


Slasd! sadate &y g i P
"C" >,

p‘&cwu\ puJ Q’A-\ “)\AY\@ a4
MLAY\QU‘,«A;L&'Y\JU\‘ Bl Wodai




. (2025 glea) 1 suadl (16 wlzbl - Leall dlxa

el

Glawdil) sadia 4y giu Ciual dlaa

" C"adlaa

— Al = Sl (gt (o2 o e sl




dlaylgoy pid) by

o s G 4 3 23 Vy Bealally 3 S Slalally 263V Sl 5 Adian Lole Al Ll
J

Al Al e L) 3 e e e —

AVl s dlly Bl SULL S L -

Ao Y1 F B al) Bl e JUiell gl o a2t sy 35,0

Lede Oyl 2g3 YN Ly 2l Alomeold 2ol Sl lly gl wiad —

Al Galall 2l B b e Soul] Bl wad

A4y oo ks LA 2eld (39 (15) o> (Traditional Arabic) Lz LS| o5 —

Bl Sl Sl s B Y1 AL SLdSdly Sldlaally ol adl o dlels &gl 4l o5 -
10y dis L el (39 ((12) o> (Times new roman) L2 i.; 4l

APA Cilulaa b Je V=Yl talebl 055 -

o 15 ol Yy Olis 08 o Eod) o 2 Y -

Syl i 0T LS oS Sy T e Bgtes g Adly (sbol ST e i 3p2all Sl -
Agdy 8 OllaeY sk

) 58 Jsianall el

o) Gl 3L



A

IS4

2025 ylsz 1 oaall e juslidl o

C)La.,a’?;‘:“ 23)a%e xg.}..w ua ﬂé
nw C n .'h’

A = e dnoler o s
22 gy b O e g
www.asjp.cerist.dz &3, JSI¥ Ayl 3 b e
AR s dadler
www.cuniv.tissemsilt.dz : 3 o FSIY
EISSN 2602-6376 ISSN 2170-0931

riload) pdy

-

Al e pens >

:J.J%.:J\ R Jj}m.d\ ﬁu\.a.s\

el glaas > J

APl )
A

,.,\.:,faj Lﬁwf .o

Ll oy Sl
W Jlee 5 T (Ul sl s J el e @de 5 T AN =2l 2 A

o Sjg.wﬁ 0 cgﬁj Glans > 8l (,.,,»\5 0 (e J.xﬁ 0



2N \ﬁ}’ﬁa
8y Olorye
U= jlee

) Ao

Ot - e mglas s izsw tle ol e s AR - AL ey .0
ol 2l by s s Tz ey ol (Jesletl Gy 0 Tepdl e =)
KV A N | 3! Y IR N Py PV e

Hieodal) A

s ctLp sy - RUEIY AR =2l RPN cL}BUT\ it YL ETCH WNUNO 3 P PS o0
(83 grumns S;Mf 0 (ygdd (3 sdn .7 ol iy szl gsbda Pt iS)s a0 cL”ng.) oy
Cj.:.é..s.i AF by a1 ke Ols3 N NAT Sless .2 A Ogast Ay, o als sz& o S0
daslr o0 3y pdo ] NS Objs .2 AIPs e S s leow.s e wws s (Dgas
s (Byguaiadl daslr e ¢ S e o Jﬁgﬁ Sl e e s s g tu s (Bl
Gabo 5 T 108N sy N dmalodl o aay aaT s e (elilb dmelr e Ol JLST e
Sls > T b (pbls ped dmelr oo (Jsil 1l (03 g1l dmelr e (W
danlr b sk ez s T plals i dmslr 0 Ll s T OV ag daslr 6 (g
PN T T ST U WEN B VI NP D VR NS IO PSIE N (A P L s B
Q3B Ol Amalr (S et o tpiliies Baalr e Bl ileas 5 T gy 5
o (Salai > Jeaks cg&ﬁawam\zwub;ggjfub;&k.s (b g 22 el
e e Sl gagy T el e @Y s T e e LT (sise D T icaws
@ (o 3 pldl e By s (e OlE e L;_ML,,J D
cL})/\.}.-\ S . ¢ sl s . | L}\,\.g)\ s
o) Al e Oleoy dale s LAl wle Ws S s ¢ pddl e 5, ST s 2
S0 (o) 2913 o g c‘cy:d\ il g s (e A s T Ol olke s LT 1oyl Geuds

UNIVERSITIE PAUL SABATIER TOULOUZE 03. FRANCE: CRISTINE .ule Ly,s
Mensson



sdall 45

1Side ALl

S8 Sdzxie sdeg i dlmay — (SOoge LS— Hlaall AUza @Sle Jas Axdll g aay
Lialall e e Legitag Loy8 Aegazma Lelibs (3 Alal> (Jo¥ suadl  pdie alud! ulzd
08,0l allazll ggylall g I Llaally aoslsll (o Loy Lids Jolils (&) c2eeps€Y gl
el il

e Ayl 51880 (855 AMBL cnS Al AL e Ak suadl L (rasay <aBsal
bty (Ogilally ot dedd (Gt c¥lma (3 lds clindl el elad) Gaadl o
o9 AU L yall AgilmiY) Lo Slalll Calis olukss Lapdy (g laia¥ly aliaii¥is
el Slazmsy adloll Slaste ae Lrseal 0lzn &) ol

obsdl Usls (e S Jlesl (o diasasy Lo g (Lols Lallbs sasdl lda Jle vy Ly
Sty s ¥ pen e Layms Azmell (dall slaie¥) Gos e musly Juds 3 cdmyls o9
Wjlate Ago9 Aol Adyme by 3 palud 559 laay Cainy Jlae S8 (g las! 23K (o Aialall
Aslzely 39alls SN gy dai I LIS oo pllass

J.::A\ 55 gl



Sdall g

EES A b..b,ll PER

sdall 4l
* dezmel (lude g

o SIeball Ganslel § gomill Gl 1 L
Lagaud! e laad Slulyudly Ao padl 2alll 308 uadll dasle- Julidl dema o by

raty Glegisgag G| il 28N aedl adlel 02
Sl luali (bl S gl Aaela- oyl e g A ogdl ($¥sa

2025 305 son raa oLl Gulpall il "Bariad § gl plaai |
Al cdiannts g yiigdl gy o el Arala sisd gy

c3a1 ooludll dgyall slole wie ozl Jaglal! 04
ol 2cida (bl ol desme danle- Ampus e zl>

- Lol bty ddl clunatie (1 gerud o wis g3yud! oyl 05
Sl Bl e oy el S L1-Bai Sile

85-73 — W’ ol 06
Shadl i gzl guiols dasle- aSde il slac (o

so.06 (L g SLaiS ol i) Slossadl gy oM g1 oo Aebasdall dinall |
Sl ol eads (nl Al ks dea ]

109100 — a1y Jguo¥l— (aydigll dilaie § deeadd! ol izall 08
il disaints gl (g (o e kot Brala- Gy 9yd 3 ]

110110 - ygeaill Al Jo "BoiSla gl ¥ Acdloms dulys — Hgalll Adadll el 0
Sl ol aaladl 341l dbs Lilsgs
cad e i pguailly Gled! o Boguall A2

133-120 - ] 10
S ks cogds ol Anales pead! Ghopels 2/ &ssi pualy 5 b

14134 zikes & 8elyd BLAUN uuddl 3] 9illl Gauddl (pa piolall yall gudidl calladell g3 »
Sl old] Bdigdigy cdipd Aaladl S A3l 2L s

s1as o syrail izl ;SUa st sl Jasill Aglnag 2ya il A,USI| N3 i
SRl Ogals ol Arala b gagemae 50/ W golee b

166.159 glalll 728 (LS M5 (e Budpiall O3S 0a)STl e 394 13
Sl b (Ogels ol Aaala- dezme Crusely 3.

183167 Bleidly ¢ 1,all o pa,SI1 01l G pobiall Jaall (g3 Bl 14
S s il gm0 el Aaalas liope Bogaus .o

167184 "3 gail dawgie Jo¥1 dudl” sl eelad 3 diaddl Laslpidl auleld 15
Al Bl il st g olrdl 3SL1-aebols bogans

10198 Ovedall ylas &g (0 Agpaseil] Ayl deadl (g LB Hguad Ggius 16
Al - 2- Cadaw b lis (Al deme Aaala-deddad Jligb .o

18211 el s dazmag ind Plo i polall EN! Goyull § wpazmidl] yallas 17
Sl BuSS 1955 gl 20 dasla- dasyds Siwises

231910 oY @ SO LAl § @Sl sl cadlal o 18
P Cliands g pidsll g o el Aralas ez Bylepegy 50/ ¥ Alas Gaegs b

Einfluss kultureller Aspekte auf den Fremdsprachenunterricht Influence of cultural aspects on foreign language
243232 | teaching 19
ZOUIRA Mohamed -Universitat Oran2, Mohamed Ben Ahmed, algerien
257244 Fostering Autonomy in Language Learning through Artificial Intelligence 50

Bensalah Hiba- Ibn Khaldoun University, Tiaret, Algeria




Satirizing American Authoritarianism: Power and the Limits of Resistance in Kurt Vonnegut’s “Harrison

269-258 | Bergeron” 21
Ounis Chahrazad -University of Algiers 2, Algeria
585.270 Suprasegmental phonemes in linguistic analysis 7
Messaoudi fadela -University center of Maghnia, Algeria
Traduire Le Roman Algerien D’expressionFrancaise : Entre Forme Hybride Et Questionnement Identitaire
299-286 | Bousseboua Zeineb-Université des Fréres Mentouri. Constantine 1. Algérie 23
Unraveling Reciprocal Intricacies in The Iceman Cometh and “Hughie”: Intertextual Misreadings
315-300 | Dekkiche Mohamed Amine / Prof. Kaced Assia 24
University of Algiers, Abou El Kacem Sa&dallah, Algeria
Wyl ae Jilad! 3adlad § dulys sadoudl lBdMall olne § gobaid¥l sl,SY! -
330-316 - - = F
Al elaly i Aasla- poe g
Loloiad | Apaitd) Sl o pudaidly Joud! aleza¥l
346-331 diaile S d 'ﬁ 26
Al cdewoudi— o digll (gom op el Arala- wesl gic s
62347 Jsadl 093lally gyslimdl aupdddl Holaia oo darbis Aipy § 3J) -
Al @yt dasle- gude puldll g
176363 Al Aasld (o yS5 1 ol dasdl Jliadd ele] 1sad ) 2ol sl 28
Al Alde (e Aalaigy Sl Arala- i (g og0ndy o
Syt @ ¥elall \Sally Jeal obdi
391-377 f)f'ﬂ ¢ Fplall sl ‘“’f ) 29
Sl bl wlaly ;g0 danlar- oy dazmll e / sl G908
BeeMatal Akt Auolys simydl Ao beadl Sl gl jlas | § sliaa¥l oS00 Siliudas 4 9o gyliad) ellgad | lales! 2lys 30
408-392 2 ¢ S L
i) o Arala- daze W)
Lyl el § Ak & oLl 3,000 281
425-409 3 ysliedl doadl @ A ‘ Sblell 5ylaf adly 5
owigs SUL] g Analan (el pluo il Cals /1 pleas 3
439.426 Exploring the Impact of Blockchain Technology on Modern Financial Systems 32
Djerfi Abderahmane, University of jijel, Algeria /Chaalal cherif Abdelillah Ibn khaldoun university, Tiaret
The reality of the digital economy in Algeria through the study of the information technology sector during the
454-440 | period 2015-2024 33
Kebaili Abdennour / Deghmoum Hichem, University of Algiers3, Algeria
Aoyl alaill @ oreladl g jeill 10% Budons Lasgag Gb) dem gl lidlata 34
470-455 - -
Sl el ) daala-cuad! 5es Byles o 0/ deme iydls
gast - Aadl by @ o Wle e @ Glaamdl sl el
480-471 Soail - Al G‘ o T d® T 35
Pl (el pegs ByBgs omal Aasle -Ogude JLyd 3 /gades pdlegy s
(Aeodall gzl L] @ CeoLl 939 3yl 193 Cw S51) Aaas€ Lagamell § elall 81,230 36
496-481 7 3 ¢
3 5 adady dcaliae d Lo elaoletd!
512-497 s S w{&m etz 37
Al bilge Felisles Aaalo-ady g 3.0/ / joli 39500 5 b
| & I & &loxlt Log &l
528-513 Fgogud! Si908ll da Loy 38
Ahadl capls (Ggls ol Aasla- jee ls)
L>3ga3 09Sy1 dazma piolall | Sl & Gudl cillagd!
537-529 >395 095, molall yall (Sall 3 ol ¢ 30
Sl ks Ogls ool daalx (Glgusy Olgas .o
331 pudadl A0iSalg awdadl (wydl
552-538 ol o . ‘? - o 40
Al oyl ogds ool asle- Aol jioli o 5 T/ dola rus g
s64.553 p13/a7 Oall ) 312/46 (all G Caaidl te Lelgig Wil Bse @ Araladl A5yt oo cuils "
" * t
Pl adsasds ‘é““‘_‘)"""-‘)-” @@= O e a.:.aL"--.La:’-i Aoldgs .o
Phal G Aegenl! Aeudell Baga § odyl Jomill 593
578-565 42

gl ‘L?Lyi daaly (Bgdmt) A%/ uigi  wdliw danls (Fgamtl 2T - Ao jlass [abas Fedgs s b /idalll wie Fpdign s b




Aol il | dpoinll Fedzes (§ oMY Holaill (ro Ooluswiell drelain¥ ad ggud! 590

593-579 43
Sl (939 G Grene 35150 Anala e guga /Sl (guasddgll (g o dea- Al esole
£06.594 S caddl § adW) cilalall 4ad 3§ oyily cnalsll .\.44\.4:.4 Slelpe Tie a4
S guayddoll g o desl-ml) pgarie
20607 (18651864) (5,15l yall cigimdly (gudyall sleai¥l 42 lga @ Bje> o g dams o Aeabuws 45
BIES RPTEIIR-D-PO-POPE-NEA | Galed! 35U JS gule o /ondlze wils 0 b
. bl Jdelatly phadl § eladl Eoxdl u\ﬁ).l.t 46
Al oyls Anels WNAS pind Admle- @y pdila 25 /uemme agall s
Algerian Family Ben Djelal al-Tlemceni:One hundred years of scientific contribution in Fes (10th-11th Century
657-642 | Hijri/ 16th -17th Century) 47
Dr. Saidani Mahfoudh- Djilali Bounaama University, Khemis Miliana, Algeria
665.658 Arab Christians and the writing of Ottoman history, the Lebanese historian Philip Hitti (1886- 1978) as a model 48
Abderrazak Toumiat- Yahia Fares Univercity , Medea, Algeria
Exploring Destructive Patriarchy and Subversive Ideological Forces in Sam Shepard’s Curse of the Starving
680-666 | Class (1977) and Buried Child (1978) 49
Amina Mechta / Pr. Assia Kaced, University of Algiers, Algeria
Rhetorical Techniques in the Treatise on Argumantation (1958) byChaim Pereman (1912-1984) and Lucie
696681 | Olbrechts (1899-1987) >0
Zhor Hameurlaine - Ibn khaldoun university of tiaret, Algeria
The Aesthetics of Time and Place in the Novel The Scent of a Woman by Amin Zaoui
711-697 . ; L X 51
Arioua Mounir - University of Boumerdes , Algeria
The Deconstructive Method in Philosophy and Its Applications in the Arab-Islamic Heritage: Mohamed Arkoun
726-712 | as a Model 52
LAKHEL Hamdi - Mohamed Kheider University, Biskra, Algeria
The Reality of Household Food Waste Reduction Among Families in Chlef Province: An Analysis of Awareness,
741-727 | Behaviors, and Influencing Factors 53

Nacef Mohammed - Hassiba Benbouali University of Chlef, , Algeria




AL-MIEYAR journal - Volume 16, Issue 01(June 2025) - p. 300/315

Unraveling Reciprocal Intricacies in The Iceman Cometh and “Hughie”:
Intertextual Misreadings

Mr. Mohamed Amine Dekkiche®", Prof. Assia Kaced?
tUniversity of Algiers 2 Abou El Kacem Saadallah, Algeria.

mohamedamine.dekkiche@univ-alger2.dz

2University of Algiers 2 Abou EI Kacem Saédallah, Algeria.

assia.kaced@univ-alger2.dz

Date of transmission: 19/03/ 2025 date of acceptance: 19/04/ 2025

*hhkkhkkhkhkkikikkkik

Abstract

This paper dissects the textual relationship between Eugene O’Neill’s “Hughie”
(1941) and The Iceman Cometh (1939). On the surface, the plays seem to have similar
constructions like sharing the same symbolic and decrepit setting in addition to using
dialogue instead of actions to expose the inner self-deception. Nevertheless, the
objective of the study is to seek how the interpretation of each work broadens once
we read it in relation to the other. This happens after revealing some hidden links
between them and reflecting on the very nature of that relationship. In pursuit of such
goal, this research uses Kristeva’s theory of intertextuality and Bloom’s approach of
misreading to delve into the transposed signs in the texts that go beyond the
aforementioned affinities. Actually, although O’Neill wrote “Hughie” after The
Iceman Cometh, the plays enhance each other’s understanding by unraveling the
complexities behind the motives of their characters.

Keywords: “Hughie”; Intertextuality; Misreading; The Iceman Cometh
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1. Introduction

No literary work is an island that is remotely detached from the continuously
growing community of literary and even non-literary texts. After all, literature itself is not
only an art of expression but also an act of communication. It is intricately interwoven with
our inner and outer worlds, especially when we contemplate the depths of our thoughts and
emotions in order to share them and interact with others. Theoretically speaking, if
someone is born and isolated from the world of humans, his or her need to communicate
will be lowered to the ground as both the animate and inanimate objects around would not
respond. In a similar way, the art of writing may not happen and will surely lose much of
its value if it does not correlate with other artistic forms.

Moreover, the need for communication affirms one’s existence and worth in this
world; nevertheless, it may lose its merit if it does not reach the true depths of
understanding. For this purpose, understanding the essence of other people’s expressions
cannot be entirely based on their sheer intentions; it should be taken in regard with the
general context of communication. Likewise, writers should be aware that what they try to
converse is not going to be entirely cloaked in what they finitely intend. Actually, meaning
can slip from the grasp of their authority since it is related to a specific context of literary
production that writers themselves cannot control. Thus, the underlying ideas and essence
of the literary work in this research paper is going to be conceived in accordance with a
larger body of external words and texts that will provide it with more possibilities of
understanding. In other words, meaning is not confined to a certain literary work per se,
but it exists in connection to other texts.

To this end, Eugene O’Neill’s “Hughie” and The Iceman Cometh are no exception
to these textual phenomena, and once these plays are viewed from the lenses of each other,
new interpretations emerge unexpectedly and transcend what could be otherwise read if
they were not brought together. Indeed, the possibilities for meaning in any artistic work
are not found alone within the boundaries of its production, but they go beyond to
encompass its relational and referential aspect to other texts. For that reason, in order to
attempt more understanding of any literary text, it is important to fathom the processes
behind writing; accordingly, approaching literary interpretation from the theoretical lenses
of intertextuality and misreading provides more insights about the relation between texts
and enlarges the scope of understanding both plays.
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2. Literary Position of the Plays

Before daring the intertextual misreading of O’Neill’s plays in relation to each other,
it is interesting to situate them in the literary world first. Actually, “Hughie” is the last one-
act play to be finished by Eugene O’Neill in 1941, but it was first produced seventeen years
later, in 1958. This short work, as O’Neill wrote in a letter to George Jean Nathan, a critic
and magazine editor, was supposed to be the finale of a series that contains seven or eight
one-act plays entitled “By Way Of Obit” (O’ Neill, 1988, p. 531). Despite its surprising length,
bearing in mind that some of the American playwright’s plays like The Iceman Cometh
needed nearly four hours of performance, Bogard (1972) considered the fifty-minutes play
“an epitome of O’Neill’s mature theatrical style and statement” (p. 419). Meanwhile,
Virginia Floyd (1985) judged it as “the finest American one-act play” (as cited in Dowling,
2009, p. 214). This is the least that can be said about such gem that tried to dramatize human
despair and loneliness between two dissimilar characters: Erie Smith and Charlie Hughes.
Certainly, O’Neill (1988) wanted to experiment with a new technique where

the main character talks about a person who has died to a person who does
little but listen. Via this monologue you get a complete picture of the person
who has died — his or her whole life story — but just as complete a picture of
the life and character of the narrator. And you also get, by another means —
a use of stage directions, mostly — an insight into the whole life of the person
who does little but listen. (p. 531)

Actually, although the play is entitled “Hughie”, this character is dead, and that made Erie
Smith so lonely and sad. In his incessant long talk in order to garner more support from the
almost silent night clerk, he reveals the reality about himself at that night. However,
although the new night clerk barely speaks, his internal monologues, which are in a way
symbolic responses to Erie’s long speeches, slowly unpeel his reality as well. In fact, the
technique in this play makes it more suitable to “be read than staged” (O’Neill, 1988, p. 531),
yet this did not diminish the value of its theatrical production since its revival was
successful in America and aboard (Dowling, 2009, p. 211).

Despite the undeniable caliber of this gem, rarely had it been to critics to bring this
one-act play in par with a quintessential work like The Iceman Cometh. Categorizing it as
a masterpiece is the least that can be said about it. This play was completed in 1939, but it
was not originally produced until 1946 because O’Neill foretold in a letter to Dudley
Nichols in 1942 that the play might be misunderstood:
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No, The Iceman Cometh would be wrong now. A New York audience could
neither see nor hear its meaning. The pity and tragedy of defensive pipe
dreams would be deemed downright unpatriotic, and uninspired by the
Atlantic Charter, even if the audience did catch that meaning. But after the
war is over, | am afraid from present indications that American audiences
will understand a lot of The Iceman Cometh only too well. (p. 537)

Surely the play tests the psychological despair of the characters in Harry Hope’s saloon to
the extremes as they find themselves in the burg of the life lies and pipe dreams that they
have been building for a long time. However, the walls started to crumble after the coming
of Theodore Hickman (Hickey), who himself is just another ironic victim of vital lies. The
play is surely tense as it exposes not only the self-deception of it characters but also the
delusions of humanity in as well. Probably this is why, in the view of O’Neill and in the
reality of its relatively moderate success, the audience of New York were not ready for
such bold psychological squeezing. Astonishingly, its revival in 1956 testified its real
triumph (Bogard, 1972, p. xvi) and positively reflected the high quality of the late O’Neill as
a dramatist. After all, O’Neill (1988) expressed his strong admiration to the play whether
it was going to be received well or not by the audience, and he declared his love and pride
in writing this “opus” in letters to family and friends like George J. Nathan, Lawrence
Langner, and Norman H. Pearson. For example, he wrote to Pearson: “I consider this play
one of the best | have ever written. In many respects, it is the most satisfying work of all,
up to that date” (O’Neill, 1988, p. 530).

3. Theories Applied

In order to understand the meaning that springs out of the interaction between
“Hughie” and The Iceman Cometh, it is important to approach the upcoming analysis
methodically. This should be done from organized theoretical perspectives, namely
intertextuality and misreading. To begin with, the term intertextuality was first coined by
Julia Kristeva, but in essence its spirit can be traced in Roland Barthes, her teacher, and
Mikhail Bakhtin. In his elaboration on the notion of Dialogism, Bakhtin (1935) has stressed
on the inevitable connection between texts and claimed that “every word is directed toward
an answer and cannot escape the profound influence of the answering word that it
anticipates” (p.280). Similarly, Barthes (1968) has advocated the decentralization of the
writer as the only source of authority, in other words meaning, in his seminal obituary on
“The Death of the Author” where he states that a text is “a multi-dimensional space in
which a variety of writings, none' of them original, blend and clash. The text is a tissue of
quotations drawn from the innumerable centres of culture” (p. 146). Nevertheless, Kristeva
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(1966) in a way has combined both views and goes further to announce that “each word
(text) is an intersection of word (texts) where at least one other word (text) can be read ...
any text is constructed as a mosaic of quotations; any text is the absorption and
transformation of another” (p. 66). Said another way, meaning in the literary text is not
strictly limited to the specific frontiers of that literary piece, but it is highly dynamic as it
transcends the dialogic aspects and the intentions of the writer in that text. Furthermore,
the array of quotations she talked about earlier is not retained in a solid form, but it is
intertwined with the text and proves to be more intangible and symbolic. That is to say,
“intertextuality denotes this transposition of one (or several) sign-system(s) into another”
(Kristeva, 1974, p. 111). Accordingly, the scope of interpretation and reading, especially once
the vertical axis of intertextuality is considered, can surely be enlarged as the meaning is
present not only within a text but also at the level of the relationship to other texts.

Equally important in terms of theoretical tools, while intertextuality is interested in
the relationship between the texts, Bloom seeks to explain the nature of that relationship.
As a result, he introduces the concept of misreading. In this respect, the terms “misreading”
IS going to be considered from two perspectives. On the one hand, this study claims that
misreading is the other face of reading. In other words, this “non-Bloomian” approach to
misreading suggests that since the literary text is open to interpretation, every reading can
be valid, but it can be both right and wrong at the same time. After all, the act of mis/reading
is a proof to the multifaceted layers of meaning inside the text, for they bypass the will and
vision of the producer of the artistic work. On the other hand, a Bloomian approach to
misreading, according to A Map of Misreading, means that writers are inhibited by anxiety
after encountering or attempting to write a literary text. It makes writers, who are
themselves readers, seek to assert their position in the competitive world of literature by
knowingly or unknowingly struggling with past, present, and even upcoming texts.

This article will not incorporate all the revisionary ratios because of the nature of the
relationship found in the chosen works of O’Neill. It is going to mis/read the plays mainly
under the light of clinamen and tessera while drawing attention to askesis and apophrades
where necessary. Actually, Bloom pairs clinamen to tessera. according to Bloom (1973),
clinamen is a “corrective movement ... [It] implies that the precursor poem went accurately
up to a certain point, but then should have swerved, precisely in the direction that the new
poem moves” (p. 14). In other words, when using clinamen as a mode of misreading, new
texts flow in the same course of previous texts in terms of ideas or structures, but there
comes a moment when collision happens and leads the new text to change direction, thus
resulting something new. Meanwhile, tessera as a related mode of misreading is concerned
with the antithetical completion: “poet antithetically ‘completes’ his precursor, by so
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reading the parent-poem as to retain its terms but to mean them in another sense, as though
the precursor had failed to go far enough” (Bloom, 1973, p. 14). To put it differently, the new
text tries to reach where the previous one could not go any further, hence seeking new
meanings and enlarging the scope of understanding of the previous text.

Harold Bloom has also associated askesis to apophrades as two complementary and
interactive modes of misreading. In fact, askesis as a mode of misreading is “a movement
of self-purgation which intends the attainment of a state of solitude” (Bloom, 1973, p. 15). As
if the writers restrain themselves in their struggle with the anterior texts. In relation to
askesis, Bloom (1973) has categorized apophrades as another mode of misreading that
stands for “the return of the dead” (p. 15). In other words, apohrades is associated with the
writer’s final phases of life where misreading goes beyond temporality since not only the
new text is approached from the eyes of the old text but also the old text interacts with the
new one (Bloom, 1973, p. 16).

4. Intertextual Misreadings

What is remarkable about these plays is how they are entangled with each other,
though each keeps its different identity. Each dramatizes human loneliness, despair, and
pain using different theatrical devices. For example, the amalgam of seventeen pipe
dreamers who keep deceiving themselves in order to survive the harshness of the world
and their failure by relying on drunkenness and fake support of each other is contrasted to
only two characters who seem to be talking in parallel lines, most of the play, while
drowning in their own depression. Bogard (1972) said that “Hughie was left to reiterate
with a difference the themes of The Iceman Cometh” (p. 419). Nevertheless, using the word
“reiterate” is not entirely accurate because that one-act play did more than repeating what
O’Neill presented in one of his longest plays. Inevitably, since this is a study of misreading
and intertextuality, not of influence or source hunting, the claim here is that due to the
interaction of these two texts, meaning and interpretation in both plays broadened in regard
to each other. The transposition of signs made “Hughie” (henceforth Hg whenever cited)
undertakes a corrective movement (clinamen) that resulted in the antithetical completion
(tessera). Consequently, because of the very presence of these two related modes of
misreading, it falls in a state of solitude (askesis) as it reveals that meaning goes beyond
what it obviously state, and this leads to the return of the dead (apophrades) whereby The
Iceman Cometh (henceforth IC whenever cited) itself is going to be read in a new way.
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4.1 Clinamen and Tessera in The Iceman Cometh and “Hughie”

As a first step of analysis in this research, it should be remembered that the gist of
intertextuality is the transformation, absorption, and transposition of one sign system into
another; accordingly, in order to dissect those assimilated utterances, revealing the
intertextual nodes of contact between “Hughie” and The Iceman Cometh is crucially
important. To start with, O’Neill has once again made the theatrical stage the best test
ground to uncover the inner struggle and tortured souls of his characters. In both plays, the
setting seems to be similar to a very high extent. Both hotels remind us of the other: The
one in “Hughie” is situated “on a West Side street in midtown New York™ (Hg, p. 262) while
the one in The Iceman Cometh is located “on the downtown West Side of New York” (IC,
p. 5). Choosing New York in both plays is not accidental because the cosmopolitan city is
a miniature to the world and gathers people from different backgrounds and countries.
Bearing in mind that O’Neill had been travelling from one city to another in the U.S., the
city ceases to be a mere gathering of people; it symbolizes a site where humanity in
concentrated in a small area. Furthermore, the bad shape of both hotels is a reflection not
only to their physical appearance but also to the quality of people inside. The hotel in
“Hughie” is “anything a paying guest wants it to be, a third class dump,” (Hg, p. 262) while
in The Iceman Cometh it is “a cheap gin mill of the five-cent whiskey, last-resort variety”
(IC, p. 5). On the one hand, such degradation is the materialized reflection of agonized
human being whom O’Neill would give us a glimpse to what is happening inside them. On
the other hand, the dreadful conditions in both buildings are themselves symbols to the
broken hearts in the middle of a fancy city like New York, which is itself a reflection to
humanity in general.

Another matching aspect in both works is how dramatization itself took place. The
American playwright used a methodic word exchange rather than actions in gradually
revealing the inner struggles of the characters. In “Hughie”, Erie Smith spent all his time
in the lobby talking to the night clerk and rarely moving while the night clerk barely stirs a
muscle in his chair while listening and occasionally replying to his interlocutor.
Meanwhile, the characters in The Iceman Cometh spent most of their time sitting in chairs
and speaking to each other. Indeed, due to the length of the play, there was a movement in
and out as characters appeared and disappeared on the stage, and almost brawled on certain
occasions, but the main device that led to the escalation of the events happened at the level
of dialogue. Due to this extensive word exchange, characters in both plays revealed what
they probably themselves did not know about their psychological struggles. It is impossible
not to notice their loneliness and despair which are hidden behind self-established walls of
vital lies.
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As a matter of fact, while the setting and theatrical devices used in the two plays
bring them even closer, the subtlety of the titles is a prime indication of the absorptive and
transformative aspect of intertextuality. Both titles are factually about characters that are
yet to come and change the course of the prior events. Obviously, The Iceman Cometh is
about the waiting of an absent character called Theodore Hickman (Hickey). All the
characters of the play were looking forward to meet him at Harry Hope’s birthday where
he used to bring with him joy and throw free drinks to his companions. His arrival used to
be their salvation during those times of inertia; thus, he was important to provide solace for
the pitiful denizens of that place. Nonetheless, meeting Hickey this time brought up
unprecedented consequences, yet whatever happened after he “cometh” to his companions,
the events started to take different directions. In a similar way, “Hughie” is all about the
search of the absent character called Hughie. He is indeed irreversibly gone because of his
death, but later on the course of the action is going to change once he “cometh” not as flesh
and bones but as an “incarnated” figure in the name of Charlie Hughes. Accordingly, in
spite of the absence of Hickey and Hughie at the beginning of the play, and although Hickey
brought calamity instead of the miracle of hope, the titles of both plays imply very
important characters who should be seen as the demarcation line between despair and
happiness in these two plays.

As a result, in order to proceed with this intertextual misreading of the two plays in
relation to each other, what should be stated here is that “Hughie” followed the same course
of The Iceman Cometh to a certain degree, in terms of fallen setting, piercing dialogues,
and subtle titles; however, as the corrective movement of clinamen indicates, O’Neill felt
the need not to reiterate his previous text and its themes as they are, which would otherwise
result in presenting another version of The Iceman Cometh, but to change their direction
towards the antithetical completion (tessera). In other words, the similar elements in those
works should not be regarded in the denotative sense as a material influence of a text on
another. They should be understood in terms of a transposition of a sign system into
another. For instance, despite being demarcation lines, the “incarnation” of Hughie in
Charlie Hughes brought a change towards hope; on the contrary, the coming of Hickey led
to a down fall in the abyss of despair, because the former decided to start a new page of
lies while the latter ironically wanted to close that book of lies and preach the truth.

Furthermore, in this antithetical misreading, some remarkable departures of
“Hughie” from the previous text of The Iceman Cometh can be noticed. Putting the obvious
difference in length of the works and number of characters aside, although the focus on
words rather than actions in both plays is the main theatrical device of unpeeling the inner
thoughts and truth of characters, the stage directions and dialogues are anything but
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identical. In a way, The lceman Cometh is full of incessant din as characters were loudly
announcing their pipe dreams and their implausible plans for tomorrow. Every single piece
of thought and emotion is blurted out on the stage whether it was to express sadness,
happiness, or disbelief. Meanwhile, such maximalism in the play made it possible for music
to be played, cups to be smashed, fights to be sparked, and screams to be heard. In other
words, the play did not have anything to hide from the audience, making the world outside
the walls of that haven meaningless. This play is surely vibrant in sounds inside because it
is meant to be performed, unlike “Hughie” which, as O’Neill (1988) wrote earlier, fits “be
read than staged” (p. 531). Accordingly, silence dominated the play except when Erie Smith
is talking or occasionally making noises like “clacking his room key like a castanet” (Hg,
p. 274). Such silence inside is indeed a direct result of the minimalism used in the play that
was reinforced with the lack of response from the night clerk.

More importantly, antithetical completion can be noticed in the nature of dialogues,
which are presented in two dissimilar manners. While the characters in The Iceman Cometh
genuinely listened and reacted to each other throughout the whole play, Erie Smith and
night clerk appear not to be communicating at all until the final moments of the play.
Bogard (1972) has found dialogue here “in essence two parallel almost uninterrupted
monologues” (p. 419). Smith is absorbed in excessive talking about anything but hardly
thinks aloud; Hughes is plunged in extensive thinking about the outside world but rarely
talks. For the majority of the play, they are shown to be talking but not communicating
with one another. Probably this is why O’Neill constantly refers to Charlie Hughes only as
“a night clerk” and did not even mention his name in the characters’ list (Hg, p. 261),
something unusual for a playwright who always names his characters and defines them
wherever necessary in the character lists before the beginning of any play. Consequently,
using dialogue in two different senses makes loneliness better understood in “Hughie” and
tragedy better conceived in The Iceman Cometh. In fact, the two characters in the former
play are lonely despite their close proximity in space as none is communicating or paying
attention to the other. Meanwhile, the residents of Harry Hope’s saloon embody the human
tragedy of loss and despair, so they communicate their pipe dreams of yesterday and
tomorrow because “no here has to worry about where they’re going next ... there is no
farther they can go.” (IC, p. 25)

Undeniably, this research finds the way whereby characters in “Hughie” and The
Iceman Cometh unconsciously beseech solace and support as the quintessence of
antithetical misreading in both works. Kurt Eisen (1994) argued that the two characters in
the one-act play “respond to one another’s “performing self” (outer) and “perceiving self”
(inner) just as Theodore “Hickey” Hickman and Larry Slade do in Iceman” (as cited in
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Dowling, 2009, p. 214). Such interpretation is indeed valid because Smith and Charlie from
the one side and Hickey and Larry form the other side are opposite to each other in terms
of personality and their roles in the plays. Nevertheless, the latter pair does not seem to be
in utter need for each other, so the claim here is different from that of Eisen’s. The situation
of Erie Smith and Charlie Hughes is close to that of Don Parritt and Larry Slade. In fact, in
terms of physical appearance and personality, the night clerk is not a copycat of neither
Larry nor any other character in The Iceman Cometh; nevertheless, he resembles Larry
Slade to some extent. Although both characters have distinct physical features, except for
being tall with large noses, Larry’s “expression of tired tolerance” (IC, p.8) and Charlie’s
weary smile of “The-Patron-Is-Always-Right” (Hg, p. 263) is a sign of something similar
binding them. They surely have listened to several characters in the past and have
automatically assumed this attitude out of habit. Still, both feigned outlooks, though
assuring and assertive, are fake. They are simultaneously close to and far from the
surrounding characters: close in the sense of a probable need for companionship and far in
the sense of not wanting to meddle with anyone but their inner worlds. In this respect, Larry
better clarifies Charlie’s character traits. They both do not care any longer but keep those
lying looks because people around need to believe in something: for an agoraphobic to be
able to leave the place, for a corrupt policeman to get his job back, and even for a black
gambler to be white. In other words, the image of support is in reality only a reflection of
indifference. As a result, loneliness and emptiness is felt in the joints of both plays, but it
is stressed more in “Hughie”, especially when the characters seem not to communicate
most of the time.

Meanwhile, Smith and Parritt fall in the same circle of loneliness and despair. These
miserable characters cannot literally stand the world without moral backup. According to
what they revealed about themselves throughout the course of the plays, Erie Smith is the
transposed image of Don Parritt in the sense they needed an outsider to affirm their
existence and support their pipe dreams. Smith does not actually announce it to the night
clerk, but Parritt better expresses it when he impulsively tells Larry: “Christ, Larry, I was
glad to find you. I kept saying to myself, ‘If I can only find Larry. He’s the one guy in the
world who can understand—" ... all I’ve been through” (IC, p. 26). Despite this direct plea,
Parritt does not exactly find what he is looking for, but ironically later on by the end of the
play Smith gets what he heartily desired. Moreover, although they were treated
indifferently by Charlie and Larry in their first encounter, as Charlie responded “with a
compliant, uninterested smile” (Hg, p. 265) and Larry “without cordiality” (IC, p. 22), they
could not help but to try hard to amass more support from them.Their need to converse,
despite the initial indirect rejection from their interlocutor, stems out from the inner
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emptiness that haunts them. Nevertheless, they persisted in their quest to found external
support even though Smith repeated to himself: “Christ, it’s lonely. I wish Hughie was
here” (Hg, p. 283), and Parritt announced to Larry: “It’s been lonely as hell” (IC, p. 26).

The most remarkable misreading concerning Erie Smith and Don Parritt is the fear
of ascension, whether by walking the stairs or taking an elevator. This is an important
transformation and absorption of the sign system in The Iceman Cometh by “Hughie”. To
explain it more, Smith “makes a move in the direction of the elevator, of right front —
gloomily... But [he] stops, glancing around the deserted lobby with forlorn distaste,
jiggling the room key in his hand” (Hg, p. 272). He hesitates and expresses his gloominess
only because he going to sleep! No, sleeping is undeniably another form of death, and it is
a clear reminder of Parritt who “puts on an act of dramatic bravado — forcing a grin ...
walks to the door with a careless swagger and disappears in the hall” (1C, 210) in order to
commit suicide by going to his room and throwing himself from the window at end of The
Iceman Cometh. This happens during a moment of extreme despair and harsh realization.
Such scenario almost happened again at the end of “Hughie” when Smith descended to the
bottom of despair and gloomily went on:

But even that ain't my big worry, Charlie. My big worry is the run of bad
luck I've had since Hughie got took to the hospital. Not a win. That ain't
natural ... I got a lousy hunch when I lost Hughie I lost my luck-1 mean, I've
lost the old confidence. He used to give me confidence.

He turns away from the desk.

No use gabbin' here all night. You can't do me no good.

He starts toward the elevator. (Hg, p. 290)

Smith likens the late Hughie to hope in life and the vital supporter of his pipe dreams; thus,
the absence of such a character is going to leave him all alone in face of the harsh reality
of the self.

Oddly enough, in a dissimilar fashion to the continuous apathy of Larry that led
Parritt to kill himself, Charlie Hughes’s sudden reaction provides an antithetical misreading
to both plays. Once Smith moves towards the elevator, the night clerk miraculously calls
him

Pleadingly.
Just a minute, Erie, if you don't mind.
With awe.
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So you're an old friend of Arnold Rothstein! Would you mind telling me if
it's really true when Arnold Rothstein plays poker, one white chip is-a
hundred dollars?

ERIE

Dully exasperated.

Say, for Christ's sake, what's it to you-?

He stops abruptly, staring probingly at the CLERK. There is a pause.
Suddenly his face lights up with a saving revelation. He grins warmly and
saunters confidently back to the desk. (p. 290)

The epiphany, though subtle, saves the life of Erie once this dialogue is linked to the deja-
vu scenario in The Iceman Cometh. This moment marks the climax of the one-act play and
pays tribute to the similar situation where Eugene O’Neill offers an alternative version to
the end of Parritt. As if he wants to say that even the smallest reflection of solace, even if
feigned, may save a person’s life.

This leads to the assertion that “Hughie” and The Iceman Cometh present a
complementary view of surviving despite psychological decline. Such liveliness within the
crumbled world of the plays is made possible with the use of vital lies and pipe dreams. It
is certainly not specific to the aforementioned characters; it is applicable to all the
characters of the plays without exception. Even Larry and the night clerk who pretend not
to be affected and try to “pity” the ones drowned in that quagmire are victims of special
pipe dreams of denial and need solace and support. For instance, although Larry assumed
the stance of the “foolospher” who cares about nothing anymore, he admits his pipe dream
by the end of the play:

Be God, there’s no hope! I'll never be a success in the grandstand—or
anywhere else! Life is too much for me! I'll be a weak fool looking with pity
at the two sides of everything till the day I die!

With an intense bitter sincerity.

May that day come soon!

He pauses startledly, surprised at himself—then with a sardonic grin.

Be God, I'm the only real convert to death Hickey made here. From the
bottom of my coward’s heart I mean that now! (1C, p. 218)

Actually, the inner process covering his pipe dream is not revealed to the audience because
the play is meant for performance; however, although Charlie Hughes did not confess his
pipe dream directly, O’Neill offers wonderful insights on how this process is undertaken
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inside. In fact, the night clerk is anything but himself. Whenever talked to, his body replies
automatically, but his mind is roams the night and noises outside embracing everything
better other than his. He would love to collect garbage cans (Hg, p.271), work in El trains (p.
274), or join a squad of firemen (p. 282). In other words, his mind followed the course of
anything that might make it slip this job that he surely does not like. In fact, the night clerk
realized somehow that escaping reality by imagining outside the borders of the hotel has
its limits; thus, by unexpectedly showing support and initiating communication with Erie,
he does not only save the latter from committing suicide, as argued earlier, but also himself
because he needs to live a new pipe dream without sinking deep in his despair. On the other
side, Larry broke the chain of solace and support which led to two drastic events: the death
of Parritt and the admittance of his self-deception. As a result, O’Neill presents two
complementary and antithetical misreadings of Larry and Charlie. The first one is depicting
the former from the outside while the latter form the inside; the second one is speculating
the consequences of maintaining or breaking the support of someone else’s pipe dream.

In general, both works dramatize the importance and consequences of endorsing or
neglecting how characters desperately cling to the pipe dreams of the past, present, and
future. O’Neill wanted to test the previous idea further by observing the outcomes of
breaking the circle of support/solace, even if it is for a short period of time. For example,
the death of Hughie caused Erie to encounter the harshness of the world and the darkness
of the soul all alone after he had enjoyed the haven of pipe dreams for long with the support
of his late companion. Paradoxically, the residents of Harry Hope’s saloon suddenly found
themselves confronting their past nightmares and present inertia because Hickey, the then
harbinger of solace, has started a new movement of facing the truth of their fallen self.
Consequently, everyone discovered in one way or another that, just like the miserable
hotels which shelter them, they “were forced to deteriorate in order to survive” (Hg, p. 262).
They all succumbed to vital lies and pipe dreams, knowing that it is a lesser sacrifice so as
to forget the scandals of the past, survive the harshness of the present, and hope for a better
uncertain future. Accordingly, both plays end in a renewed hope for the characters who
evade the encounter with reality by all means, as if it is an expression of solace and support
from O’Neill himself; however, they end in a gloomy way for the ones who honestly
acknowledge the bitter truth: Parritt and Larry.

In this respect, the way the elusive connection between “pipe dreams” and “truth”
is transposed in “Hughie” calls for admiration and takes the reader to the other dimension
of The Iceman Cometh. Initially, Erie Smith announces the sad reality of the pipe dream to
the night clerk when he said “if every guy along Broadway who kids himself was to drop
dead there wouldn't be nobody left. Ain't it the truth, Charlie?” (Hg, p. 285). This indeed
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recalls the events of Harry Hope’s saloon when Larry noticed that Hickey “brought the
touch of death” (IC, p. 131) as he preached about the benefits of abandoning the long
established pipe dreams. Also, Erie links the pipe dreams to truth, even indirectly, and this
evokes Larry who famously ruminates about the nature of truth:

To hell with the truth! As the history of the world proves, the truth has no
bearing on anything. It’s irrelevant and immaterial, as the lawyers say. The
lie of a pipe dream is what gives life to the whole misbegotten mad lot of us,
drunk or sober. (p. 12)

The absorption, transformation, and in turn an antithetical understanding of the notion of
truth is sadly presented, although with ignorance, when Charlie Hughes vacantly responded
to serious belief of Erie Smith:

NIGHT CLERK

His glassy eyes stare through ERIE's face. He stammers deferentially.
Truth? I'm afraid I didn't get- What's the truth?

ERIE

Hopelessly.

Nothing, Pal. Not a thing. (Hg, p. 285)

Accordingly, Erie could not explain anything, with his eyes fallen on the floor unable even
to twirl the key in his hand (Hg, p. 285), because it is ironic not to understand the relationship
between the pipe dream and truth. Probably his reaction of defeat is also directed to the
audience and the readers who reacted like the night clerk and could not relate his version
of “philosophy” with that of Larry, “The Old Grandstand Foolosopher” (IC, p. 74).

4.2 Askesis and Apophrades in “Hughie” and The Iceman Cometh

Whatever possible misreading springs out bringing “Hughie” and The Iceman
Cometh together, meaning surely transcends these texts. In other words, in writing the one-
act play with such belief of imperfection, the American playwright realized that state of
solitude (askesis). Even if Eugene O’Neill would have written another work to cover
everything he had in mind in relation to what is discussed before, it is impossible to put all
on paper. This state of solitude before or even at the early moments of writing “Hughie”
led to the resurrection of the dead (apophrades) once the new text absorbed and transformed
former texts, specifically The Iceman Cometh. In fact, if the dead is assumed to return under
the light of this misreading, what is obviously at hand is the revivification of the one-act
play genre. The American playwright wrote such kind of plays during his “amateur” days,
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yet he revitalized the one-act play at the end of his career, as though he wanted to justify
his choice even in those days. Actually, apophrades transcends mere revival of genres or
texts. Bloom has also argued that when it comes to this trope of misreading, even a past
text is liable to change meaning as it is going to be perceived in a new spirit (1973, p. 16).
Such assertion is also a reminder of what T. S. Eliot (1957) famously claimed in his essay
“Tradition and the Individual Talent”:

what happens when a new work of art is created is something that happens
simultaneously to all the works of art which preceded it ... the past should
be altered by the present as much as the present is directed by the past. And
the poet who is aware of this will be aware of great difficulties and
responsibilities. (pp. 49-50)

In this regard, Bogard suggested that “Hughie” is an epilogue to The Iceman Cometh (1972,
p. 418) because it expresses the long play in a shorter period. Nevertheless, although this
research endorses the claim that both works offer better understanding and broadened
interpretation when brought together, “Hughie” fits, perforce, in the middle or even more
perfectly as a prologue to The Iceman Cometh. In this case, Harry Hope would be himself
the night clerk who gathered those useless derelicts long ago with the condition of
reciprocating solace and support in pipe dreams in order to be able to survive as a group.
Whether “Hughie” is the past, present, or future of The lceman Cometh, it undeniably
scavenges the ancient fabric of the latter.

5. Conclusion

The essence of this scholarly investigation can be symbolically reflected in Erie
Smith’s response to the night clerk: “you don’t look like Hughie, but you remind me of
him somehow” (Hg, p. 265)! In other words, “Hughie” and The Iceman Cometh diverge at
some levels like the duration of performance, nature of dialogues, and stage directions;
nevertheless, each evokes the immaterial presence of the other to the mis/reader. What
make these two works responsive to each other go beyond the outward or even inward
similarities because, as the intertextual study indicates, the transposition of signs dissolves
one text into the other. In fact, “Hughie” and The Iceman Cometh can be read in relation to
each other once the theories of Kristeva’s intertextuality and Bloom’s misreading are
incorporated. The two plays prove to be intertwined, leading the minimalistic “Hughie” to
be categorized as a complementary missing episode to the maximalistic The Iceman
Cometh. This labeling does not intend to devalue the one-act because it is clear how each
play offers broader understanding to each other. On the contrary, both equally help to
understand the delusional quest for solace and support in a deceptive world of words and
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pipe dreams. They show the aftermaths of that quest whether they end in success or failure.
Certainly, since the two plays indeed offer a complementary understanding when mis/read
from each other’s eyes, this is a proof that literature does not acknowledge the
unidirectional current of interpretation. By and large, this interactional mis/reading that was
helped with intertextual considerations shows that the quest for understanding and
appreciating a literary text should not be sought only in the targeted texts themselves but
also the in relationship to other texts.
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