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The Nostalgic Fictive HocraJbruveckuii BbIMbINLICHHBIH
Experience ONBIT

We have agreed that narrative art,
in its capacity to evoke emotions, and
nostalgia  should be  considered
experiences. Can we then speak of a
nostalgic fictive experience? Certainly,
and the fusion between nostalgic
experience and fictive experience is the
foundation of this thesis. The use of the
word fictive should not diminish either
its importance or its capacity to evoke
emotions, as we have seen in our
discussion about the paradox of fiction.

Paul Grainge makes a distinction
between  «nostalgia mood» and
«nostalgic mode». This distinction
should not be confused with the way we
defined nostalgia as emotion and mood
in chapter two, but rather as a way of
dividing the theoretical approach to
nostalgia.  «The nostalgia mood
articulates a concept of experience,»
writes Grainge, where «nostalgia is
understood as a socio-cultural response
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to forms of discontinuity, claiming a
vision of stability and authenticity in
some conceptual golden age. This
approximates the conventional sense of
nostalgia as a Yyearning». Nostalgic
mode, on the other hand, «articulates a
concept of style, a representational
effect with implications for our cultural
experience of the pasty. Nostalgic
mode is derived from Fredric Jameson’s
interests in nostalgia as a symptom of
commodification and lack of historicity
in the postmodern society (Jameson,
Postmodernism, or, the Cultural Logic
of Late Capitalism 19-20). Since
nostalgic mood is based on the very
experience of the nostalgee, the
essential quality, according to Grainge,
deals with loss (21). Nostalgic mode
then is not preoccupied with the actual
nostalgic  feelings  people  may
experience, but only in the way
nostalgia functions in a wider contextual
perspective. The emphasis on nostalgic
mode as a matter of aesthetic style is
confusing, since concepts of style
should be valid also in studies of private
experiences in art. Furthermore, not all
style is working within the framework
of political or commercial interests.
Still, the distinction provided by
Grainge can be useful in illustrating the
focus of this thesis.
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The key is which question should
be answered: the why, or the how? Even
if Jameson’s ideas about nostalgia are
confined to postmodern times (the idea
of how rapid change in our society
evokes an interest in the recycled past),
they are valid beyond the postmodern
era as well. The can equally include the
extreme changes of urbanization,
migration, and industrialization at the
end of the nineteenth century and some
way into the twentieth. If the question
we desire to answer would be why there
are very many texts that are nostalgic in
the modern period, then nostalgic mode
would bring an external perspective to
the analysis. How did the modernists
react to these rapid changes, to the First
World War, to the new theories of
Einstein, Bergson, and Freud? In what
ways did they provide the audience with
an emotional quality such as stability or
hermetic space through their use of
nostalgia? These are not the questions
that we are concerned with. Again,
since we are speaking of nostalgic
fictive experience, we are fist and
foremost engaged in how certain texts
evoke nostalgia in readers. Hence, we
are concerned with nostalgic mood, but
modified to also incorporate ideas of
style and aesthetics. Most of our
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examples, but not exclusively, date from
a time that generally is considered
modernism, since this was indeed a time
when  writers  deeply  engaged
themselves in theories of nostalgia.
Looking at experience means that we
abandon any interests in the political
and social ways that nostalgia interacts
with art, such as Jameson’s critical
political perspective on the matter or
how the idea of nostalgia has fluctuated
through history. Furthermore, we will
be bothering with whether a specific
author was especially inclined to
nostalgia, nor how the public responded
to these nostalgic texts. The texts will
be used to evaluate how a nostalgic
poetics could possibly work from our
rather limited perspective. This possibly
means that a poetics of nostalgia might
look quite differently if somebody with
other cultural backgrounds would look
at other kind of texts. We can presume
that certain nostalgic devices will be
universal, but other might be very
provincial. Neither can we be assured
that the contemporary readers of these
texts responded in the same way as we
do now. Limitations are necessary when
dealing with emotions and art, since
these emotions are all private
experiences in the end, even though we
will be using objective tools and a
competent reader. The private nature of
these experiences, and the analysis of
them, should provide a method that also
will be useful for analyzing emotions in
new perspectives. Once again, we must
emphasize that we are dealing with

HOCTAJIBIr M4YCCKOM (I)I/IKTI/IBHOM OIIBITEC,
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possibilities and
than poetic truths.

probabilities rather

On a general note, much of the
methodology we worked out in chapter
one still valid also in our exploration of
nostalgic experience in fiction: first, we
must understand what nostalgia is and
how it operates before we can
investigate what it is in the texts that
make us fell nostalgic. Chapter two
dissected the nostalgic experience in
detail; still it would be informative to
summarize its essence in order to more
firmly establish what exactly we are
looking for. Just like we noticed, in
more general words about emotions and
art in chapter one, the different and

TEKCTBl ~ APyroro Tuma. MOXHO
MIPEATNIOJIOKHUT, 4TO KaKHe-TO
HOCTQJIBTMYECKUE TPUEMbl  OyayT

YHUBEPCAIbHBIMH, a KaKHE-TO BeChbMa
MPOBUHITMATHHBIMA. MBI TakXke He
OBITH

MOXEM YBEPEHBI,

COBPCMCHHBIC YUTATCIIN 9THUX TCKCTOB

4TO
pearupoBajiM TaK K€, KaKk U MBI
ceityac. OrpaHudyeHUs: HEOOXOJAMMBI
npu pabore C  HOMONUSIMU U
HUCKYCCTBOM, IMOCKOJBbKY B KOHEUHOM
UTOr€ BCE YacCTHBIE IMEepPEKUBAHUS
SBJISIIOTCSL DMOIUSIMU, JIAXKE €CIIU MBI
OyJleM HCIOJb30BaTh OOBEKTUBHBIC
UHCTPYMEHTHI u KOMITOHEHTBI
yurtarens. JIMyHbIA XapakTep OSTHUX
MEPEKUBAHUN M HMX AHAJIU3 JIOJKHBI
MPENOCTaBUTh METOM, KOTOPBIN TaKkKe
OyJeT MoJIe3eH JIs aHaJIu3a SMOLUH C
HOBOM TOYKM 3peHus. Eme pa3
MOAYEPKHEM, UYTO Mbl UMEEM JIeJIO C
BO3MOXXHOCTSIMU M BEPOSTHOCTAMHU, a

HC C IOOTHYCCKHNMHU NCTHHAMHM.

B 1menom, Oonbpmas 4acThb

METOLOJIOTHH, KOTOPYIO MBI
pa3paboTaiu B TICPBOM TJjaBe, IIO-
NPSKHEMY NPUMEHEHA W K HaIllemy
HCCIIEI0BAHUIO HOCTAJIBIMYECKOTO
OIIbITA B XYJI0)KECTBEHHOU
JUTEpaType: BO-TMIEPBBIX, MbI JOJKHBI
[IOHSATH, YTO TAKOE€ HOCTAJIBIHS U KaK
OHAa JEUCTBYET, IMPEXKIAEC YEM MBI
CMOYKEM HCCIIEA0BATh, UTO OHA CO0OIt
NPEACTABIIET B TEKCTaX, KOTOPHIC

BBIBBIBAKOT Yy HAC HOCTAJIBI'MIO. Bo

BTOPOi1 rJjIaBe moApPOOHO
aHATM3UPOBAICS  HOCTAIBIUYCCKUN
OIIBIT; BCE Ke OBLI0 OBI



complicated relationships  between
author-text-audience have to be nuanced
and configured to fit nostalgia, and we
have to pinpoint what exactly it is in
this experience that we must focus on.
We will do this in close collaboration
with an analysis of the different ways
to approach nostalgia in a comparative
examination of two films: George
Lucas’ American Graffiti (1973) and
Peter Bogdanovich’s The Last Picture
Show (1971). Although not literature,
they are in fact a form of fictional
narratives and thus appropriate for a
general analysis. They are also, in their
capacity as visual arts, easier to relate to
in this initial stage. Then, finally, we
will close in on literary fiction and draw
the maps for our exploration of specific
literary nostalgic experiences.

The Essence of Nostalgia

In a strict sense, there are two
crucial definitions of nostalgia: one has
to do with the dichotomy of now and

MO3HABATEJIbHO OOOOIIUTH €ro CyTh,
4yT0OBI O0JIee TBEPO YCTAHOBUTD, YTO
UMEHHO MBI HIlleM. TOYHO TaK ke, KaK
MBI 3aMETWIH, B OoJiee OOIIMX CIIOBaxX
00 SMOIUSAX M HMCKYCCTBE B IMEpPBOMU
riase, pa3Hble u CJIOKHbBIE
OTHOILICHUSI MEXKAY aBTOPOM, TEKCTOM
U ayguTOpHed  JOJKHBI  OBIThH
HIOAHCHPOBAHBI M HACTPOEHBI, YTOOBI
COOTBETCTBOBATh HOCTAJbIUU, U MBI
JOJDKHBI  TOYHO  OIpPEAENUThb, YTO
UMEHHO B 3TOM OIIBIT€, Ha YTO MBI
JIOJDKHBI OOpaTUTh BHHMAaHHE. MBI
3TO B

caciaacm TCCHOM

COTPYIHHYECTBE C aHAJIN30M
pPa3IUYHBIX TOJXOJI0B K HOCTaJIbI'MU
Py CPAaBHUTEIHLHOM PACCMOTPEHHUU
IByX  (UIBMOB:  «AMEpPHUKAHCKHE
rpadpdputu» Jxopmxka Jlykaca (1973)
n «llocmennuit xuHoceancy Ilutepa
bornanosuua (1971), xots u He

JaWTeparypa, Ha CcamMOM Jielie OHH

popmy
BBIMBIIIJICHHBIX HOBGCTBOB&HHI}JI U,

MPEJCTABIISIOT coboit

CJICOOBATCJIBHO, IoaAXOoOAT JJIA

obmero ananmm3a. Kpome Toro, B
KauecTBe M300pa3UTENBHOTO

HCKYCCTBA C HUMM JICTYC O6H_[aTBCH Ha

9TOM HAYaJIbHOM CTaauHu. 3aTeM,
HAKOHEII, MBI MoJ0MAEM K
XYyJI0)KECTBEHHON  JHUTEpaType U
HapucyeM  KapTbl [JJIsi  HalIero

MCCJICIOBAHUSI OCOOBIX JINTEPATYPHBIX
HOCTAJIBTMYECKUX MEPEKMUBAHUMN.

CyTb HOCTAJIBIUH

B HekoTtopom cMbICnE ecTh nBa
KJIFOUEBBIX OINpPEEICHUS HOCTAIbIUU:
OJIHO CBSI3aHO C JMXOTOMHEN celdac



then (and more spatially here and there),
and the other is concerned with
universal grief, the fear of death and
progress. The nostalgic efforts from
fiction are all based on either one there
or on a set of wvariations and
combinations of them.

The opening sentence in the
second chapter of Stephen King’s «The
Body» reads as follows: «We had a
treehouse in a big elm which overhung a
vacant lot in Castle Rock» (293). The
use of past tense clearly signals a then,
something that happened subsequent
from the narrative point. Is it nostalgic?
Hardly, but perhaps the image of a tree
house sparks a few internal nostalgic
memories in readers. It is definitely a
memory, a past. There is, in a sence, a
now as well, since we through the past
tense that it is narrated from a fictive
now. The next sentence though adds a
clear now to the experience and adds a
valuation: «There’s a moving company
on that lot today, and elm is gone»

(293).

u Torna (u Oosiee MPOCTPAHCTBEHHO
3eCh W TaM), a JPYroe KacaeTcs
BCEOOIEro TOps, cTpaxa CMEpPTH H

nporpecca. Bce HocTaipruueckue
HOTIBITKH XYHA0XKECTBEHHOM
JUTEpaTyphl OCHOBaHBI JUOO Ha

OJIHOM M3 HHUX, JM00 Ha Habope HX
BapHaluii 1 KOMOMHALIUH.

Hauanpnast ¢pa3a Bo BTOpO# TIi1aBe
pomana CrtuBeHa Kwunra «Teno»
3BYYUT Tak: «Y Hac ObUI JOM Ha
JepeBe B BA3E C
HaBucaroumMm nycteipeMm B Kacn-
Poxke» (293).

MPOIIIEIIIETO

OOJIBIIIOM

Hcnonb3oBanne
BPEMEHHU SICHO
yKa3blBa€T Ha TO, YTO MPOU3OULLIO
Mocj€ TOYKA TIOBECTBOBAHUSA, 3TO
HocTanerus? Bpsa nu, HO, BO3MOXKHO,
oOpa3 /lomMa Ha JepeBE BBI3BIBACT Y
YuTaTeNed HECKOJIbKO BHYTPEHHHX
HOCTaJIbIMYECKUX BOCIIOMHHAaHUH.
DTO OmNpenesieHHO MaMsITh, MPOILIOE.
B HekoTopom

CMBICJIC TAKXKC

ABIISIETCS ceivac, TOCKOJBbKY MBI
3HaeM 4epe3 MpoILeAlIee BpeMs, UTo
OHO PaccKa3aHO OT BBIMBIILIEHHOTO
ceiiuac. Cienyromiee MNpeaIOKEHHUE,
TEM HE MEHee, J00aBiseT K OMIBITY
SCHOE ceddac U J00aBIsSeT OLEHKY:
«CeromHss Ha 93TO YYacTKe €CTh

TPaHCIIOPTHAsA KOMIIaHWA, U BA3 BOH»

(293).



