tradition, the power of revival and the creative force surviving destruction. Crom Cruach’s
rebirth in the Christian manuscript suggests an artful adaptation into the world of others and
a challenge to the purity of Christianity. Brendan’s painting demonstrates a similar manner
of survival. As Brother Aidan suggests, Christianity survives not by means of the
construction of the wall but by means of the completion of the Book of Kells, which
represents the hope of Christianity in the age of darkness. Yet, with the participation of the
pagan nature during its production and completion, the Book of Kells turns out neither a
work of pure Christianity nor a work by which people, borrowing Cellach’s words, “will
come to trust the strength of the Christian faith” (The Secret 14:18-14:21). Instead, the book
demonstrates the Christian subject’s border-crossing and is thus a testament to the surviving
power of Irish pagan tradition.

The redefinition of the Book of Kells correlates to a broader sense of border-crossing
at the end of the film, which reveals an open attitude to a future consonant with Aisling’s
song, “You must go where I cannot.” The idea of stepping beyond the established boundary
1s visually presented through Brendan’s physical movement in the triptych after he leaves
the city of Kells. The triptych has been a popular form of panel painting since the medieval
period, and it was commonly used to create altars in churches. It refers either to a single
picture divided into three parts or three continuous images integrated into one unit, usually
with the one in the middle being the largest and showing the central theme. The Secret of
Kells adapts this form of art in several scenarios to show the movement of characters. For
instance, the technique is used near the film’s beginning to present Brendan’s movement
from the scriptorium to the central region of Kells and finally to Cellach’s tower. In the
scene of the Viking raid, the film uses a similar mode of expression to delineate the
continuous images of the warrior’s actions and the misery caused by their atrocities. Rather
than conveying moral lessons, the film appropriates the art of triptychs to foster a medieval
atmosphere, emphasize the shift of action and time, and create a boundary in order to break

it. The visible frame of the triptych reminisces the border image but transforms its meaning

with colonization or to conclude that Christianity colonized pagan Celtic religion; instead, my article argues
that the pagan monster’s role in illuminating the Book of Kells, an Irish national treasure and a significant
masterpiece of early Christian art, offers a perspective different from the Christian point of view and helps
renegotiate Irish national and religious identity in a modern cosmopolitan world.
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from a line of separation or differentiation to a zone of contact. The portrayal of Brendan’s
journey after he leaves the city of Kells vividly manifests this idea. His travel is depicted as
three juxtaposed natural landscapes framed by an arch-like border decorated with spiral
patterns that resemble the leaves and trees in the forest. Brendan and Brother Aidan literally
move from one picture to another in the triptych to illustrate geographical and temporal
shifts. The film does not present three static paintings and asks the audience to “imagine”
their connection; instead, it has the protagonist walk from one picture to another to show the
motion. By doing so, it visualizes the very idea of border-crossing. As Brendan gradually
completes the Book of Kells during his journey, his physical movement coincides with the

metaphor of stepping beyond, which the “Eye of Crom” facilitates.

V. Conclusion

Beginning with the construction of the city wall and ending with the concept of
stepping beyond, The Secret of Kells directs its audience to a heterogeneous and
cosmopolitan world by retelling an ancient story of the Book of Kells. The film’s portrayal
of the partly-imagined history of pre-modern Ireland sheds light on the post-colonial Irish
society. Spartz suggests that the film shows a “form of resilience,” namely “a mode of
moving through change, not wholly affected yet not entirely immune, and coming through it
as wiser, stronger, and more aware” (186). Crom Cruach’s participation in the production of
the Book of Kells challenges the work’s purity, and his eye, functioning both as a desired
object and as a gaze haunting the sacred work and its illuminator, constantly forces viewers
to reconsider the relation between Christianity and pagan beliefs. Extending from O’Brien’s
interpretation of The Secret of Kells as “a hybrid space that borrows elements from myriad
sources” (38), my study emphasizes the role of Crom Cruach in (re-)shaping the Christian
identity. The monster’s den as a site of exteriority not only enables viewers to read the
pagan images as the “myriad sources” or the artistic decorations that enrich the Christian
manuscript but, more importantly, forces them to perceive and recognize the suffering of
pagan tradition during the expansion of Christianity. Border-crossing is made possible
precisely through the act of seeing from the eye of the pagan god/monster, an existence at
the threshold.

Despite the film’s cliché ending and its designation of the gospel book as people’s hope,
which seemingly weakens the impacts of the pagan elements presented earlier, The Secret of
Kells does not associate the work only with Christians. In the final reunion scene, Cellach
confesses that the piece of painting he once wrested from Brendan is his only comfort over
the years. While his words emphasize the consoling power of the gospel, the eye-like image
on the parchment simultaneously reminds the audience of the eye’s original owner. In

addition, the word “darkness” in the wish to “turn darkness into light” recalls the darkness
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of Crom Cruach’s den, of Cellach’s dark room, and subsequently of the dark ages of
Christianity. This connection suggests a feeling of suffering shared by the people living in
the same land and an intertwining relationship between Christians and pagans. Hence, the
hopeful message in the film’s ending addresses not only a specific cultural, religious, or
ethnic group but a diverse audience in a cosmopolitan world.

In the film, the eye of Crom Cruach is like a gaze, which functions as an objet petit a
that causes doubts and confusion and reveals the want and lack of the Christian subject. The
narrative of The Secret of Kells reveals neither the formation of Christian Irishness nor a
new subjectivity generated through a harmonious mixture of Christianity and paganism.
Instead, the work complicates the core value of identity by reimagining the Irish national
treasure as a hybrid text. This hybridity addresses an intriguing possibility of understanding

one’s position in relation to the Other and in a broader world of multiplicity.
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