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ABSTRACT

This thesis relates Elaine Showalter’s gynocriticism as !
a theoretical framework to the theme of war diaspora as a |
background. It delinea}tes six male and femalg ethnic
American diasporic WrIters .who tackle the experience of
war as a background for thelr. novels and as a direct reasop
for the sense of diaspora. Distance enszled then'l to write
from the vantage point of informed outsiders looking in and
more specifically, looking back to the past. The thesis uses
the three elements of feminist narratology — the narrative
voice, the narrative level and plot - in order to analyze the
selected texts, to explore the similarities and differences

between male and female fictional writings.

The Fragmented Narrative in Adnan and
Alameddine’s Works :A Feminist Narratology analyzes
the works of both Lebanese-American writers: Etel Adnan
and Rabih Alameddine from a feminist narralotogical view.
It choses the fragmented narrative in Of Cities and Women:
Letters to Fawwaz and Koolaids: The Art of War as a point
of comparison.

In the nine letters, she illustrates cultural experience
from cities throughout.Europe and Beirut. She uses this
format to provide her reader an accurate yet metaphoric
vision of Europe. By using the three levels of feminist
narratology as a method of analysis, the study draws the
similarities and  differences between Adnan and
Alame.ddine’s fragmented narratives. By applying the
narrative voice, Adnan opts to use the epistolary voice in the
nine letters. This format enables Adnan to read the figures
of landscape, nation, art and street, as easily as words in a
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Narrative Representations of War Diaspora in Selected

page. Unlike Adnan, Alameddine chooses a stream of
consciousness voice in order to tell the story of his novel. In
Koolaids, Alameddine includes a numerous characters that
are connected through a series of short narrations. Their
narrations are not given in chronological order, in order to
increase a sense of chaos to the novel.

By applying the narrative level, Adnan's narrator, Etel,
is an intradiegetic homodiegetic. She conveys her
judgements, pleas and information about each city she
travels. In each city, she narrates a different tale that framed
by a description of this city: buildings, trees, streets,
museums... etc. The embedded tale of each city reveals
Adnan's meanings of womanhood and its relationship to
manhood and humanhood historically and geographically.
Like Adnan, Alameddine's narrators are intradiegetic
homodiegetic. They share the fact that their lives were
impacted by either the AIDS epidemic or the Lebanese Civil
War. These two fronts become the framed narrative to the
whole segments of the novel. Each vignette contains an
embedded narration, discussing sex, death, art ... etc.

In Of Cities and Women, the narrative of the nine letters
contains a unity, both geographically and historically.
Adnan gives an integral and integrating history to the
different places of her wandering. Unlike Adnan,
Alameddine's Koolaids is a very complicated novel both
structurally and stylistically. It is divided into a series of
vignettes that are presented in a disjointed manner that
serves to reflect the great chaos brought by the Lebanese

Civil War and AIDS epidemic.
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Narrative in Etel Adnan and Rabip
Works: A Feminist Narratology

The Fragmented
Alameddine’s
The fragmented narratiye in Etel Adnan and Rabih
Alameddine’s works examines F}}e three elements of
feminist narratology. Adnaq’s Qf Cities and Women: _LEtters
to Fawwaz (1993) is 2 fiction in the form of an epistolary
novel that converges with women's studies. It tells a story of
2 woman called Etel who writes letters to dgal with the
agonies of loss and life during wartime. It d{scusses the
problems of Arab women and all women fairly. Adnan
makes insightful observations on the relation of war and the
ction of Beirut. These observations

helming destru
overw g behind war and the overwhelming

explain the motives . the lin
destruction of Beirut. Through the investigation of plot, it is

clear that the narrative of the nine letters, as Ouyar}g Wen-
Chin illustrates, in Adnan's Of Cities, contains a unity, both
geographically and historically (83). Adnan gives an
integral and integrating history of the dlfferer}t pla_ces of her
wandering. In the sense that, this collection is written from
Adnan to Fawwaz Traboulsi, the Arab writer and
intellectual living, who asked Adnan for an essay on
feminism to publish in his journal Zawaya. Michael Sollars
says that Adnan never wrote the essay, but instead wrote to
him, from various European cities and from Beirut, a series

of letters exploring issues of gender and feminism (8).

In Of Cities, Adnan writes “it is no longer a question of
clarifying the distinction between the feminine and the
masculine, but of redefining the human species” (37).
Adnan goes about thinking through this redefinition in many
guises: through an incident in the red-light district of
Barcelona; the tale of a “disturbed” single woman on the
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Greek island of Skopelos who had been taken to a mental
asylum; the death of a close friend in Beirut; her obsession
with “What Cezanne and Picasso can reveal aboyt women,
about the way women are looked at” (Adnan 22). The
passages on “these two sacred monsters” (Ibid. 23), in
addition to representing some of the most revelatory writing
on Cezanne and Picasso, are also some of the most striking
sections in the book.

Ammiel Alcalay sees that the awareness of war exists
throughout the letters. It can be found as a presence,
companion, nightmare, yardstick, and fulcrum (144). For
instance, the eventual outbreak of the Gulf War haunts these
letters as does Andalusia and the cultural genocide of the
Arabs in Spain, followed by the slaughter of the Indians in
the New World Andalusia. These incidents make Adnan
Lament that, “the first loss, the death of the Mother, and of
the orchards of which Lorca was the last tree” (56). Thus,
Adnan “embodies the role of both visionary and chronicler,
seeing what is to come by unveiling accepted ways of
receiving and recording the past” (Alcalay 145)

Adnan’s insistence on remembering haunts also the
letters. She insists that memory sustains the survival of the

species:

The Christian militias of East Beirut concentrated their
attacks, as if to annihilate the essentially Muslim center of
the city which was the beauty and the memory. They
behaved as if they had to destroy History in order to assert
their specificity. But like a man who has murdered the
woman he loved, the Lebanese will start and have started to

become the mad lovers of old Beirut (82).
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Alameddine’s Koolaids is g very complicated novel
both structurally . and stylistically. Kim Jensen states in
"Viruses fmd Epl.demics of Futility", the novel is divided
into a series of vignettes that are presented in a seemingly
disjointed manner that seryes to reflect the great chaos
brought by the Lebanese Civil War (1957-1992) and the
AIDS epidemic. The main vignettes deal with the main
characters such as Mohammad ang Samir, but there are
many other§ , that introduce, and reintroduce characters
creating a disjointed reading experience not found in many
novels. Many of these small episodes do not even deal with
tangible chf:lractgrs but rather figments of one of the other
characters imagination. Other times the vignettes contain
detailed accounts of personas, such as the lovers from
opposite sides of the conflict in Beirut, who persistently
remain unidentified. The reader really does not get a true
idea of how all the scenes relate to each other until the end
of the book.

One of the main components of Alameddine’s novel
and one of the few linear components are the diary entries
of Samir’s mother, written during the Lebaneses Civil War.
She gives detailed accounts of her life as a result of the war
and how 1t affects those around her. The diaries are
seventeen in number. They focus on the violence, death, and
war that affect Samir’s mother and her family and also the
AIDS virus that is having a major impact on her son. For
example, the first diary, dated March 20, 1976, gives an
account barely a year after the war began (April 1975). It
illustrates how innocent people are injured and killed as a
result of the war: “Najwa’s husband and three boys were
dead. Killed by the explosion” (Alameddine 7).
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Aoolads goes
rwenty YCATS . from childhood of vanous characters
' Therefore, as Sarah Robinson states .;,

until thew deaths
" structurally lacks a sequenced time
<« with Scott's death in 1990,

~Rabih Alameddine
For cxample, the novel begin
chen Alameddine presents Scoft’s sexual state in page 12
ase in page 28. Another example occurs 'n;

deals with the death of

and his healthy ©
the last vignette of the novel. It
4 In the prescnt This can be

Mohammad that occurin

confusing at umes, but like the other vignettes, it can be
understood at the end and a unified story becomes apparent.
The novel lacks also 2 conclusion. It ends with Mohammad,
the main narrator, dying unceremoniously.

The narrative voice in both Adnan and Alameddine’s
works vary. In the sense that, In Of Cities, Adnan spreads
herself, across three continents — North America, Europe,
and Asia. Generally, her narratives reveal symptoms of
universalized postmodcm experience of displacement and of

er narrative voice oscillates

fragmented identity. Therefore, h
between “we”, “T", and “you’
e no longer enter forests in the

| am saying to you that w
mythic sensc. We no longer enter the universe of women,
cither, we no longer have that feeling of an adventurous

entering, of a process that could produce unbearable frights

(Adnan 18).

Indeed Adnan's hybridity is at the heart of her diaspora

. She says:
a French man In

There is unity in some people’s lives ...
Pans watches French variety shows. To my life there IS noO
such center. | borrowed the French language, borrow their
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city, buy Yugoslav shoes, Scottish Cashmere, sweaters
Italian socks (33). : ,

For Adnan, writing is a willful journey toward the center
ending 15 some sort of homecoming. Home becomes the
physical space from which one is initially dispersed, but she
creates the world for herself This world exists, in her
writing. For this reason, Adnan’s books are her home

(Adnan 111). She tries to bring the diaspora from the
margin to the center.

Therefore, Adnan opts to use the epistolary voice
throughout writing the nine letters. By adopting the
epistolary voice, as HR. Hegnauer illustrates in "About",
Adnan reads the figures of landscape, nation, art and street,
as easily as words in a page. In these letters, she draws
graceful connections between these elements, showing her
readers how to find the essence of country in a Cezanne
mountain. She makes them understand diaspora by
contemplating the composition of a buffet. She writes “I’m
obsessed by what Cezanne and Picasso can reveal about
women, about the way women are looked at” (Adnan 22).
Throughout adopting the epistolary voice , Adnan writes to
articulate the painfully disorienting experiences like
diaspora. She says “I feel that I haven’t settled anywhere,
really, that I’'m rather living in the world, all over, in
newspapers, in railway stations, cafes, air ports...” (Ibid.
111). According to Ouyang, she narrates the nine letters to
bring cohesion, coherence and structure to fragmented

memories (82).
In Koolaids, Alameddine chooses a stream of

consciousness voice in order to tell the story of his novel.
This mode of voice, according to the article titled "Stream
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ives the narrator’s perspective by

- . nessn g
of Con.scmus,-eplic’ ate the thought process of the narrator.
ng to hat the character encounters, random

attempt! ol t
muli _ :
Any scnsoga:“might pop into his head , all this ig
thoughts od into the narration to create a story that allows
t ’s head . This is clear

o need right now. I can’t think straight
Time. Tm;es:o :;ga;;t have said that. 1 try never saying %he
anymore. bt Let’s say 1 can’t concentrate. That describeg
word Sgﬁ;ﬁn ent accurately. 1 can’t speak English anymore
:;t);lg:e Really I can’t think in English. It’s back to my roots,

[ now think and dream only in Arabic. I haven’t done that

for the longest time (Alameddine 1).

t, the narrator gives a true picture of his case
narrator is impacted by the AIDS

time gets very confusing.

In this segmen
to the reader. The

epidemic, and for him,
Koolaids fits many of these criteria but takes the notion

of a stream of consciousness to a new level. It follows more
than just a team of characters. In this novel, Alameddine

includes a numerous characters that are connected through a
series of short narrations. There are the identifiable main

characters, Mohammad, Samir, Samir’s mother and Kurt.
Their narration seem to be laid out sporadically because
Alameddine alternates between each of them , and they are

not given in chronological order.

Mohammad is one of the four main narrators in the
novel. His narration is the first of the four that the reader
z:l :Eunters him in the beginning, and also the last of the four

¢ end of the story. Mohammad, Samir and Kurt opt to
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use the first person point of view. The i

grounds and religious identities . Ado);)thiz;etgf%;:? t ::::1;
point qf view gives the reader a senge of confusionp This
confusmr}, according to Corinpe Blackmer's "i{abih
Alameddine: The Art of War", makes the reader realize that
each character represents a different facet of one overall
Lebanese perso_nallty. This litany of perspectives tends to
cater to the cynical American view of the Middle East.

Mohammad’s first person narrations introduce his
sexual state as a gay character that uses his talent to cope
with the war and other conflicts that he faces in life.
Mohammad is the only narrator that directly communicates
with the reader, allowing the audience to assume that he is
the backbone of the novel. For example, there are several
instances in which he talks about wanting to write a book.
He says, “When I first started seeing my friends die, I
wanted to write a book where all the characters died in the
beginning, say in the first twenty-five pages or so”
(Alameddine 18). Through this quote , the reader can infer
that Alameddine created Mohammed as a character that is
somewhat in his image.

Samir is also a gay character. Through his narrative, it
seems as though he is focused on his individual identity, his
prized national identity, and finding the meaning of his life
and life in general. Samir’s mother is a Lebanese woman
who lives in Beirut, and whose contribution to the book is
her diary entries . Though she remains nameless, one can
assume that she is Samir’s mother because of the events that
she addresses in her entries, and the countless times in
which she refers to Samir. Her story is one of the few that
remains in chronological order. Her main focus is generally
on the violence, death, and war that affect her and her
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tl,‘rm;]g r:cters that appear everytime, Arjuna, Krsna, Eleanq,
six cha it. Krishnamurti, Julio Cortazar, and Tom Cryjge
Roose‘éﬁa;a cters that are seen in these dialogues are Jegyg
1(\)42;2 Dennis, and jalaleddine Rumi. The main' theme oi‘
each of these dialogues 18 the search for the meanu‘l‘g of life
Before each dialogue, the .same phrase appears: “An hoy;
[ater, Arjuna and his charioteer, Krsna, on the _bameﬁel d
They are now joined by Eleanor Roosevelt, Krishnamurt;,
Julio Cortazar, and Tom Cruise, who looks a little 1gg¢»
(Alameddine 37). These c_:haracters 7share the fact that their
ted by either AIDS or the Lebanese Ciyj)

lives were impac
an understandable reason fo;

War. The novel does not have . .
having multiple and often unidentified narrators. Thjs

conforms the novel’s theme of chaos and the loss of identity
experienced 1n modern Lebanese society and the Sap

Francisco gay community.

The novel offers narratives on an inadequate
representation of the realities of AIDS and the Lebanese
Civil War in the mass media. Alameddine writes these
narratives by citing fictional examples told from the first
person point of view on the exploitation of the sick and the

—
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disrega{d for human life_ ix} war. These examples reflect the
insufficiency of mOI?OllthIC narratives of AIDS and war,
Mohammad and Samir’s perspectives seem to be the novel’s

twinned center of consciousness, ang contribute to the
polyphony of the novel.

Adnan and Alameddine's narrators are an intradiegetic-
homodiegetic narrators. On the one hand, Adnan makes a
connection between place and women, Throughout writing
the nine letters, she conveys her judgements, pleas and
information about each city she travels. Mary Layoun states
that, there is also a kind of transient and intermittent
community with Fawwaz, the addressee of these letters,
who make up this epistolary text. Through reading these
letters, readers realize that Of Cities both underscore the
urgent need and desire for home, for community and for
belonging (199). On the other hand, the several narrators in
Alameddine’s Koolaids share the fact that their lives were
impacted by either the AIDS epidemic or the Lebanese Civil
War. These narrators tell their own stories and switch
between memories of their childhood in Beirut and their
new life in San Francisco.

The fragmented narratives in Adnan and Alameddine’s
works contain many embedded narrations. The nine letters,
in Of Cities, include nine embedded narrations. They
classify Adnan’s travel in each European city — Barcelona,
Aix-En-Provence, Skopelos, Murcia, Amsterdam, Berlin,
Rome — and her arrival to Beirut. Each embedded narration
narrates a different tale and reveals Adnan's meanings of
womanhood, its definitions, manifestations and practices,
and its relationship to manhood and humanhood historically
and geographically. Narrative mobility is the core of the
nine letters, as intensified by Layoun:
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could manage to grasp some aspect of the women’s
question. ... In Marrakesh women carry their social status
much more than they carry their “soy]” (2-3).

Adnan points out that the poor women are embarrassed, “as
if they had to justify their existence” (Ibid.), however, the
rich are invisible in their cars or homes. The great difference
among women in these two countries make Adnan write a
etter on “feminism” to Fawwaz,

After that, Adnan tries to look for a response to her
question of “women’s problem”? What does it mean? How
is it experienced?” (8). She realizes that “It’s a problem of
liberty. It’s personal. It’s social. A secret problem, and a
problem of society” (Ibid.). She goes to link between
women and the city, by giving another embedded tale. She
gives an example of a gYpsy song from a woman heard in
the street. The woman’s song was “a real flamenco” and
“everything about her and around her, was poverty” (9). She
discovers that women in this city “didn’t have to be
considered beautiful to dance in the street,-...- they were
free” (10). At this point, she draws another comparison: “In
an Arab city, in Beirut for ¢xample, young people ... would
have said cruel thing. “You’re too fat to dance”, ... “you’re
too old” ” (Ibid.).

In addition, men from Arab countries do not accept women
who express themselves with their body in public.

The framed narrative of the second letter, "Aix-En-
Provence, Monday July 231 , 1990", discusses diaspora,
which is linked to womanhood through the paintings of
Cezanne and Picasso. Adnan presents  Picasso’s
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S ’

s that this metaphor works on multiple
g\tﬁ‘: gf ae:spolziation. At the outset, the Spgnish buffet Serves
as a symbol of Spain, thc_: country Picasso 10§t in his
diaspora. Since Spain, both in name agd cqncgpt, 1s defined
as feminine in Spanish language. In this painting, woman is
a metaphor for homeland. The shift in Picasso’s paintings to
women instead of men as an objects of mediation confirms
to Adnan the association between women and home,
therefore women and the loss of home. When Picasso paints
in diaspora, he paints his diaspora and turns himself into the
object qf his art-woman. Women are , therefore, powerless

and their role in writing, as Adnan sees it, is similar to their

mal
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Narrative Representations of War Diaspora in Selected

place in paintings: they are the object not the subject (73-
74).

Through this embedded narration, what Adnan sees in
Picasso's Vauvenargues Buffet is precisely her own
diasporic condition and practices. Ouyang asserts that:

Working outside the confines of tradition, whether social,
cultural or literary, Adnan is freer to roam, both physically
and intellectually; to find a definition for herself as a
woman; to find her own literary expression; and to find a
home of her own, as her paintings and, ... , her writings tell
us (75).

Adnan has turned her diasporic self into the object of her
works. She writes mainly in English about her wandering
and homelessness both as an Arab and a woman, and makes
the Arabic language the object of her art.

In the third letter, “Skopelos, Saturday, August 19"
1990, the framed narrative implies that the time and place
of “a lost paradise” (Adnan 33) is impossible to return to.
Thus, in this letter, Adnan revives the meaning of “home” .
Layoun comments that “if the space of Beirut — as — home is
at the far side of a tremendous temporal gap, so too is the
experience of a mother’s tongue out of reach” (178). Adnan
gives her embedded narration to search for her mother's
voice:

I went to Greece, after so many years, partly, or perhaps
even mainly, because I was looking for (and am still looking
for) the voice of my mother. I have lost the memory of the
voice of my parents. I went to Greece hoping to hear the
Greek spoken by my mother. I listened closely, and it
seemed that no one spoke the way she did. I was telling
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In the next four letters, Adnan's embedded narratiopg
reexamines her ties with Beirut and the historical tieg
between Spain and the Arab-Islamic world. For j

nstance, as
Adnan writes in the fourth letter, "Murcia, November 10"
1990:

Spain descends toward the South, and in the landscape,
Arab castles follow one after t

he other (chimerical castles),
ochre, in ruins, tenacious and crumbling, like everything
that is Arabic, The plain shrinks, the high peaks stand on
each side with miradors still standing guard. These
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Narrative Representations of War Diaspora in Selected

witnesses to civil wars of Arabic Spain make me think that
nothing can destroy an Arab better than another Arab (49).

While Adnan presents the role of women in Ibn’s Arabi's
thought as a framed narrative, her embedded narrations
reflect the war against Iraq. The other embedded narration
tells the tale of the white pigeons and a little girl who feeds
seeds to them. This scene aroused in her a sense of pain. She
felt that Arabs are terrorists, not in the political and ordinary
sense of the word, but because they carry inside their bodies
all the deep troubles that befall their countries.

Adnan's embedded narration in "Amsterdam, Friday
November 30", 1990" introduces patience as women's
vitue. In "Berlin, January 28" 1991" the embedded
narration covers the Gulf War in Iraq, by which she links
the contemporary history of Iraq to world events. In "Rome,
February 19", 1992", Adnan makes her writing look like "a
sort of diary" (86). According to Ouyang, Adnan does not
take the whole of Rome with a single glance. Rather,
Adnan's embedded narration introduces the stable and the
fluid, in Rome, the past and the present, and monuments and
the street. For example, in "Rome" the place of woman in
Christianity is  scrutinized through Michaelangelo's
paintings. In addition, Rome reminds Adnan with Beirut and
the entire Mediterranean culture (83). Roman ruins in tumn
remind Adnan of Baalbek and Syria as she writes: " lived
again my childhood's visiting sites like Baalbek and the
Crusader's for tresses of Syria. We bring all our perfect
innocence to these stones!" (Adnan 93).

Along the nine letters, Adnan remembers “Beirut from
time to time”(4). For instance, in the first letter Bill Osborn,
Adnan’s friend, tells her that “he’d left New York because
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As the narrative unfolds, Beirut is the “lost Paradise” th
embodies all the ugliness of the Arab world, as we]] as the
potential for its destruction. Adnan longs for the City in its
days of glory, between 1925 and 1975, She realizes that the
ideal country 1t symbolizes no longer exists. As a matter of
fact, Beirut can no longer be home to her, for one thing, the
city “which is by excellence a woman’s place, has become
the exclusive domain of men” (Adnan 80).
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Therefore, Adnan ends her narrative with unplanned
letter from “Beirut, August 7", 1992”, in which she recounts
her experience. The framed narrative is the funeral of her
close friend, Janie Rubeiz. In this letter, she bids farewell to
the Beirut she remembers as she says goodbye to her friend:
Beirut and Jaine become one. She ends a paragraph on
Beirut with the sentence, “one cries over the ideal country.
The tears I'm having over my friends death make a screen
of light which hides her image as well as the city and its
problems” (Ibid. 106).

Adnan’s grief over her friend’s death is framed her
grief over the entire Arab world: “on my dead friend’s frail
shoulders, encroached upon by disintegration, I place the
Arab world’s destiny whose apocalyptic future we all seem
to know” (Adnan 107). When she speaks of Janine’s death,
it is as if she were speaking of Beirut’s death:

How can one ask her to come back, to rebuild herself, bit by
bit, somehow or other, like the city is trying to, ask her to
participate in our little occupations, ask her not to wall
herself in this starless world, this waterless ocean, in which
she went for ever, there where may be nothingness itself is
no more. We can find her nowhere, on no continent, no
space, no boat, not even beyond the visible world (Ibid.
108).

When she decides to leave Janine behind “in her dreadful
last resting place” (Ibid. 113), she also bids farewell to
Beirut.

Syrine C. Hout asserts that Koolaids’ content contains
an endless critical process and is rendered absurd through
irony and parody. Thus, the text is not about the Lebanese
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The reason is that the writer wrote "much better than I ever
could, in the thirteenth century no less" (159). Alameddine
discusses the idea of the living dead. In one vignette: “Brain
stem, you say? By that definition, Juan should have been
declared dead long before he even got to the hospital” (95).
It is about an AIDS patient with a brainstem issue. In
another vignette, a similar scenario comes up. “Kurt was
snoring. I sat next to his bed. I did not want to disturb him.
He looked dead already. He opened his eyes suddenly”
(159). In these two quotes, Alameddine brings up the idea of
death as a subjective topic. In a way Alameddine lets the
reader to decide what death means scientifically and
emotionally. Death, in Alameddine’s eyes, is not something
determined by doctors, but can come sooner and often does:
“Death comes in many shapes and sizes, but it always
comes. No one escapes the little tag on the big toe” (1).

The sexual relationships that dominate the novel are an
indication of the embedded narration. The sexual scenes are
framed by the war in Lebanon and AIDS in San Francisco.
The first sexual experience that is introduced in the novel, is
about Samir’s loss of virginity. It is not only graphic but
uses language to illustrate painful sex. In the garage of the
apartment building, described as “dark, damp, and putried”
(Alameddine 15), and Samir “felt a wet finger penetrate
[him]”. Georges tells Samir that “he is a natural” and Samir
repeats, “I like it. I try to help him, but it gets too painful”.
As Georges climaxes “the sound of gunfire erupts again”
(Ibid.). This scene presents the image of a boy living
everyday life in a conflicted environment. The author’s
statement, in this scene, is about gay sex being unsafe at this
time, like dodging a bullet. Survival in relation to the
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Narmative Representations of War Diaspors in Selected

ussion illustrates the domination of the disease on
daily life. Furthermore, it shows how the outside community
cannot understand the struggles of a gay man with AIDS,
even when he attempts to make it very clear. Therefore,
Alameddine tries to make his reader familiar with this type
of persons: “‘sex is the last refuge of the miserable™ (176).

As death embeddes many scenes in the novel, art
occupies a large portion too. Art scenes are framed by the
struggle with AIDS, a community, and the search for an
identity. The artist believes that, in order to be remembered
you need to leave something physical behind that will be
protected or kept. For example, in one segment, Mohammad
says "I tried a portrait of Juan, who had just died. ... I started
another painting, a portrait of Steve, who had also just died”
(Alameddine 140). By painting people who have just died,
the painter is preserved the subject. Regardless of the
quality, the painting is a tribute to their memory.

In another segment, Scott acknowledges this ability in
art and asks Mohammad to use his ashes in a painting
specifically “he wanted to be immortal” (Alameddine 103).
He realizes that people will look at a painting of him and it
will most likely be appreciated and never destroyed. Art is
also a part of Kurt’s death scene. When Kurt asks
Mohammad to take his paintings, because he "can't take
them on [his] trip" (Ibid. 160). Both Scott and Kurt believe

that art could preserve them.

Another vignette related to art takes place when
Mohammed’s father asks him to show his paintings. He
looked at his copies and said: “this is good, but how come
you always draw the men? I think you should draw some of
the women as well. Come back and show me when you

Faculty of Arts Journal 13583

CamScanner = Wigs &> guadl




/ i " 29 °llllnm ‘\lyn
men” (Ibid. 49). Mohammg . ™

e WO
e and eagerly draws a copy 0‘1. f°“°ws

doesnot know how to draw the fa OYa'g
dag tO 1M nd then retun];s to show b %: ang
@'d?ther slaps Pim becausg the face joq her
His 18 s mother. Mohammad is called a pery, rth likg
age seven for his attelfﬂpt to repllcat.e  Paingj, ¥ hig
famcr l?its ogwn concepts of reality to create his artwg, '8 anq
using : ting sold for $300,000 and was titled My Motheater
his pa de Maja. Alameddine presents a character yp Fay
the Nu it his own but his father rejectemz?s
0 this scene, 18 used as a framed narrative, While tn.

hows the acceptance and exclusig, le
n

society.
f the major embedded cultural referenceg in g
se HIV/AIDS. Almost every charactey -
e story is related 1O the disease in some Wal; :
Alameddine’s characters consjtantly refer to HIV/Ame
related terms and the disease 1tse!f thrgughout the nov
Sometimes it is slight and other times it is quite ObViou&t .
The first reference to HIV/AIDS is a “KS Lesion™ (g
which is a Kaposi’s sarcoma Lesion, and form varigge
places of a person in a later stage of HIV/AIDS. The lesions
are most visible and recognizable on skin, and therefore
give away the HIV/AIDS status of the person who has them,
Other HIV/AIDS vocabulary used throughout the novel are -
CMV retinitis (Cytomegalovirus retinitis), in which the
infected person loses his or her eyesight. One of the
narrators refers to this condition when talking of his friend
who was an artist who stopped painting due to CMV
I
2 KS Lesion: It is known as one of the AIDS-defining illnesses in the 1980s. Itis? |
cancer that develops from the cells that line lymph or blood vessels. :

One 0
novel is the disea

rts Jmlrlll

— 1354 ...—-.Flculty of A

CamScanner = Wigs &> guadl



Narrative Representations of War Diaspora in Selected

retinitis. In this reference he describes the condition by

saying that his friend “couldn’t see worth shit due to CMV
retinitis” (Alameddine 10).

War becomes a framed narrative in many segments of
the novel. In these segments, the embedded narrations cover
the self-awareness of HIV/AIDS, and the ignorance of
HIV/AIDS by American society. For example, after an
incident involving Christopher, who is HIV positive,
sharing his food with his sister sparks outrage. His brother-
in-law, Dennis, becomes very upset and accuses Christopher
of possibly infecting his
sister with HIV/AIDS (Ibid. 108-109). In response to
Dennis’ anger Christopher’s partner, Joe, makes his position
to Dennis, possibly very clear, “Neither Christopher, nor I,
are here to be your HIV or AIDS education service” (Ibid.).
Alameddine wants the readers to realize that the
responsibility of being informed about HIV/AIDS is your
own. Although Alameddine does not provide anything on
the prevention of HIV/AIDS, the inclusion of HIV/AIDS
vocabulary allows the reader to be exposed to the reality of
the disease. Alameddine’s approach is to intrigue readers to
learn more about HIV/AIDS by not explaining everything to
them. He believes that by planting curiosity within the
readers minds, they will seek the knowledge.

Another embedded concept about HIV/AIDS
throughout the novel is the ignorance of HIV/AIDS by
American society. There is a mock Walton scene that
illustrates that concept. At first, the narrator says “I love
you” to all of the characters who already died. Then he goes
on to talk about a movie called Longtime Companion, that
he believes it was a joke, and “could have been called The
Waltons Do AIDS”. The movie is unrealistic and all the
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home, each with its own charm, yet it is the pine trees I
miss. ... I do miss the olive trees, and I do miss the oaks. I
do miss the cedars. However, it is the smell of pine that gets
me. It calls me home (Alameddine 83).

In another segment, the nameless narrator declares:
“Lebanon is a piece of land ... but it’s our land, our home
(even if actually we are not living there). It’s our Sweet
Home, land we love it. So we are called Lebanese” (183). In
both segments, the narrator remembers Lebanon and

laments it.

On the other hand, critical memory is exhibited when
Mohammad declares that he hates his sister’s cooking
because it “reminds [him] of home” (Ibid. 17). Later,
however, when she “talks to [him] of home”, he insists that
he is in ‘home’ (Ibid. 212). Although Mohammad insists
that his happiest day was when he became an American
citizen and tore up his Lebanese passport, in his last
moments he curses Lebanese and Americans alike. Further,
he expresses his diasporic mood as follows:

I tried so hard to rid myself of anything Lebanese. I hate
everything Lebanese. But I never could. It seeps through my
entire being. The harder I tried , the more it showed up in
the unlikeliest of places. But I never gave up. I do not want
to be considered a Lebanese. But that is not up to me. ...
Nothing in my life is up to me (Ibid. 243-44).

The embedded critical memory is framed by incidents
related to AIDS and War.

In another face, according to Hout, Alameddine relies
on the modern communications, particularly the internet and
e-mail, to create what Benedict Anderson terms “long—
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Narrative Representations of War Diaspora in Selected

series of short narrations. Their narrations are not given in
chronological order, in order to increase a sense of chaos to
the novel.

By applying the narrative level, Adnan's narrator, Etel,
is an intradiegetic homodiegetic. She conveys her
judgements, pleas and information about each city she
travels. In each city, she narrates a different tale framed by a
description of this city: buildings, trees, streets, museums. ..
etc. The embedded tale of each city reveals Adnan's
meanings of womanhood and its relationship to manhood
and humanhood historically and geographically. Like
Adnan, Alameddine's narrators are intradiegetic
homodiegetic. They share the fact that their lives were
impacted by either the AIDS epidemic or the Lebanese Civil
War. These two fronts become the framed narrative to the
whole segments of the novel. Each vignette contains an
embedded narration, discussing sex, death, art ... etc.

In Of Cities, the narrative of the nine letters contains a
unity, both geographically and historically. Adnan gives an
integral and integrating history to the different places of her
wandering. Unlike Adnan, Alameddine's Koolaids is a very
complicated novel both structurally and stylistically. It is
divided into a series of vignettes that are presented in a
disjointed manner that serves to reflect the great chaos
brought by the Lebanese Civil War and AIDS epidemic.
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