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Abstract

Using Bakhtin’s chronotope lens, this paper examihe connection between
personal and societal relationships to be fourideatonfluence of Nilo Cruz’s play
Anna in the Tropicand Leo Tolstoy’s noveAnna KareninaThe paper takes a brief
look at what Bakhtin meant by the chronotope aed tiies to establish just how
effective that concept is for analyzing the relasioip between the two works of art—
in terms of characters, setting, time period, arehts. The paper concludes that,
while the chronotope concept seems adept at uniogviire personal relationships
within the space-time continuum of the two workss inot as effective at bringing out
the social or spatial relations. In other words, ¢hronotope representing the personal
relationships among the various characters of ldne gzerwhelms that representing
the social relations, despite the fact the Bakatiranalysis would want to argue that
personal relations are a convenient fiction andld/bave little existence without
some corresponding social field. The paper alselooes thaAnna Kareninadid a
better job of representing social relations irtiitee period, 18-century Russia, than
Anna in the Tropicslid representing those of its later time pericginh the early part
of the 28" century. The paper offers an explanation for digparity in terms of the
relative simplicity of the Tolstoy chronotope asdpresents historical time and space,
versus the more complex attempt by Cruz in terntgofransposition oAnna
Kareninato another time-space continuum, and it repregéetselativity of the post-
modern vision of societal relationships.

Introduction

This paper undertakes an examination of uargpace-time relationships
(personal and societal) within and between Cubare#aan playwright Nilo Cruz’s
2003 Pulitzer Prize winning pladnna in the Tropicand Leo Tolstoy’s classic 19
century Russian realist novehna KareninaThe paper employs a Bakhtian
chronotope lens to examine the connections, diswtaand displacements in the
space-time relationships between the two work#erfalture in order to determine
how well the personal, social and spatial relatirgsbrought out in each of the
works—as well as the relationship between the twdke of art (as made explicit by

Cruz in his play.. This type of analysis includastsassociations as:

1. The superimposition of the characters and sitngitfrom the novel onto the play,
including an adulterous affair and a tragic death;
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2. The time period differentials between the twakgaand the bridges used in an
effort to connect them, for example the similagtand differences between™.9
century conditions in Russia and early"2@ntury conditions in the United States;
3. The parallels between the themes in the novigh pecial emphasis on the
particular material from\nna Kareninareading during the play), and those in the

play.
4. The relative emphasis on personal relationsiepsus societal constructs in the
two works.

The paper also applies the space-time theofisuch postmodern thinkers as

Henri Lefebvre (rhythmanalysis and natural versusar time), Doreen Massey
(spatial patterns and gender relationships), LMd&®owell (domestic space and
feminism), and David Harvey (culture and economiogxamine the relationships
among space/spatiality, gender, production, cagitebnsumerism and commodity in
Cruz’s play. It contributes to the literature orkBainian chronotope analysis and its
ability to mine key information from a work of aifthe paper also shows that such an
analysis can be used to distil the essential celaghiips that these two works attempt
to celebrate and shows the relevance of thosemesitips in terms that go beyond the
particular connections between and among charadteetieve that the ability to
separate personal/individual existential thememfsocietal ones will result in a new
way of looking at the two works of art, thus helpio build up the work’s universal

meaning (both within its own timeframe and for us).

Anna in the Tropics Brief Summary
Cruz’'s play takes place in a Cuban cigar-mgkactory in Ybor City on the

outskirts of Tampa Bay, Florida, in 1929. It iSrad of great upheaval and change,
not the least being the impending market crash.raie characters in the play
include factory owner Santiago and his half-brofeeché, who manages the
factory, as well as three women who work thereli@f&antiago’s wife, and their
two daughters, Conchita and Marela. Conchita igiedito Palomo but the marriage
is loveless and Palomo is having an affair wituenamed person.

Traditionally, the tedium at the cigar-rodiifactories was alleviated by visits from
a lector, someone who would read to the employ®es hewspapers, magazines, and
classic novels. While Cheché wants to get rid efléttor and bring in machinery to
advance the factory toward the™€entury industrial ideal, the employees insist on
retaining their lector and, as they are the ongsgdor him, decide to bring in a new

one.
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The dynamic of the relationships in the fagtie altered irrevocably with the
introduction of Juan, the lector. Handsome and dalypJuan has just arrived from
Cuba with a stack of books. He has the undivideshtion of the workers—especially
the women—when he starts to read frAnma Kareninaa novel all about ideal love,
its joys, pleasures, and ultimately painful reswdtsding with the horrible death of
Anna in Tostoy’s book.

In the play, similar events begin to unfaldan is seduced by Conchita, who is
seeking revenge on her husband for his own affé@éanwhile, younger sister Marela
is also in love with Juan while Cheché, who alrebdies lectors because his wife ran
off with one, is further angered because Juan éiasis sights on Marela. As for
Santiago, the readings allow him to re-discoveranmitious side and bring him
closer to his wife Ofelia who had withdrawn becaat&antiago’s growing addiction
to gambling and drinking.

In the end, it seems that the lector has grech#o affect all the characters in a
positive way, including Conchita and Palomo, thege who most closely resemble
Anna-Karenin inAnna KareninaUnlike Anna and Karenin, however, they are
brought closer together through Juan’s “sexualsgaty”. But there is one character
who has not changed—and that's Cheché. While Hesgeemake numerous changes
and improvements when it comes to the cigar factogydoes not seem willing to
change in a positive way personally. He takes rggem Juan, a revenge he had
failed to take when a previous lector stole hisevitbm him. Becoming insane, he

shoots and kills Juan.

Anna Karenina Brief Summary
Leo Tolstoy’'s masterpiecAnna Kareninajs the classic tale of love and adultery

set against the backdrop of high society in lat® @8ntury Russia. Anna is an elite
young woman married to a powerful government memisEhe has the misfortune of
falling in love with the elegant and sophistica@alint Vronsky. When s finds herself
pregnant by Vronsky, she decides to leave her masaad son to live with her lover.
Unable to obtain a divorce, Anna lives isolatedrfrihe society that she once loved so
much and that once valued her. As Vronsky'’s lovehfer fades and other women
gravitate around him, Anna suffers raging fitsedlpusy, to the point of madness.
Finally, unable to bear it any longer, Anna kiler$elf by throwing herself on the

tracks beneath an oncoming train. Meanwhile, amdtve story unfolds much more

Char@onnections, Dislocations and Displacements 24¢



Nebulé's' September 2007

happily. Levin, a considerate young man, proposasiage to Princess Catherine,
affectionately known as Kitty. At first she rejettsvin’s proposal because she
believes that Vronsky, having flirted with her befdve met Anna, intends to marry
her. Devastated, Levin withdraws to his countnatestBut, in time, the two realize
they are deeply in love and Kitty accepts Levirgsand proposal. They marry, have a

son, and live happily in the country.

Anna Versus Anna: A Chronotopic Analysis
Before the paper gets down to an actual arsabf the distortions and similarities

in the time-space relationships betwéama in the TropicandAnna Kareninaa

brief attempt to explain the various ambiguitieswiat Bakhtin means by his
chronotope is in order.

Bakhtin’s Chronotop&everal definitions of what Mikhail Bakhtin mearyt b
“chronotope” have been offered throughout his waiworks. In his “Forms of Time
and of the Chronotope in the Novel,” Bakhtin combeen“We will give the name
chronotope (literally, ‘time space’) to the intnogonnectedness of temporal and
spatial relationships that are artistically expeglss literature. This term [time-space]
is employed in mathematics, and was introducedhasop Einstein’ Theory of
Relativity” (1981, p. 84).

In this sense, chronotope seems to be umdersts a way to unwrap the narrative
through the spaciotemporal exfoliation: “The chrope is the place where the knots
of narrative are tied and untied. It can be saithouit qualification that to them
[chronotopes] belongs the meaning that shapestivar§1981, p. 150). What this
particular set of definitions seems to be alludimgs how certain combinations of
space and time have been depicted in narrativesfémnoughout history and how
those reflect the space-time combinations fourttiénworld outside literature. At the
same time, Bakhtin meant for his chronotope todigust a narrative device but also
a way to connect the world outside with the worlthim a narrative: “Out of the
actual chronotopes of our world (which serve asuace of representation) emerge
the reflected and created chronotopes of the wepdesented in the work” (p. 253).

A third definition of the term places it asategory of narrative: the combination
of the story and plot within a narrative and th&tidiction between how some event
unfolds through a basic chronology and how thaheigethen transcribed and ordered

in the telling of it (with the chronology often ated, compressed, even reversed to
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achieve a desired effect). Bakhtin also understbedthronotope as a way of coming
to grips with experience, for understanding theyveature of events and actions
within specific contexts. The contexts themseluwesdetermined by the time-space
continuum within which they exist and out of whittey are formed. While this
notion is basically a Kantian one, Bakhtin differgdhat, by performing chronotopic
analysis, one reveals time-space to be “not asst@ndental’ but as forms of the
most immediate reality” (1981, p. 85).

In other words, time-space is not simply dahamatical or scientific concept that
is permanently fixed but rather it is relative e specific society within which it is
conceptualized. It is just as Einstein could notasave of a clock telling time on its
own without an outside perspective through whiehdlock is viewed and which
changes the actual telling of the time:

Suppose, Einstein reasoned, that you wanted to kviwat time a train arrived in a
train station. Easy enough: you see where the bapdur watch is at the time the
engine pulls up alongside you. But what if you veahto know when a train was
pulling into adistantstation? How do you know whether an event here is
simultaneous with an event there? Einstein insigtattiwe need a simultaneity -
fixing procedure, a definite system of exchangilggals between the stations that
would take into account the time it took for thgrsil to get from one station to
another. By pursuing this insight, Einstein disaedethat two events that were
simultaneous in one frame of reference would ndibmiltaneous in another.
Moreover, since a length measurement involves aibémg the position of the front
and back of an objeeit the same timéhe relativity of simultaneity meant thigngth
was relative as well (Galison & Burnett, 2003, p2ya

In fact, Bakhtin argues that the chronotapile not exactly equivalent to
Einsteinian time-space (“we are borrowing it féedary criticism almost as a
metaphor [almost, but not entirely]” (p. 84)—by whj although Bakhtin himself
never elaborated, he seems to be implying thatelagionship between the
“chronotope” and “Einsteinian time-space is nostieng as identity but definitely
stronger than a metaphor, analogy or simile—doge Bame strong similarities,

including:

1. The intrinsic interconnectedness and wiess of time and space rather than
the traditional separation of the concepts into $pheres.

Char@onnections, Dislocations and Displacements 25C



Nebulé's' September 2007

2. Numerous senses and types of time-space withugapossibilities that they
govern different “realities”: “The discovery ofsecond time-space must change our
whole orientation; we can no longer look at tispace ‘naively.” But must entertain
the possibility, or consider the necessity, ofadiog among available ones or
discovering new ones” (Emerson & Morson, 199(Bg8).

3. Different chronotopes operate in different osd&f the universe: a biological
organism’s chronotope is not the same as thastdrasystem. At the lowest (or
highest) level, every organism’s chronotope fedent. This is especially relevant
for the purposes of the article in that: “Diffeteocial activities are also defined by
various kinds of fused time and space: the rhytantsspatial organization of the
assembly line, agricultural labor, sexual interseyand parlor conversation differ
markedly” (Emerson & Morson, 1990, p. 367).

4. Chronotopes can not only be altered througk aimd varying contexts but they
can clash with each other (social versus persardiliidual versus individual; life
versus artistic rendering).

5. Like Einstein’s space-time continuum, the clotope is in the background rather
than visible or represented within the universstdad, it serves as “the ground
essential for the ... representability of eventsdKBtin, 1981, p. 250).

Different genres represent different postied for the exploration of space-time

through the chronotope. It is important to be ablanderstand the limitations and
possibilities, as well as the differences, for eglanbetween the 19th century
realistic novel and the 20th century existentiaiistel. Or the same {%entury
realistic novel and an early 2@entury impressionistic play. Bakhtin argues tivae
always has historical and biographical implicati@rigle space cannot help but be
social. In the chronotope, “time, as it were, tiieg, takes on flesh, becomes
artistically visible; likewise, space becomes cleargnd responsive to the movement
of time, plot and history” (p. 84).

No matter which definition of time-space dhd chronotope is employed, the
analysis of a text through the chronotopic lenstaap reveal previously unseen or
unnoticed themes, as well as unveiling differenceke readings of a particular text.
Of particular importance is the ability of the chotope to answer questions such as
the dependence of actions on where or when thayrpte interchangeability of
actions from one time-space to another; the plditgibf one set of actions from one
social, historical or cultural context being re¢esbin another; the possibility of the
order of actions or incidents to be reversed oeatgd; the mount of choice humans
have in the creation of actions; and the type e&tivity possible. It is also clear that
Bakhtin felt that the chronotope could offer “a katerpretive model of the
fundamental historicity of the novel as form” (Hitock, 1991, p. 110) while at the
same time outlining the basic universality of theomotope concept itself. According
to Holquist (2002):
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In the chronotopic study of a particular teattention will always be focused on
simultaneity: a corollary of dialogism's emphamisthe dynamism of texts is that no
single time/space can be definitive for any ontghefm. Instead of the text's being a
"prisonhouse of language,"” it is seen as a threg(at least) circus of discourse. The
tension between story and plot will have a meaainitpe time of a text's first
production that will be different from the one adag to it in later readings. In
addition (and thus unlike reader reception thesjridialogism stresses the role
played by temporal and spatial frames of referémigerent in formal properties of
the text, not in the psychology of the reader1¢9)

According to Bakhtin, a dialogic work of fiction is constant dialogue with other
literary works and writers. Bakhtin extended thent¢o apply to all language,
suggesting that whatever is said can only be saidsponse to what others have said
and what others might say in the future (BakhtB81). In terms of defining what an
individual consists of, Bakhtin's chronotope leegs such an entity—that is, the
individual—as a construct that conducts a dialdgetsveen the social and the self.

Such a construct—this particular individualarmnly develop within the context
of a particular set of time-space boundaries, atingj of social, economic, historical,
political and environmental parameters—and is @om@stantly dynamic relationship
with the world around it (Bakhtin, 1981, p. 85). Msirphy (1991) describes the
situation:

The "other" in its various manifestations ncluding parole, culture, place, class,
race, and gender, participates in the formatiosetf The individual occurs as
chronotope within the "story" of human interactisith the physical world, but that
narrative is only a historical fiction organizeglineans of a limited perspective
through which beginnings, middles, ends, and natitwis are substituted for the
nonhuman centered, contiguously structured uréVatsry that allots us only
episodes — the self in and as part of the otipe4 )

In other words, the implication here is that a clatopic analysis allows us to create a
more general and universal artistic experiencelendtithe same time being grounded
in its own time and space. In this way, there d@$adogic tension between chronotopes
as transhistorical structures and chronotopesiag b@igue as to a particular time
and space. Bakhtin explained this apparent paragassing specific examples from
various times and spaces. As he explains, the lledc¢adventure chronotope” is a

specific feature defining how ancient Greek romanoeked. However, at the same
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time, the “adventure chronotope” could very eaB#ygeneralized to include the
novels of Sir Walter Scott (in terms of the facittevents are contingent within the
plot) (1981, p. 95).

Applying the Chronotope to the Two Annas
When seen through a chronotopic lens, there areerus distortions, trans-

locations, and displacements in the time-spaceegbbetweernna Kareninaand
Anna in the TropicsAmong the obvious ones are:

1. Time periodsAnna Kareninas set in the Russia of the late 19th centuryh wit
its publication in 1877; Nilo Cruz’s play is setthe southern US of 1929, published
in 2003.

2. CharactersAnna Kareningplays out among the Russian aristocratic clasgesse
concerns do not include having to toil for a liviagto worry about where the money
is going to come from for the next meal;Anna in the Tropicsall the characters are
lower working class people (or what we would cadiiptariats in the skilled labor
substratum), including the owner of the cigar mgKuctory. The concerns go from
the grand in the novel to mundane and everydagdrptay. At the same time, there is
a definite connection between the two sets of cftars that seems to transcend the
time-space in which they exist. This connectiomade clear in the human reaction
and emotions experienced by both sets of charaetbisloves, jealousies, hatreds,
etc. that both groups seem to experience.

3. Setting: Most of the action lnna Kareninaakes place in the spectacular
mansions of the upper classes, in ballrooms, gdamdg halls, and majestic
bedrooms; Cruz’s play consists for the most patheffloor of the cigar-making
factory.

On a deeper level, an argument can be madedouble displacement: that of the
original chronotope where Tolstoy captured, orgaahjze-arranged and finally
transformed the space-time continuum of the Rusfsilaat period into a well-ordered
imitation within his novel; and that of Cruz impiog Tolstoy’s simulation of Russian
aristocratic games, love-making, jealousies, batsagnd dreams into the world of his
play, itself consisting of a simulation of the lavaéass games, love-making,
jealousies, betrayals and dreams of the firstgfahie 20th century. Thus, we have a

simulation of a simulation superimposed on Crug®rdering of a specific set of
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time-space parameters of Cuban American charaoténe early part of the 20th
century as envisioned by a playwright who is wgtat the end of that century.

In effect, what we are getting is an imbeddamd iteration of chronotopes, one
within the other, starting with late 19th centurgtbrical Russia through Tolstoy’s
vision of that history through the eyes of a comierary writer, and then working its
way out to Cruz’s non-contemporary reconstructibapecific early 20th century
conditions all wrapped up withianna in the TropicsHere, the various chronotopes,
the various “narrative knots,” are played out, @l untied in their own fashion and
within their own context.

As such, they are called upon to reflectordy their own time-space context but
also all the others within them. Like a set of wied boxes that create an infinite set
of reflective surfaces. The effect is a reverberatind adding on, a creation of a
layered set of chronotopes which can be considemdats own as one that goes
beyond the boundaries of linear time-space, oneettfaoes down through the ages
(between late 19th century Russia and early 20ttucg United States). As well, in
keeping with the idea of chronotopes as specifitiadividual, this particular
chronotope will also be viewed differently depemgdon the circumstances of the
person doing the viewing.

A fairly simplistic example of this would biee effect that the reading Ahna
Kareninawould have on someone who is unfamiliar with tbegeal versus someone
who does know it intimately. In the play, only @rntsections of the novel are read
out by the lector (an example of the compressiospate-time, given that the original
novel is more than 1000 pages in length). Theskosescare specific. When the lector
reads them out, the characters in the play trylapato the themes and circumstances
of the sections to their own lives.

For example, in the Part 3, ChapteiAh®ia Kareninareading, here Karenin,
Anna’s cuckolded husband, is trying to decide whatild be the best way to deal
with the fact that his wife has slept with anothrean and declared her love for him:

In his youth Anna Karenina’s husband had betrigued by the idea of dueling

because he was physically a coward and was welteawf this fact. In his youth this
terror had often forced him to think about duelamgl imagining himself in a
situation in which it was necessary to endangelifa. This old ingrained feeling
now reasserted itself. Let's suppose someone ésatle how to do it, he went on

thinking. They put us in position, | squeeze ttigger, he said to himself, and it turns
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out I've killed him. He shook his head to driveawsuch silly thoughts. What would
be the sense of killing a man in order to define’s own relations with a woman.
(Cruz, 2003, p. 81)

In the original novel, Karenin is spared Imgvio put this sort of reaction into play
because his wife “solves” the problem for him. 8ifrews herself under the wheels of
a train, whether tormented by what she has doheaause Vronsky no longer loves
her. In Cruz’s play, the translocation turns ingath for the lector but not at the hands
of the cuckolded husband. In fact, Palomo, the clagd husband, has been
encouraging Conchita, and he himself has beeningron an adulterous affair.
Rather, it is Cheché who shoots the lector in adenaus rage—and without even the
benefit of a duel. The killing is itself a furtheanslocation: it was the previous lector
who had run away with Cheché’s wife, thus givinge€ié no reason to shoot Juan in
particular but every reason to despise lectoreimeal.

This also brings up the interpretation of tlowel readings along gender lines,
bringing up one more chronotope. According to Mdkete(2003):

The men of the factory, in a surfeit of maoho, assert that they hear a different
novel than the women do, and in fact, most ofphesages quoted refer to Karenin’s
suffering as a result of his wife’s infidelity éhis reflections about challenging her
lover to a duel ... How to respond to the infidelifya wife is debated noisily by the
husbands in the play with the consensus beis@dot to kill ... the argument
among the women in the factory circles aroundjtirestion of whether Anna is
ecstatically happy or in agony. (pp. 114-115)

At the same time, Doreen Massey (1994) wagasnst the use of simple
dichotomies such as a masculine/feminine splitow kime-space connections are
viewed. Instead, she argues for the exploratiadh®interconnections and links—and
how these can lead to patterns of gender inequatityperceptions that become
antagonistic rather than promoting dialogue. Fos$&g, space is socially constructed
rather than fixed—and that can actually be a sawmier some circumstances.

For instance, it can be argued that thetfectvomen inrAnna in the Tropics
occupy a space where they work within the sametsire as the men allows them to
arrive at solutions to the differences in how thead” Anna KareninaThis, in turn,
allows them to come to acceptable compromisesing®f the male-female
relationships in the play. Mandelker (2003) sumgpithus:
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At first, the novel seems to drive a violergdge between the husbands and the
wives who are listening to it, as one husbandsatéhis book will be the end of
us!” But by the play’s conclusion, the words lo¢ tbook become the only means by
which husbands and wives can communicate with etieer. (p. 115)

One other chronotope that is translocateeh fnovel to play is the tradition-
modernization argument. In the novel, Tolstoy jpxtses the fast-paced, dirty,
immoral and generally unethical urban life of thesBian upper classes with that of
the slow-paced and traditional country life, ddsed as much simpler and along the
lines of “ah, those were the days”. We get twoatdht time-space continuums within
what most would think only has room for one. Hehe, relativity principle as adopted
by Bakhtin from Einstein comes into play.

In the play, this is transformed into thetleabetween traditional ways of
producing cigars and Cheché’s desire to bring ideno equipment so that everything
is mechanized, everything is speeded up in ordeatich up to the more modern
factories coming into existence at the time.

Again, we are faced with a double chronotiopee: the time and place positioned
discussion within the factory as to the pros amisaaf the switch to mechanization
against the knowledge of the writer writing frone tlate 20th century with the full
awareness that (a) mechanization has been deemgthbie; and (b) any argument
against it has been relegated to history. In otlwrds, rather than an open-ended,
filled-with-possibility time-space continuum, itascase of the future looking back at
a past that has already been completed, leavingtibaltaste of nostalgia and what
might have been. In a sense, there is a type sdrials here that doesn’t appear in
Tolstoy.

In a way, what we are witnessing in the péathe characters being evicted from
their “home”—in terms described by McDowell (1998).a pre-industrial society,
the home was often co-existent with the place akwas it is with the cigar making
factory workers, who are basically in a pre-indastcottage industry state in this
play. According to Bachelard (1969):

All really inhabited space bears the essetee notion of home. [Here] memory

and imagination remain associated, each workinghiir mutual deepening. In order
of values, they both constitute a community of mgmand image. Thus the house is

not experienced from day-to-day only, on the ttreba narrative, or in the telling of
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our own story. Through dreams the dwelling planesur lives copenetrate and
retain the treasures of former days. (p. 2)

The inability of the modern condition to experieffheme” is brought out most
clearly in Harvey’s semindlhe Condition of Postmodernity: An Enquiry Into The
Origins Of Cultural Chang€1990). In it, he speaks of the space-time congiwas

the way humans experience space and time, as thaingost significant cultural
change from the Middle Ages to the present. Asdiriecame faster, for example, the
way humans experienced global space was altered-thaha turn changed the way
they viewed time as well.

At the same time, Harvey goes on to arguetthael was not the only thing to
experience space-time compression. Perhaps evenimportant was what took
place in the financial areas with markets ablentmenpass the globe literally within
seconds. This in turn did away with the primacyhef production of real
commodities for the markets, marking a “radicaftshithe manner in which value
gets represented as money” (p. 296). Using Baaditib notion of simulacra, Harvey
goes on to state:

The interweaving of simulacra in daily liferigs together different worlds of
commodities in the same space and time. But is doan such a way as to conceal
almost perfectly any trace of origin, of the labptocesses that produced them, or of
the social relations implicated in their produntidhe simulacra can in turn become
the reality. (p. 300)

In Cruz’s play, time-space compression isething that has not yet occurred (at
least not within the space and time of the cigardig/). Or it has occurred but it
simply hasn’t caught up to the cottage industnacigctories. IrAnna Karenina
Tolstoy has a running theme that singles out timgeis of modernization. In fact, it
can be argued that symbolically it is modernizatiwat has allowed Anna to kill
herself—under the wheels of a speeding train. Wthiéecigar factory workers argue
with Cheché that bringing in machines will costrththeir jobs, Juan the lector takes
it one step further:

No, I’'m warning you. This fast mode of livingth machines and moving cars
affects cigar consumption. And do you want to knely, Senor Chester? Because
people prefer a quick smoke, the kind you get feoaigarette. The truth is that
machines, cars, are keeping us from taking waikissitting on park benches,

smoking a cigar slowly and calmly. The way thegudd be smoked. So you see,
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Chester, you want modernity, and modernity isabtuestroying our very industry.
The very act of smoking a cigar. (Cruz, 2003,8). 5

Harvey argues that not all is lost in thaenicaturn of the postmodern world, that
some sort of resistance is possible against whademing an all-pervasive negation:

It becomes possible to launch a counteratddclarrative against the image, of
ethics against aesthetics, of a project of Becgmather than Being, and to search
for unity within difference, albeit in a contexhere the power of the image and of
aesthetics, the problems of time-space compresaiwhthe significance of
geopolitics and otherness are clearly understAodnewal of historical-
geographical materialism can indeed promote adberto a new version of the
Enlightenment project. (p. 359)

One of the thinkers who has tried to achieve thidenri Lefebvre. Through his
“rhythmanalysis,” he has worked to unify everydég élements in space and time
within the concept of rhythm. He notes most impatfiathe difference between
repetition and rhythm, for example. For Cruz, rimytis the work the cigar makers do
at their factory, connected to natural cycles; tiéipa is what modernity will bring in
the form of machines, assembly lines and the iitglbd hear the lector over the
racket of the machinery.

In the tragic ending tAnna Kareninathere are translocated portents of one
chronotope being replaced by another. The samea®atCruz’s play, doubled by
the reading of the novel, which itself spells titual end of this type of activity for
the factory workers. The end of the lectors isdghd of a way of life. From within
that particular chronotope, it all seems like s@oe of accident, something that
could be reversed. But from outside (from anotimeocotope or another relative
time-space perspective, in other words), the shgaif the lector is an inevitability.
Or rather he is dead already: his spirit has f#&ing only his body to be executed
by the bringers of modernity. He died the momenivhe no longer able to fulfill his
function as a lector.

Again, from the inside, it seems that thetlled the lector does not affect the
time-space relationships of the various factoryk&os (except for Cheché). In fact,
we are led to believe that these relationships b#i\ggown closer, become more
mature and equal. They have achieved a new lenelwere there is a definite
attempt at understanding. However, when we pulkpae are faced with a space-

time where destruction is on the horizon and theentent is towards social collapse.
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It is doubtful whether any newly-learned persomddtionships will be able to survive
this collapse.

Self and Social Construct
As was stated earlier, Bakhtin sees all idials as made up of chronotopic

relationships that basically rely on a social cardtof the self. This construct can
only come alive, survive and develop in that typelmnate—social, economic,
political, etc. If that climate shrivels (faces reyghoric global warming, as it were),
the individual relationships cannot survive for gieple reason that they did not exist
at that level in the first place. Those individuglationships are merely the
projections of the social ones, “historical fictgohlt is not that they don't exist per se
but that they cannot be defined or captured fulthewut the social context within
which they are allowed to flourish. Thus, in Tolstédnna’s individual relationships
with her husband and her lover result in catasiophents that blossom out into the
social level. The only way it seems to set thosgasoelationships right again is for
Anna to sacrifice herself.

Interestingly enough, the emphasis on petgefationships is one that seems to
be augmented each time the true relationshipse@sdhial level are in mortal danger.
Whether this emphasis is an attempt to hide fraartrile chronotope or actual lack of
knowledge of what that chronotope might be doegemity make much difference in
the long run.

The workers in Cruz’s cigar making factoryurally take one lesson from the
lector’s readings: whether they agree or disagrnéeeach other along gender lines or
generational lines, the lesson they take is omedonal relationships and the
potential for personal salvation.

The social lesson that Tolstoy tries to imathe novel is not really carried
across: that particular chronotope has been effdgtshattered through the
impressive attacks made against it by the forcesipitalism and modernity. The idea
of working together to create a more reasonableesfimme continuum for everyone
rather than the application of greed to scrambtécop of the heap while everyone
else is trod underfoot is lost in translation. Bottuthful, it is lost in translation in
Tolstoy’s time as well. His view of the chronotopas not the view moving forward
in that society.

For the characters in Cruz’s play, they averya double opportunity to come to

grips with this particular chronotope: through teadings and through their own
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predicament as they slide inevitably towards maitieand mechanization. But they
too fail to grasp it. Perhaps it is ungraspabletiaman beings. Perhaps the primary
and basic instincts that draw us towards procreatisense of individuality (false
though it may be), and a drive to protect “our mty’ from that of others are just too
strong to make room for such a socially constructe@notope. Perhaps, we do not
want relativity to intrude in our lives just as @e not seem to desire social mores to
contradict our personal feelings.

In a sense, even Bakhtin himself had trogekting across this notion. In defining
the chronotope, he says:

Thus the chronotope, functioning as the prynmaeans for materializing time in
space, emerges as a center for concretizing puE®N, as a force giving body to
the entire novel. All the novel's abstract eletaephilosophical and social

generalizations, ideas, analyses of cause anct-effeavitate toward the chronotope
and through it take on flesh and blood, perngttime imaging power of art to do its
work. Such is the representational significancthefchronotope. (1981, p. 250)
Granted then that artistic meaning arises anceigted in a chronotopic sense through
the use of specific images that uncover the effefcépatial time, it is still the specific
images that take a dig at those meanings. Thaanibe argued that the choice of the
images becomes of key importance in the final detgation of exactly what
chronotope will represent the center of the speweifirk of art. For Bakhtin, the
chronotope represents a type of matrix:

From a narrative and compositional pointiefaw this is the place where
encounters occur [... where] the webs of intrigteespun, denouements occur and
finally--this is where dialogues happen, somettilvag acquires extraordinary
importance in the novel, revealing the chara¢tdeas" and "passions” of the heroes
(p. 246).

The question then becomes: where does that leaweoticept of social space as
outlined by Massey and McDowell? Massey (1994) esghat inequalities are linked
to systems of social relations and that even tlagacieristics of places (political
systems and local cultures) can best be seen asitbemes of social relations. She
also argues that looking at places through nostalgbther static processes misses
the almost constant dynamic re-arranging and rarorgtion of those spaces and thus

the social relations that define them.
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In Cruz’s play, there is a re-location inmntsrof time and space in critical areas
already indicated (including the translation of Tr@stoy time-space continuum to
the Cruz time-space continuum). That should leaalgarfacing of the social relations
that truly determine how the chronotope is goinbelayed out, and what those
relationships are going to be between the indiidna society, and among
individuals themselves. But it seems that thatadgelation element has been
subsumed under personal relations. There is anfgefihelplessness in terms of
being able to do anything to change or alter tlgasahronotope point of view. Thus,
the characters retreat into strictly personal i@eships and pretend that these are the
only ones that count.

Similarly, while the characters in the playlohe up at certain points according to
a gender agenda, that is not played through. ldstka characters fall back into a
simple variation of their previous state, the clutope of personal relationships. As
McDowell points out, nothing much has changed ftbedays of Victorian England
when a well-established “set of binary relatioratiegjories—sexual/frigid,
impure/pure, dirty/clean, animal/human, loose/menaks used to distinguish
between women” (2002, p. 818).

Interestingly enough, while Cruz’s play does directly address the social
relations involved in the gender clash, it does@nt another element to explain why
women have traditionally been relegated to homethagbrivate sphere—and that’'s
the fear of their sexuality. Davidoff & Hall (1987pte that:

Sexuality, regarded as one of the most orali forces, was relegated to the inner
core of marriage and sexual play became the uktimatithesis of rational work.
Women, especially when pregnant and thus incoattibly sexual beings, were
associated with animalistic nature, incompatibiththe serious world of work. (p.
26)

In bothAnna KareninaandAnna in the Tropigsthe sexuality of the women
stands front and center. It is one chronotopedhedys seems to be played up when
it comes to creating the “narrative knots” that Biitk speaks of—even if those
“narrative knots” are most often of a personaltreteship nature. That is not to say

that the chronotope is identical in both situations

InAnna Kareninathe heroine’s guilt, shame, embarrassment, stmgds front
and center. She bears the burden of a societysthgpocritical and employs an

obvious double standard. When males commit adylieiyyseen as something almost
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unavoidable, and also something trivial, somethivag must not stand in the way of
the really important social constructs—politicspeamy, production. When a woman
such as Anna is caught cheating on her husbahd¢c@mes of the utmost importance
and a matter of honor. The husband must, if herigeaman, take his revenge. And he
must take that revenge for the sake of societaigpaad calm. Otherwise, all the
property rights will be dismantled and the connextihain links holding males and
females together will fall apart. Or at least tisathe hellish vision that societal
arbiters would like to get across.

In Cruz’s play, while the reaction to thectfonal” adultery committed bjnna
Kareninaresults in a similar dichotomy in the attitudegle# males and the females,
the reaction to the adultery of the charactersiwittie play is not of the same order.
In fact, it seems that for most of the charactachsactions can be forgiven and can in
fact create stronger bonds between the origingblesu The one character who cannot
accept this is also the one character who wantemdag-—and he strikes at a
representative of tradition rather than the pexgba actually did him wrong.

As for the connection between the chronotapégina Kareninaand the
translocated ones ianna in the TropigsMandelker (2003) concludes:

The re-reading dfnna Kareninan Anna in the Tropicss only slightly relevant
to Tolstoy’s novel, yet the drama succeeds inipagut the processes of
interpretation and reading in a manner that isplerand intriguing, even if the
guotations from the novel are contextually digtdrto suit the playwright’s needs.
The postmodern technique of shaking loose a @lltcon from its standard setting
and reexamining it according to a different cdtway of reading and
understanding works well for Cruz and for viewet#&\nna in the Tropicgp. 116)
Conclusions

The use of Bakhtin’s chronotope concepts lassfor a critical examination of
the connections, dislocations, and displacemerttseippersonal and societal
relationships within and between the two Annasgrased to be a fertile one. For
one thing, it has allowed the paper to make sometrigial observations on the
nature of human relationships and their consistémamugh different time-space
environments. This is particularly true of persamddtionships, pointing out how
humans feel the essentiality of such relationsaipbsuch emotions no matter how

relative the space-time continuum may prove torbe. key point here, however, is
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that the chronotopic analysis of such relationshigsally points out their non-
essentiality when it comes to the “bigger pictutdg societal picture.

It has also allowed for the separation ofaiarelements of those relationships so
that the differences can be made clear and tragspaias transparent as human
relationships can ever become. In this, Bakhtihi®notope lens has shown that the
use of art to “unveil” these relationships is vadiud also that “transformations in the
chronotope, or in people’s basic conceptions oétand space, are to be explained by
historic transformations in their mode of life” (Bx@h, 1995, p. 53).

As well, the use of Bakhtin’s chronotopic s proved successful in revealing
the other half of the relationship equation, tlsaes “an optic for reading texts as x-
rays of the forces at work in the culture systeomfiwhich they spring” (1981, pp.
425-426). At least, this is true on one level—tbfathe objective outsider whose point
of view is not the same as that of the charact@tsmthe works themselves. In other
words, while the reader may come to realize theesalpressures weighing down on
the characters, the characters themselves seerty mioktious to what is happening.
They are simply concerned with getting on with tleevn lives. This dichotomy
looms especially large in Cruz’s play and someweoatradicts Bakhtin. Bakhtin
argued that chronotopes within literary texts aseseparate from the cultural
environments from which they have arisen. But iymell turn out that the “reflected
and created chronotopes ... represented in the WprkZ53) may not be sufficient to
unearth the “actual chronotopes of our world” (B3R

In any case, that seems to be the situati@niésser or greater extent with both
Anna KareninaandAnna in the TropicsThe chronotope representing personal human
relationships has overpowered that representingdenosocietal concerns and
relations. According to Emerson & Morson (1990)%;dimes down to a matter of
choice:

At any given time, literature offers a muliigty of chronotopes. Taken as a
whole, literature is heterochronous. A great nundbditerary genres are available
for conceptualizing the "image of a person," thecpsses of history, and the
dynamics of society. Familiarity with a variety gdnres therefore offers a rich store
of choices for understanding particular aspecexpkrience. In any given instance,
some chronotopes may be more adequate than ofhe®3.1)

Bakhtin was himself aware of this. He argtheat some types of chronotopes

were better than others at “assimilating real his&btime and space” and “actual
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historical persons in such a time and space” (1p8&4). Under these terms and
conditions, it would seem that the Anna Kareninabnbtope did a better job of
representing the social conditions of its time t@amz’s play did of his, despite the
importing of portions of the novel into the playhél'personal relationships in Tolstoy,
while very powerful, end up being subsumed to tiwetal conditions of the time—
with the historical time and space of the charadbeing front and center.

On the other hand, it might well be that Cmgting at the end of the 20th
century about events at the beginning of the 28ttiwry, did not have the luxury of
representational art. The postmodern writer hasecmunderstand that a
representation of “real historical time and spdseaiot possible. A fragmentation is
all there is. And that fragmentation means thaietatctime-space relationships are no
longer governed by set in stone rules under whiely®ne is forced to live. The
notion of cause and effect is no longer primarg space-time where relativity can
even dictate that some events can be visualized leaf®re they actually take place.

In conclusion, the article has shown thahg®akhtin’s chronotopic analysis to
examine the personal relationships and societaldes is an effective method of
literary scholarship. The analysis of the two wdhnks shown that: (a) both place
most emphasis on the personal relationships anfengharacters; (b) the
transposition of the personal and societal relatigegs from Tolstoy’Anna Karenina
to Cruz’sAnna in the Tropicsvas only successful on the personal level; and (c)
Tolstoy’s examination of societal influences waseneffective than Cruz’'s. A
possible explanation for these differences isttmatview of the time-space continuum
in Tolstoy’s time and his interpretation of thantauum does not suffer from the
ambiguity faced by Cruz. As well, the attempt t@ftspose” one chronotope (the
Anna Kareninaeadings) into another also creates more ambigdityterms of a
self-referential mode that Tolstoy never considefiédis, in a sense, Tolstoy’s
chronotope is much more simple than Cruz’'s—and €ttizilure” to capture as
successfully to societal elements of his chronotrebe put down to the

impossibility of doing so in a post-modern world.

References
Bachelard, G. (1969)he Poetics of SpacBoston: Beacon.

Bakhtin, M. (1981) “Forms of Time and of the Chraoye in the Novel.” In M.

Char@onnections, Dislocations and Displacements 264



Nebulé's' September 2007

Holquist (Ed.), C. Emerson & M. Holquist (Transhe Dialogic Imagination: Four
Essays by M.M. Bakhtidustin, TX: University of Texas Press.

Baudrillard, J. (1994Radical ThoughtF. Debrix (Trans.). Paris: Collection Morsure.

Davidoff, L., & Hall, C. (1987Family Fortunes: Men and Women of the English
Middle Class.London: Hutchinson.

Dentith, S. (1995Bakhtinian Thought: An Introductory Readdiew York:
Routledge.

Emerson, C., & Morson, G.S. (199djkhail Bakhtin: Creation of a Prosaics.
Stanford, CA: Stanford University Press.

Galison, P.L., & Burnett, D.G. (2003) Einstein, Rmaré & modernity: a
conversationDaedalus(Spring). Available at
http://www.aip.org/history/einstein/essay-einsteinge. htm.

Harvey, D. (1990Yhe Condition of Postmodernity: An Enquiry Into Thegins of
Cultural ChangeCambridge, MA: Blackwell.

Hitchcock, P. (1991) “Radical Writing.” In D.M. Bau & S.J. Mckinstry (Eds.),
Feminism, Bakhtin and the Dialogi@p. 95-122). Albany, NY: State University of
New York Press.

Holquist, M. (2002Dialogism: Bakhtin and His World_ondon: Routledge.

Lefebvre, H. (2004Rhythmanalysis: Space, Time and Everyday Ldedon:
Continuum.

Mandelker, A. (2003) “Anna in the Tropics: A PlayTwo Acts, By Nilo Cruz.”
Tolstoy Studies Journal, 1514-116.

Massey, D. (1994%pace, Place and Gendédinneapolis, MN. University of
Minnesota Press.

McDowell, L. (1999)Gender, Identity and Place: Understanding Feminist
Geographies.Cambridge: Polity Press.

(2002) “Unsettling Naturalisms (Quotati®egarding The Philosophy
of Home.”Signs, 2{3): 815-823.

Murphy, P.D. (1991) “Prolegomenon for an Ecofentifi&logics.” In D.M. Bauer &
S.J. Mckinstry (Eds.Feminism, Bakhtin and the Dialogipp. 39-56). Albany, NY:
State University of New York Press.

Tolstoy, Leo. (1998Anna KareninaNY: Oxford University Press.

Char@onnections, Dislocations and Displacements 265



