De radeloze hoop van een fantast.

De mythomanie van Boudewijn
Buch

Boudewijn Biich. 1948 - 2002.
Foto: nl.wikipedia.org

Gabriele d’Annunzio, de Italiaanse schrijver en oorlogsheld, is bij een groot
publiek bekend geworden door de verfilming van L’Innocente, een novelle uit
1892 waarin de onschuldige baby uit de titel het slachtoffer wordt van een
jaloerse, dominante vader. Als het aan de auteur zelf had gelegen, had hij zijn
eeuwige roem vooral verworven met Il Vittoriale, de villa die in omvang en
inrichting de megalomanie van zijn bewoner verraadt. Hij richtte het complex,
dat tussen de cipressen door uitziet over het Gardameer, al bij zijn leven in als
rariteitenkabinet in de vermomming van een museum, waartoe hij zelfs een
compleet schip de berg op liet slepen. Kamer na kamer is gevuld met honderden
voorwerpen, die slechts bij toeval bij elkaar lijken te staan.

Ondanks een beperkte lichamelijke aantrekkelijkheid en een chronisch slechte
adem lag d’Annunzio, getuige zijn bijnaam de Sater, goed bij het andere geslacht.
Dat kwam mooi uit, want zijn seksuele obsessie ging zo ver dat hij operatief
enkele ribben liet verwijderen opdat hij zichzelf oraal kon bevredigen. Naar
verluidt, want belangrijker dan de feiten was het beeld dat men van hem had.

De kwaliteit van beider werk even buiten beschouwing gelaten, liggen de
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parallellen tussen d’Annunzio en Boudewijn Buch voor de hand. Ook Buch dankte
zijn bekendheid bij een groot publiek aan de verfilming van een boek waarin een
kind overlijdt (De kleine blonde dood, 1985), ook hij vulde zijn huis, naast
kostbare eerste drukken van haast onvindbare boeken, met opgezette dodo’s en
kunst van uiteenlopende aard, en ook voor hem was de werkelijkheid
ondergeschikt aan zijn fantasie.
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Gabriele D’Annunzio. 1863
- 1938. Foto:
en.wikipedia.org

En belangstelling voor het seksueel minder gangbare? Sla er zijn werk maar op
na. In Een heel huis vol (2001) beschrijft hij een aantal Duitse geleerden die hun
tijd en energie wijden aan de ‘casus van een dertienjarig meisje dat paarden
steelt om met deze beesten de liefde te bedrijven (kleptomane hippo-zoofilie)’ en
citeert hij gretig uit het innige contact tussen ‘een ongetrouwd meisje’ en ‘een
mannetjespapegaai’.

Boudewijn Maria Ignatius Buch werd op 14 december 1948 in Den Haag geboren.
Hij groeide tussen zijn vijf broers op in Wassenaar, een jeugd die hem, ter
illustratie van het adagium An unhappy childhood is a writer’s goldmine, tot een
groot deel van zijn literaire oeuvre zou inspireren. Aanvankelijk vooral gedichten,
eerst gepubliceerd in De Vonk, de schoolkrant van zijn lyceum in Leiden waarvan
hij al snel hoofdredacteur werd, vervolgens ook in echte tijdschriften. Zijn
officiele debuutbundel Nogal droevige liedjes voor de kleine Gijs (gewijd aan een
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jongen die op zijn dertiende sterft) verscheen in 1976, gevolgd door De taal als
blauw (1977) en De sonnetten (1978).

Zijn gedichten werden, vriendelijk gezegd, gemengd ontvangen. C. Buddingh’
noemde Buch ‘een van ieder talent gespeend jongetje, dat verteerd wordt door
eerzucht en, al is het maar in het Amsterdamse literaire café, ook voor een echte
schrijver wil worden aangezien’. En Bernlef schreef na lezing van De sonnetten:
‘Misschien is die Buch wel helemaal een Nederlander, dacht ik nog even ter
verklaring van zoveel baarlijke onzin. (..) Met poé€zie, dat wil zeggen met het
maken van gedichten met woorden, hebben deze rijmelarijen niets te maken.’

Eerzucht of inzicht, Biich maakte carriere: hij werd poézierecensent van Hollands
Diep, het clubblad van de grachtengordel dat maar een kort bestaan zou kennen.
Begin jaren tachtig werkte hij mee aan een boekenprogramma van de VPRO-radio
en niet lang daarna kreeg hij een eigen televisieprogramma bij de VARA, dat hem
in staat stelde de vele oorden van zijn belangstelling te bezoeken. Met even grote
bezetenheid als belezenheid maakte hij van literatuur een onderdeel van de
vermaakindustrie. Zijn verschijning op de buis bezorgde hem de status van
bekende Nederlander. Er was geen medium dat geen interview met hem wilde en
de auteur bood ongeremd een weidse blik in zijn gekwelde bestaan: incest, een
vader die zijn vrouw achterna zat met een bijl, een jaar in een
krankzinnigeninrichting, bijna overleden aan een buikvliesontsteking, een school
met paters, klasgenoten die hem in elkaar sloegen, een kind verloren aan een
hersentumor: het was een opeenvolging van kommer en kwel, waarin hij feit en
fictie niet altijd even goed gescheiden hield.

Representatief zijn enkele fragmenten uit een interview door Jantiene van Asch:
‘Hij heeft zijn jeugd doorgebracht in Wassenaar waar zijn vader, een Poolse jood,
en zijn moeder, een ltaliaanse jodin, die beiden na de oorlog rooms-katholiek
waren geworden uit angst voor een herhaling van de verschrikkingen, hem en zijn
vijf broers een gedegen katholieke opvoeding hebben gegeven. Zijn vader, een
uiterst driftige man, die als gevolg van de oorlog aan diepe depressies leed,
bracht hem zijn liefde voor Goethe en de romantici bij. Hij had als kind
een mateloze bewondering voor zijn vader, met wie hij in die jaren een zeer
intieme verhouding heeft gehad en wiens vaderlijke liefdesbetuigingen een bron
van genoegen voor hem vormden. Toen hij elf was en inmiddels een jaar in een
psychiatrische inrichting had gezeten, zijn zijn ouders gescheiden.” En: ‘Al op



jeugdige leeftijd was hij zich bewust van zijn homofiele en vooral pedofiele
voorkeur, hoewel hij ook een verhouding kreeg met een vrouw; op zijn
negentiende wordt hij vader van een zoon die echter zes jaar later door een ziekte
zal overlijden.’ (Haagse Post, 10 december 1983)

Toen Buch in een vraaggesprek met De Telegraaf in 1995 weer de voorkeur had
gegeven aan schijn boven wezen, was zijn familie het zat. De op een na jongste
van zijn vijf broers kreeg ruim baan in dezelfde krant onder de kop: ‘Boudewijn is
een aartsleugenaar’. Patrick Buch (zonder Umlaut, want die heeft Boudewijn
toegevoegd om zijn vader een Duits aureool te geven) verduidelijkte: ‘Mijn vader
is géén getraumatiseerd oorlogsslachtoffer, geen Russische

jood, geen Duitser... Allemaal flauwekul. (..) Mijn vader is geboren in 1917 en in
1975 aan een hartinfarct overleden. Het was een keurige Nederlandse heer uit
Den Haag, die werkte bij de gemeente en tijdens de oorlog in 1942 met mijn
moeder trouwde om te ontkomen aan een eventuele tewerkstelling m Duitsland.
Hij heeft nooit in het verzet gezeten of wat dan ook in de oorlog gedaan. (..) Mijn
ouders zijn niet in 1958 gescheiden, zoals Boudewijn beweert,

maar pas in 1963, overigens geheel tegen de wil van mijn vader in, want hij was
streng katholiek. (..) Daarna heeft vrijwel niemand hem meer gezien. Na zijn
overlijden erfden we alle zes circa 700 gulden. Boudewijn bazuinde overal rond
dat hij zo puissant rijk was geworden, dat hij niet goed wist hoe hij deze bedragen
moest wegwerken! (..) Boudewijn heeft ook nooit als kind in een inrichting
gezeten. Hij is wel ongeveer 7 jaar oud op advies van de schoolarts zes weken
naar een katholiek vakantiekamp in Vught geweest. (..) Dat hele verhaal van die
zoon Micky is gelogen. Er is nooit een kind geboren! Thuis riep hij ook vaak dat
hij een kind had en dan lachte mijn moeder zich dood. Hij woonde wel heel kort
samen met een charmante vrouw die een dochtertje had.’

Patrick Buch had de smeuigste roddel nog onvermeld gelaten: Boudewijn zou De
Bezige Bij hebben aangeboden de twee miljoen gulden die hij had geerfd in de
uitgeverij te investeren, op voorwaarde dat zijn boeken er werden uitgegeven. De
kwestie welk deel van zijn fictieve oeuvre autobiografisch zou zijn, was toen
allang vervangen door de vraag welk deel van zijn levensverhaal gefabuleerd was.
Theodor Holman, in een recensie van Buchs Verzamelde Gedichten: ‘Zijn echte
aandoening is zijn onbedwingbare, voor mijn part pathologische lust om te
verzinnen, te scheppen. In taal. Zoals het een dichter betaamt. (..) Hij kan dan
vluchten in zijn eigen verhalen. In verhalen waarin de dood niet bestaat dan



alleen uit taal en letters.” (Het Parool, januari 1996)

In vraaggesprekken, waarin hij koketteerde met zelfmoordpogingen en jarenlange
therapieen, moest Buch op steeds meer vragen het antwoord schuldig blijven.
Beledigd door het ‘droeve en zwakzinnige niveau’ van de Nederlandse literaire
kritiek, besloot hij zijn gedichten alleen nog in bibliofiele edities met een
minimale oplage uit te brengen en zich meer op proza te richten. Zijn
beschouwingen en poeéziekritieken, zijn stukken over eilanden, popmuziek,
loopvogels en televisie verschijnen in het volledige scala van de Nederlandse
dagblad- en tijdschriften-industrie: van de universiteitskranten Mare (Leiden) en
Folia Civitatis (Amsterdam) en de Volkskrant, NRC Handelsblad en Het Parool tot
Viva, Nieuwe Revu, Penthouse, PC Consument en Collect, het kwartaalschrift van
PTF Filatelie.

Er lijkt geen onderwerp te bestaan waarover Buch niet een stukje of een artikel
uit de mouw kan schudden, al heeft hij uitgesproken voorkeuren.

Goethe natuurlijk (door Buch beschouwd als de grootste geest die ooit heeft
geleefd) en literatuur in bredere zin, eilanden (zelf noemt hij die passie
nesofilie), uitgestorven of bijna uitgestorven diersoorten als de dodo en de
coelacanth, en rock-'n-roll.

Hoogtepunten op dat gebied waren ontmoetingen met Roy Orbison en een heus
interview met zijn grote idool Mick Jagger van de Rolling Stones (‘Wat moet ik
zeggen: Mister Jagger of Mick?’). Maar het waren vooral zijn romans die de
aandacht trokken, zoals Dc blauwe salon (1981) en Het dolhuis (1987), over zijn
jaar in een psychiatrische kliniek, en De hel (1990), over zijn middelbare
schooltijd.



Alles overheersend thema is de liefde tussen een vader
en een zoon, een liefde waarvan de lichamelijke uiting
de bevoegde instanties te ver gaat: de ouders scheiden,
de vader moet het huis verlaten. Het trauma en de
eenzaamheid die daarvan het gevolg zijn, werden het
sterkst verbeeld in De kleine blonde dood, in een
spiegelconstructie waarin de zoon inmiddels zelf ook
vader is van een zoontje, dat, conform Buchs universum,
jong sterft. De hoofdpersoon is dubbel slachtoffer.
Hoewel hij ook als romanschrijver niet bepaald met lof
werd overladen - Jaap Goedegebuure schreef in HP:
‘Net zomin als er met Buch een dichter ter wereld
kwam, is hij een geboren romancier’ -, werden de meeste van zijn boeken goed
verkocht.

Boudewijn Biich

De
kleine blonde dood

Toch gaf dat nog geen waardering genoeg. Tussen 1995 en 1999 trad Buch in
theaters in het hele land op met vier soloprogramma’s. Het had het meest
rechtstreekse contact met zijn publiek moeten zijn, maar het werd stand-up
comedy van de ergste soort.

Ton Lankreijer typeerde het in Trouw als ‘een tenenkrommende vertoning’: ‘Hij
blijft steken in puberaal amusement voor tussen de schuifdeuren.” Hoe
tenenkrommend kon iedereen zich voorstellen die Biich had zien kakelen in een
televisiecommercial voor een rijstmerk. Martin Koomen noemde hem in VN ‘de
hofnar van de beeldbuis’. Het geld dat hij met die reclamespot verdiende, kon hij
overigens goed gebruiken, want hij verzamelt zeldzame boekedities - en trouwens
alles op terreinen die zijn belangstelling hebben, en dat zijn er veel -, die
hij herbergt in zijn appartement aan de Amsterdamse Keizersgracht.

Tot die privé-collectie hebben slechts weinigen toegang, maar toen het
Natuurmuseum Rotterdam hem uitnodigde om in 2001 een expositie samen te
stellen uit zijn eigen verzameling, vond hij ‘op een gegeven moment, eerlijk
gezegd, het voorstel eigenlijk heel erg leuk. Wat de diepste roerselen van mezelf
zijn en waarom ik precies verzamel, ik weet het niet en ik wil het eigenlijk ook
niet weten; maar plotseling had ik er plezier in om een heel klein deel van mijn
spulletjes voor één keer aan anderen te laten zien.” Het werd de tentoonstelling
Een heel huis vol, een dwarsdoorsnede van Buchs verzameldrift en zijn
onbegrensde weetgierigheid. Van Goethe liggen er onder meer een drukproef van
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diens rouwkaart en een dodenmasker (bij leven afgenomen, want Goethe was
tegen dodenmaskers) en van Alexander von Humboldt de dertig delen van het
‘dikste reisboek ooit geschreven’.

Buchs trots, het dijbeenbotje van een dodo, ligt vlak bij werk van Jeff Koons, een
coelacanth kijkt uit over de afdeling ‘De aarde en de natuur in spelletjes en
bolletjes’. Een vitrinekast vol pinguinprullaria deelt de ruimte met een dissertatie
uit 1730 ‘over de vrouwelijke clitoris (sic), gebruik en misbruik daarvan en over
de lesbische liefde’ - in het Latijn uiteraard, want publicatie in de landstaal zou
verboden zijn geweest.

Net als bij d’Annunzio biedt het verzamelde hier een blik in de geest van de
verzamelaar; bij beide collectioneurs strijden eruditie en drang naar volledigheid
om voorrang met chaos en wansmaak. En net als met zijn gedichten en romans,
zijn televisieprogramma’s en theatershows, vraagt Buch met deze expositie om
goedkeuring, bewondering en applaus.

Maar van wie?

Bij de expositie heeft hij een boek gemaakt. Het hoofdstuk over vlinders is een
deel uit De kleine blonde dood, met de expliciete toelichting: ‘Het fragment kan
als autobiografisch worden beschouwd.” De hoofdpersoon vangt op een
schoolreisje het landkaartje, een zeldzame vlinder, ‘waarvan mijn vader alleen
een beschadigd exemplaar bezat. Als ik déze voor zijn collectie zou kunnen
vangen, dan zou hij waarschijnlijk dolblij zijn’.

Thuisgekomen krijgt hij van zijn vader inderdaad de lof die hij begeert: ‘Hij (..)
pakte de vlinder voorzichtig vast en hield hem ten slotte omhoog. “Hij is prachtig,
jongen. Wat ben ik daar blij mee!” Mijn hele lijf vulde zich met geluk, ik ging
naast hem zitten en begon druk te babbelen.’

Maar als Vati hoort dat de vlinder op Duits grondgebied gevangen is, slaat die
stemming om: ‘Hij stond op en begon mij te slaan. Hij sloeg maar door. “Hij is in
Duitsland geweest, hij is in dat verdomde Duitsland geweest! Je bent mijn kind
niet meer!’

Dat fragment, uit een boek uit 1985, heeft Boudewijn Buch niet voor niets
opgenomen in een boek in 2001. Het geeft zijn diepste zielenroerselen weer. Het
verklaart wat hij doet en hoe hij het doet: hij jaagt nog steeds op zeldzame
vlinders, in de radeloze hoop dat zijn vader dolblij zal zijn.

Eerder gepubliceerd in de Haagse Post/De Tijd in 2001.



Robert-Henk Zuidinga (1949) studeerde Nederlandse en Engelse Moderne
Letterkunde aan de Universiteit van Amsterdam. Hij schrijft over literatuur, taal-
en bij uitzondering - over film.

De radeloze hoop van een fantast. De mythomanie van Boudewijn Biuch is
gepubliceerd in Dit staat er II, Artikelen en interviews over literatuur. Haarlem
2017.ISBN 9789492563248.

Ook verschenen: Dit staat er 1. Columns over taal en literatuur. Haarlem 2016.
ISBN 9789492563040 en Dit staat er III. Bijnamen en Nederlied. Buitenlied en
film, Haarlem 2019. ISBN 97894925636637.

De drie delen Dit staat er bevatten de, volgens zijn eigen omschrijving,
journalistieke nalatenschap van Zuidinga. De boeken zijn in eigen beheer
uitgegeven. Belangstelling? Stuur een Dberichtje naar
info@rozenbergquarterly.com - wij sturen uw bericht door naar de auteur.

Walking Stories

Lisa, a fragile Indonesian woman, walked along the paths of
Saint Anthony’s park. Saint Anthony is a mental hospital.
Lisa was dressed in red, yellow and blue; I was looking at a
painting of Mondriaan, of which the colours could cheer
someone up on a grey Dutch day. She had put on all her
clothes and she carried the rest of her belongings in a grey
garbagebag. She looked like she was being hunted,
mumbling formulas to avert the evil or the devils. I could not
understand her words, but she repeated them with the
rustling of her garbage bag on the pebbles of the path.

— 1 AT T
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When she arrived at an intersection of two paths where low rose hips were
blossoming, she stopped and went into the bushes. She lifted all her skirts and
urinated; standing as a colourful flower amidst the green of the bushes and
staring into the sky. A passer-by from the village where Saint Anthony’s has its
headquarters would probably have pretended not to see her, knowing that Lisa
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was one of the ‘chronic mental patients’ of the wards. Or, urinating so openly in
the park may be experienced as a ‘situational improperty’, but as many villagers
told me: ‘They do odd things, but they cannot help it.” The passer-by would not
have known that Lisa was a ‘walking story’, that she had ritualised her walks in
order to control the powers that lie beyond her control. Lisa was diagnosed with
‘schizophrenia’ and she suffered from delusions. When she had an acute
psychosis, she needed medication to relieve her anxiety. Her personal story was
considered as a symptom of her illness. That was, in a nutshell, the story of the
psychiatrists of the mental hospital. Her own story was different. Lisa was the
queen of the Indies and she had to have offspring to ensure that her dynasty
would be preserved. She believed at that day that she was pregnant and that the
magicians would come and would take away her unborn baby with a needle. To
prevent the abortion, she had to take refuge in the park and carry all her
belongings with her.

However, queens also have to heed nature’s call and thus
she went to the best place she could find: the rose hips. Lisa
is indeed a ‘walking story’. She has her story and she lives it.
Q Her behaviour acquires its meaning when one knows the

story. The story acquires meaning when one observes her
behaviour. Saint Anthony’s is a place full of walking stories.
For many people their behaviour is odd. Writing about them
may be odd ethnography. However, beyond the oddity lie meanings that reveal
the often taken-for-granted cultural knowledge and understandings.

What to do with Walking Stories?

Mad stories are evocative and metaphoric. They are full of symbols, but we think
that those symbols are used in very personal, even idiosyncratic ways. We
consider them incoherent and incomprehensible. They are not ‘rational’ and do
not represent any ‘normal’ logic. They do not fit into categories. They escape
every classification, save that of ‘psychotic stories’ or ‘mad stories’. They are
matters out of place. They are viewed as signs of madness and therefore show
how much we should value health and normality. Yet, mad stories are attractive.
The many studies and literature on the topic which fill the shelves of bookstores
and are so eagerly bought are the best proof of this attraction. Why then put
another book on the shelves?

De-pathologising mad stories
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Psychiatry kidnaps the stories of mad people. This means that the stories are
often transformed and re-interpreted into medical stories. They become
‘pathographies’. By describing others as ‘schizophrenic’, they are incorporated
into the cultural scheme of things. At the same time mad people are made into
potentially ‘normal’ people. The madness can be overcome by conversion; they
can be re-socialised into normality by therapies and pharmaceutical treatment. If
they remain ‘mad’ this can be fought by higher doses. The greater part of
scientific research on schizophrenia is blind to the possible different socio-
cultural meanings of madness. The stories and behaviour are described in similar
terms as used for ‘normal’ ones: expressions of experience, idioms of suffering.
What the medical world sees as a disease has little to do with what people may
experience. International, epidemiological studies leave out atypical cases to get
better possibilities for cross-cultural comparison of onset and prognosis of the
disease. One of the consequences of this practice is that the original stories
disappear, taking on the meaning of a symptom, a sign of mental illness. In the
clinic, during the intake process, the patient has to tell the story to enable the
psychiatrist to provide good diagnosis. Clinical storytelling relies on a chronology
of bodily and social events. The sick person experiences altered states of being
and tells this to the psychiatrist or the therapist. The therapist renders the sick
person’s story into narrative sequences to produce a diagnosis. The clinician
brings the past to the present to locate causes of the sickness. The sick person,
family members, friends and all relevant others have to recall the past to give
meaning to the present state of the afflicted person. Reasons for misfortune are
sought in the personal life of the sick person and his/her immediate social
environment.

Yet, the stories themselves are thought to be important. This is stressed in the
latest version of the Diagnostic and Statistical Manual of the American Psychiatric
Association, DSM-IV. The story has to provide the diagnostician with a better
understanding of the cultural background and explanations of the patient.
Although cultural concerns are represented in a significant way in the text of the
DSM-IV, members of the culture and diagnosis task force heavily criticise the
text. Good (1996) discusses the task force’s critiques. They view psychopathology
as social and cultural. One of the criticisms is that the DSM-text makes too sharp
a distinction between disease and illness, wherein diseases are viewed as
universal biological entities, while illness consists of forms of experience and
cultural interpretations of the experiences of the individual and cultural groups



(Good 1996: 129). Another criticism is that particular forms of science are
hegemonic and that ‘the reluctance to incorporate knowledge generated at the
social margins, are issues of power and what the French social theorist calls
‘symbolic violence’ (Good 1996: 130).

This means that the stories are still transformed into the hegemonic explanations
and that the people who tell them are further marginalized. Diagnosis is not the
only reason for bringing the past into the present. The story has to be told in
therapy. Thus the patient becomes an observer of himself. He has to objectify
himself and to distance himself from the problem. He has to develop the capacity
to reconstruct the story in a special way. Together with the therapist, it is
transformed into a ‘new’ past with a different meaning and a ‘new’ sense so that
people can live with it in the future. He has to cut himself off from the past and to
look at it as if he were a stranger. He will become a stranger to his own story
because it is transformed into the therapeutic myth and acquires the meaning of a
symptom of severe mental illness. The result may be that, depending on the
therapist’s and others’ position and strategy, which is linked to their interests, the
story may offer either ‘victim blaming’, ‘madness’ or be a source of continued
confrontation with and reflection about the past (Friedlander 1993: ix).

I do not want to show that psychiatry is a conspiracy against everything that is
considered as odd, abnormal or awkward. Therapists sometimes understand
stories as intelligible individual symbolic ways to signify feelings and experiences,
but the stories always will remain idiosyncratic and do not have meaning to
others. This may easily lead to the conclusion that the stories are outside the
cultural realm and thus cannot tell about ‘the work of culture’.

However, Littlewood and Lipsedge, both psychiatrists, say that it is ‘particularly
difficult to decide whether a person’s belief is a delusion or not relative to the
usual beliefs in his community when its culture is changing or when it contains a
variety of conflicting belief systems’ (Littlewood & Lipsedge 1989: 207). The
authors give many examples which show that under certain circumstances,
unusual beliefs are accepted or explicable. They argue that the community can
use the stories of the psychotic as metaphors for their own experiences. They
show that ‘psychic epidemics’ will occur when large parts of a population undergo
experiences that they would be considered abnormal in other times. ‘Mass
hysteria’ is an example.

The phenomenon of school girls in South Africa, who insist that they were
sexually abused, or female labourers in Malaysia who said to be possessed, or that



of parents in a small Dutch village, who insist that their children were sexually
abused, becomes ‘hysterical’. Their stories show that the concept of mass hysteria
(or conversion, as it is now named) is a useful term for disempowering dangerous
forces and undesired movements or resistance and protest. I agree with the
authors when they say that mad people do not become sane when we tolerate and
accept their stories. Their stories should be taken as they are. When such stories
are told, cultural symbols and myths, rules, morality, values and norms are tested,
violated, constrained and turned upside down. This draws attention to their
deviant nature, but also to the discomfiture of culture.

Chronic Stories

What about the ‘chronic stories’? What about the stories that never change? It is
suggested that people with long-lasting mental illness cannot cut themselves off
from the past. They lack the capacity to ‘locate the self as actor within a seamless
unity of past, present and future’ (Adam 1992: 159). The past and future are
mixed and they leave no room for reality constructing in the present (Ibid.). This
is a strong belief which has been discussed at length in the literature (cf.
Rosenwald and Ochberg 1992) and brought into the daily clinical reality.
Rosenwald and Ochberg even suggest that the reason to tell stories is to liberate
the stories and therefore the lives of the people who tell them, because the stories
relate to critical insight and engagement. They see stories as reflections on social
conventions and telling a story as a means to make a ‘better story’, which means
that people re-signify life and change it.

Storytelling is empowering for disadvantaged people and protects them against
moral judgement. Storytelling is ‘politics’, or as the subtitle of their book tells us,
‘politics of self-understanding’. Although I basically agree with the authors’
arguments, I do not believe that storytelling is always liberating, emancipating
and empowering. The idea of empowerment and liberation in science is a cultural
belief, based on the creation myth of western religions: ‘In the beginning was the
word...” The word created the world. Although words are powerful, their power in
itself is overrated. The power of the words depends on who speaks the words,
when, why and to whom. The words of mad people alone have no power. They
need more. To make others listen, words and deeds are needed. The words must
become flesh and blood to be effective and convincing.

Re-anthropologising mad stories may provide a different knowledge. Illness
experiences have become an area of interest in the social sciences. Medical



anthropology focuses on ‘the lived experience’ of what is going on in bodies and
lives. Studies of illness narratives, like those of Kleinman (1988), Csordas (1994)
and Good (1994), see illnesses as polysemic and multivocal. Meanings of illness
are personal, social and cultural. They reveal what it means to be ill. Illness
cannot be separated from the life course. Anthropologists have argued that
stories are the forms ‘in which experience is represented and recounted’ (Good
1994: 139). Actually, we cannot directly obtain access to people’s experiences.
Just like in psychiatric practices, life stories in anthropology are used as sources
of information about the human condition. Psychiatrists agree that the life story
has a potential for providing insight. Thus, psychiatry (at least part of the
discipline) and anthropology have much in common.

However, anthropology may have a different approach to life stories. They
provide a different sort of insight. Anthropologists often collect life stories in
order to obtain information about cultural practices. The study of stories
questions the relationships between experience, symbols and culture. We need to
approach stories from a variety of directions in order to understand illness and
suffering because all too often, suffering resists language and cannot be given a
name (Good 1994: 129). We have to understand culture and its work in order to
formulate a perspective on the interplay of cognition and emotion, rationality and
irrationality, morality and immorality, fantasy and reality, and body and psyche as
human features that play their part in the story and life, and people’s struggle to
find a meaningful niche in society. But what will be the aim of understanding?
Medical anthropologists differ in their opinions. Kleinman (1988) combined the
anthropological and clinical traditions and opts for a more human relationship
between the doctor and the patient. He sees experience as a mediator between
persons. He argues for an ethnography of interpersonal experience, which gives
room to ‘the local context that organizes experience through the moral
resounding and reinforcing of popular cultural categories about what life means
and what is at stake in living’ (Kleinman 1991: 293). Good comes to a similar
conclusion: ‘Narratives are the source of contested judgements ... a rupture of the
moral order’ (Good 1994: 134). He suggests that we should investigate the
‘experiential dimensions of human suffering’ (Ibid.).

The problem is that human suffering escapes any category, whether it is ethical,
political, medical or spiritual (Connolly 1996). Sometimes, suffering is a catalyst
of more suffering. When people suffer, their relatives, friends and relevant others
suffer too. Therapy with traumatised refugees often reveals that to tell a story



may mean suffering again for the person who tells and for the listener. In my field
experiences, this was the case with schizophrenic people. ‘Interpersonal
suffering’ may relieve the pain and give a deeper understanding, but what do we
do with this understanding when we only consider it ‘interpersonal’ or
intersubjective?

The anthropology of illness narratives provides a preponderant number of studies
that focus on the individual level, which is seen as the observable ethnographic
reality. Health studies often ignore the active role of people who shape the
broader context. Stories are not only stories: they come into life and are ‘acted
out’. People actively shape their lives and are shaped by social and cultural
structures. Stories are responses to conditions that the people have to face. This
means that suffering is not only an experience, but also a social product
‘constructed and reconstructed in the action arena between socially constituted
categories of meaning and the political-economic forces that shape the contexts of
daily life’ (Singer and Baer 1995: 101).

Morality plays an important role in stories of misery. It is closely linked with
emotions and passions. Anthropology has studied the relationship between what
Scheper-Hughes and Lock (1987) call the individual body, the social body and the
body politic. These authors discuss emotions and show how anthropology has
always dealt with emotions when they were public, ritual or formal, leaving the
more private emotions to psychoanalysis and psychobiology. Scheper-Hughes and
Lock see these private emotions as ‘a bridge’ between the ‘three bodies’.
Emotions, they argue, are signs that illness makes and unmakes the world.
However, it is not clear in their argument how exactly emotions are ‘a bridge’ and
how they are linked with morality. Morality mostly is understood as a set of
interpretations of goodness, badness and obligation (Connolly 1996: 252). Taped
conversations of the therapists and the patients made clear that those
interpretations were contested and that both the teller and the listener judged
each other (Van Dongen 1994). Without doubt, one may say that the power to
define the situation of the sufferer lies in the hands of others.



The stories contain expressions of love, hate, contempt,
disgust, anger, and fear. These passions are considered very
dangerous and threatening to the social world and should
therefore be controlled and channelled into culturally
appropriate outlets. For example, the stories of Rosa, one of
the people in the book Walking Stories, are full of hate and
jealousy toward her mother (and vice versa). For example,
she tells that both she and her mother fell in love with the family doctor. Rosa
became so envious that she wanted to kill her mother. Those feelings are
considered morally improper, but ‘natural’. Therefore, they must be expressed,
preferably verbally, to a mediator: the therapist who has to resignify them. Maybe
the therapist would judge the behaviour of both women, but the ‘badness’ would
be considered as innocent because both women were ill. The problem will be
followed by a ‘charity model of obligation, in which... helpers are pulled by the
helplessness of the needy’ (Connolly 1996: 255). Connolly argues that sick people
do not need help; rather they need engagement in what is called the politics of
becoming: the right to form a new identity, which is formed out of old cultural
possibilities.

However, this idea of ‘becoming’ is based in a strong cultural belief that also
forms the foundation of the therapeutic myth: the belief in progress and change
by reflection and hard work, which are - according to some authors - rooted in a
‘disenchanted worldview’, deriving from the Protestant Reformation (Gaines
1984: 179). ‘Becoming’ can be achieved ‘by action in this world, not by the
intercession of preternatural forces and beings into this life. Action in this world
is caused by physical factors, not by fate, immaterial saints, genies [...], devils or
miracles ...” (Gaines 1984: 179). However, illness by itself does not lead to
‘becoming’. In all those years I never heard people make the claim that they ‘have
grown’ or ‘became’ by their illness. Those who made such claims and have written
their stories are by no means the people in Walking Stories and in my
ethnographic work. People like Artaud and Wolfi, both with mental illness, would
have written anyway because they were writers. The people of Walking Stories
are neither artists nor writers. They are ‘common’ people who have to struggle to
find words for their stories.

Morality is also linked to the specific nature of the illness. In her paper on chronic
illness, disability and schizophrenia, Estroff (1993) analyses how sceptical we are
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about chronically ill people. We cannot tolerate their presence on a large scale,
but we also cannot punish or neglect those who are chronically sick. The author
writes that our suspicion may increase regarding the role of will or individual
unwillingness to become well. This is well illustrated by the mechanics at a
garage nearby Saint Anthony’s.

A cordon of experts

Anthropology has described and analysed the consequence of this scepticism with
the concept of liminality. Chronically mentally ill people are in a ‘frozen liminal
state’ argues Barrett (1998: 481), because the rites of reaggregation are vestigial
or absent all together. There is a lack of resolution.

I do not totally agree. In a sense, schizophrenic people are not liminal in our
society. They are of concern to policy makers, health care, and social work. They
are the focus of scientific research, pharmaceutical industries and even the arts.
They are surrounded by a cordon of experts. Estroff (1993) argues by quoting
other research, that among the factors that contribute to chronicity are the
growing numbers of and the demand for jobs by mental health professions, the
widespread belief (fuelled by public and political advocacy) that the people need
medical care, and income maintenance resources that are illness-tested and
bound to deservedness through disability. We may conclude that it is in the
interest of many to keep chronically ill people in a ‘frozen liminal state’. Thus, we
may listen to the stories as attempts to free oneself from this state.

Several authors have ‘de-medicalised’ mad stories. For example, Perry (1976)
found that there were common themes and personalities in the stories of
psychotic people which were typically cultural/archaic: the hero, the victim, the
God, the queen or the king. Perry describes the common structures of the stories.
Each story is ‘an inner journey’ with one or more of the following components:
establishing a world centre as the locus, undergoing death, return to the
beginning of time and creation, cosmic conflict when opposites clash, apotheosis
as king or messianic hero, sacred marriage as a union of opposites, new birth as a
reconciliation of opposites, new society of the prophetic vision, and quadrated
world forms (Perry 1976: 82). The author sees psychosis as a process of personal
renewal with the help of cultural myths.

Others have described mad stories as stories that cross cultural and social
borders (Foucault 1961). For example, it is often assumed that schizophrenic
people violate social interaction rules and that they are ‘out of reality’. This is too



a general statement. Goffman (1961) describes a different picture. Working as an
assistant physical therapist in a large mental hospital near Washington (D.C.), he
was able to fraternise with the patients because he had a low staff status. He
concluded that just as the patients’ behaviour was bizarre to those who were not
living in a mental hospital, it was natural for those who live in it. Goffman also
shows that the odd behaviour of mental patients makes sense in such a situation
and even is often a sign of sensitivity to social rules and norms. Through breaking
the rules, people show their awareness of them and also how the rules work.

Some authors have described mad stories as ‘ununderstandable’. For example,
Jaspers (1974) argues that although people with schizophrenia are diverse, they
all have the following in common: they are strange, they are enigmatic, they are
alien, and they are bizarre. They are unknowable. You cannot empathise with
them. Their symptoms lie beyond the realm of human meaning, beyond the
possibility of human interpretation. They are, not to put too fine a point on it,
‘ununderstandable’ (quoted in Barrett 1998: 469).

Jaspers was trying to discover what it means to be human. For him, human is
what is understandable and interpretable. Others have tried to bring
schizophrenic people back into the human community of understanding by
arguing that mental illness is a myth (Sasz 1961), or by making sense of madness
through a comparison with art (Laing 1967) and modernism (Sass 1992). These
authors found striking parallels between art, modern society and madness. I
agree substantively with Barrett (1998: 488), when he writes that the problem
with the idea of the relationship between madness and art, or between madness
and modern society, is that it may lead to restigmatising schizophrenic people
because they represent symbolically much of what is going wrong in the modern
world, while they also have to deal with horrors and pain. On the other hand, it is
acknowledged world-wide that social factors contribute substantially to mental
health problems. We should do in-depth research to study how exactly social and
cultural factors do that.

Schizophrenia is a well-documented illness and considered ‘a serious mental
disorder of unknown cause characterized by delusions, hallucinations,
associations of unrelated ideas, social withdrawal, and lack of emotional
responsiveness and motivation’ (Kleinman 1988: 34). It is increasingly assumed
that schizophrenia has a pathological basis, that it is a brain disease (Boyle 1990:
171). The consequence is that the focus is less on stories of schizophrenic people



and more on the refinement of diagnosis. Anthropology could make an important
contribution, but to my knowledge, few anthropologists have studied the
meanings and consequences of a life with severe mental illness, or the stories of
mad people. Corin (1990) studied the life worlds of schizophrenic people and
showed that the behaviour of these people is based in cultural norms and values
and that their way of living makes sense in the social context. Estroff (1981)
immersed herself in the lives of patients at a day treatment centre and describes
a group of chronic patients as they attempt life outside the mental hospital.
Rhodes (1991) wrote an ethnography of an acute psychiatric unit. Using a
Foucauldian perspective, she describes how the staff manages briefly to treat and
place often indigent emergency patients. She focuses on the strategies developed
by the staff members to deal with dilemmas they have to face every day.

My own work (1994) focused for a great part on the interactions of schizophrenic
people and therapists. I showed that the odd behaviour and speech of
schizophrenic people is often not a consequence of their illness, but caused by the
paradoxes, ambiguities and power of the therapists. Martinez Herndez (2000)
showed that there is not only a pathophysiological or psychopathological reality
behind the symptom, but cultural manifestations, metaphors, etcetera. He says
that a symptom may be understood as a symbol which condenses social and
political-economic conditions. This allows us to investigate the construction of
meaning and the reality of suffering. Too many others have attempted to
understand madness, to give meaning to it and make it ‘reasonable’.

I will not attribute new meanings to schizophrenia, nor will I give a description of
life in closed wards. I will focus the work with culture of schizophrenic people.
Culture is not only something people can have, it is also something they can use,
or something that happens to them. Agar writes: ‘Culture starts when you realize
that you've got a problem [...], and the problem has to do with who you are’ (Agar
1994: 20). Usually, people are not aware of culture; ‘meanings usually float at the
edge of awareness’ (Agar 1994: 21). People simply assume that culture is an
unequivocal whole of meanings and symbols, while they mostly are capable of
dealing with the contradiction: the ambiguity and multiplicity of culture.
However, meetings with ‘walking stories’ change that.

Learning about culture through mad stories: tricksters and buffoons



Across Saint Anthony’s there is a garage. In the morning
when the mechanics are working hard to get all the cars
fixed, Vincent (one of the storytellers in Walking Stories; see
below) comes from the hospital and leans against the wall of
the garage with a bottle of beer in his hand. He observes
the mechanics’ hands and overalls becoming dirty from the
lubricant. Some mechanics greet him; others just ignore the
man against the wall. Vincent grins and takes a good gulp from his bottle. He
challenges the mechanics, saying: ‘You are crazy! You have to work to drink a
beer! I don’t! I get my money and I am free.” The atmosphere of benevolence
changes into animosity. The tolerance of the mechanics becomes very low
because Vincent touches on a sore spot in their feelings. Probably, they too want
to be ‘free’, and drink beer in the morning sun. The image of the psychiatric
patient, who is needy and with whom one should have compassion because he
suffers changes into the image of someone who - in the Dutch Welfare State -
gets his money from social security or insurance and seems satisfied and
conceited. ‘Go to hell! We have work to do.” Vincent smiles meaningfully and
walks away, maybe to look for others with whom he can amuse himself.

This is one simple event out of the many I have jotted down in my field notes.
Those events bring about the deeper layers of ‘the work of culture’ and the work
with culture. Obeyesekere describes the work of culture as ‘the process whereby
symbolic forms existing on the cultural level get created and recreated through
the minds of people’ (Obeye-sekere 1990: xix). However, work of (and with)
culture is not only the creation and recreation of symbols. Symbols hide
something that cannot be mediated or symbolised openly. Passions and emotions
like jealousy, hatred, disgust, contempt, anger, and anxiety cannot easily be
communicated and symbolised. Yet, it is suggested by Scheper-Hughes and Lock
(1987) that they are the mediatrix between the individual, the social and the
politic. Mad people, like Vincent, display emotions in a vivid way.

They are thought of as having lost their feelings of decorum and control over their
emotions. A well-known and dreaded phenomenon in psychiatric practice is
‘acting out’. Although psychoses may be overwhelming emotional experiences, I
disagree with the idea that mad people have lost their feelings of decorum or
control over emotions. Sometimes they may do, but often the ‘mad behaviour’ and
‘situational improperties’ are intentional. I do not see ‘intentional’ acts as wilful or
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purposeful and conscious, but as people’s state of which the content of
assumptions, ideas, commentaries or beliefs have to be made clear to others (cf.
Sperber and Wilson 1986). The madness cannot be divorced from the social and
the moral, because others react to it. Fabrega (1997: 36) speaks of ‘emotional
contagion’, which refers to others’ responses to emotional display. One may feel
shocked and repelled when people talk so openly about rape, sex, violence,
badness, incest and revenge in such an emotional way to everyone, certainly
when one witnesses the story coming alive. One looks, and one probably looks
twice... Miller (1997) argues that such paradoxical reactions to emotional stories
and behaviour are both negative and positive, because they help to preserve
dignity; they mark the boundaries between others and oneself, enabling one to
overcome feelings of repulsion. However, those feelings go hand in hand with
moral judgements of others and oneself, which one feels that one cannot make.
Miller continues to explain that people are truly in the grip of norms and values,
because once the emotional reactions are recognised, the results are often shame
and guilt. This can be illustrated by an event in Saint Anthony’s. Vincent, a
colleague and I were chatting in the coffee shop. Suddenly, Vincent asked my
colleague if she thought that he was crazy. Her answer was to pretend that there
was nothing unusual about him. Vincent did not take that. He laughed and told
her that he was really crazy and different from her and me. She should not lie to
him. He said that he looked different and that he was not like others. My
colleague felt uncomfortable. Miller might have explained this with the following:
The stigmatized variously generate alarm, disgust, contempt, embarrassment,
concern, pity, or fear. These emotions in turn confirm the stigmatized person as
one who is properly stigmatized. [...] Strangely enough, it has come to pass that
one of the surer markers of our recognition of stigma is our guilt for having
recognized it. The stigmatized make us feel that we are not properly according
them civil inattention, for we are never certain what we are supposed to do in
their presence (Miller 1997: 199-200).

We cannot allow that moral emotions govern all situations, because people would
be brutally and badly treated. Nevertheless, the emotions are there. We feel that
there are sometimes instances that lie beyond our tolerance and decent treatment
of crazy people and we feel guilty about it. Crazy people see through these
behaviours and they will tell us so.

It is through the work of emotions and morality that one may compare mad people



with tricksters. As one could see in the example of Vincent and the mechanics,
mad people call attention to the ambiguity, ambivalence and instability of
symbols, rules and morality. They deal with what Kerenyi (1972) calls ‘the spirit
of disorder, the enemy of boundaries’.

Tricksters have a double role. On the one hand, they have creative insight and
serve human beings. On the other hand, they show compulsive and excessive
behaviour, lust and greed for unsuitable objects and relationships (Basso 1996:
53). Mad people expose the forces behind social interaction and the instability of
norms and values. Their emotions counter rationality; disruption is more common
than integration. Their stories will show that phenomena of ambiguity and
instability belong to the essence of social life. Carroll (1984) poses the question of
whether one should regard the trickster as a cultural hero or as a (selfish)
buffoon. The underlying question is what the implications of ‘disorderly’ actions
are. Should we see mad people as ‘free and uninhibited experimenters’ who are
exempt from moral responsibility? This is suggested by the ‘mechanics story’.
Vincent’s challenge triggered hidden opinions and emotions of the mechanics. I
could not overhear the words of the men in the garage (if there were any)
afterwards, but I can imagine that they might have said what I usually heard
when I talked to villagers. On the one hand, they might have said that Vincent
was mad and thus not knowing what he did. On the other hand, somebody might
have said something about ‘injustice’ and “parasites who live on my tax money...’,
not an uncommon banal accusation in a Welfare State. But there also might have
been feelings of shame and guilt for one’s own feelings, like in the episode with
my colleague. Madness is such a negative stereotype that it inherently threatens
and even destroys being a social being, but feelings of shame and guilt may
prevent mad people from total social isolation and downfall.

Mad people resemble the trickster. But for mad people, the
repetition of their stories and what they do is problematic.
Basso (1996) suggests that a trickster is successful only
when he does not repeat an action. In trickster stories
repetition is an indication that the trickster is foolish,
compulsive and stupid. Mad people repeat stories and
actions endlessly. And when they do, one speaks of
regression and chronic illness. One labels them as chronic patients. Basso’s
description of the trickster who fails is very similar to psychiatry’s description of



http://rozenbergquarterly.com/wp-content/uploads/images/2012/06/psychotic-disorder1.jpg

chronic mental patients: ‘characters whose actions are stable and fall into a
general pattern and whose goals and modes of orientation to goals seems not to
vary are in danger of being regarded as excessively compulsive and inflexible and,
ultimately, failing in imagination’ (my emphasis).

However, it is not only words that make mad people similar to tricksters. To
compare mad people with tricksters also means that one has to study the
dramatic performance, because performance is an essential part of social
interaction. Anthropologists have studied drama as ‘social drama’, which is
considered by Turner as the ‘social ground of many types of narratives’ (Turner
1980: 145). However, the social drama in Turner’s view is functional and
cognitive. “‘The drama moves towards crisis and ultimate solution’ (Jules-Rosette
1988: 149). In mad stories and lives, especially those of ‘chronic mental patients’,
there seems to be no ‘solution’, no finality or reintegration of members of the
social group.

The assumption that contradictions and ‘disturbing compulsive, excessive
behaviour’ can be transformed into socially acceptable forms is based on the
functionalistic belief that order and consensus in society are norm-al (hyphen on
purpose). It seems to me that the value of the performance of mad people cannot
be measured with consensus and reintegration. It is by definition disturbing,
shocking and jolting. Mad people’s stories and lives are dramas which have
dramatic and comic dimensions (Van Dongen 1994). Especially the way in which
the people involve others in their stories is an often humorous or ironic and
intentional way to break social manners. By ‘bizarre’ connections of symbols of
different domains (religion, science, art, sexuality, etcetera) and by suiting the
action to the word, they make others laugh and - at the same time - they give
others a fright about what is mostly hidden. It is extremely difficult to resist or
ignore a man who comes very close to a therapist at the beginning of their
conversation, touches him, opens his pants and shouts: ‘It comes out again!’ This
is a ‘ceremonial profanation’, which is according to Goffman (1961) a token of
sensitivity for rules, values and norms. This behaviour undermines power
relationships and forces the therapist to reflect on those relationships. The man
was saying: ‘I fuck you.” The main characteristic of their performance is openness
and reversal of taken-for-granted rules.

The meaning of the performance is in the performance itself. If the performance
of mad people invites the reflection of others, it is the reflection in (social) daily



practice (like in the event with the mechanics or the therapist). Besides, the idea
of Schieffelin (1985: 707) that ‘through performance, meanings are formulated in
a social rather than cognitive space’ fits very well in this case. However, mad
people always run the risk that their performance turns against them. What keeps
them from total exclusion? Ricoeur (1969: 219) noticed that tragic-comic persons
amuse others, but also that ethical and moral accusations are essential in comedy.
According to this author, the tragic person is protected against moral judgement
and presented as an ‘object’ of pity. Tricksters and mad people both evoke double
feelings in other people. Some of these feelings are pleasure, aversion, attraction,
admiration, compassion and rejection. But others will never be indifferent to
them. The difference between tricksters and mad people is that the latter succeed
in letting others feel the stories they tell, because they do not stop to tell and
because they perform so intrusively into others’ space. Nobody can resist Vincent
when he comes close and talks about the cosmos and the apocalypse; nobody can
ignore Joris when he speaks so loudly. The taken-for-granted world is usually
turned upside down. The difference between tricksters and mad people is that
reversal, which is a common phenomenon in trickster stories, carnivals, theatres
and festivals, is permanent in mad stories (Littlewood and Lipsedge 1989). One
should seriously wonder if this condition is a problem of mad people, or a problem
of others. When one hears the odd stories, one knows that there is too much
meaning. Too much is the revelation of cultural reserves. Madness is not a trick to
reveal hidden meanings; it shows extra and unforeseen dimensions of symbols
and myths. It shows that culture is a permanent unstable process.

Symbols, myths and magic in mad stories and lives

A general characteristic of the stories in Walking Stories, and all the other stories
of the people in the wards, is that the tellers are ‘hermitic thinkers’. Hermitic
thinkers see correspondence between events, models, myths, meanings and
symbols. Everything is meaningful and people play ‘le jeu des ressemblances’. The
world of the stories and subsequently the lives are ‘a palace of mirrors in which
everything reflects everything’ (cf. Eco 1985). The stories rest on core models,
myths and metaphors of the culture with which we all are familiar and which we
take for granted.

These core tropes are used to make sense of lives. They also expose the basic
building blocks of culture (Turner 1967: 110). They reaffirm and reinforce these
blocks and they test, question and judge them. Anthropological studies of chronic



illness have argued that stories often deal with the liminal state of people. From
the perspective of those studies, chronic mental patients are in a permanent
liminal state. It means that the final stages of the social drama as Turner has
described does not take place. One of the reasons that those stages cannot take
place is ascribed to the private, personal or even idiosyncratic use of symbols,
myths and cultural models by schizophrenic people, which deviates so much from
the way they ‘should’ be used that the stories are rendered incomprehensible. The
problem is not how symbols, myths or models ‘should’ be used; close examination
of mad stories makes it clear that they deal with the inherent indeterminate and
ambiguous meanings of symbols, myths, models and metaphors.

Littlewood and Lipsedge (1989) discuss the relation between public and private
symbols. They write: “To express adequately our experiences to others in our
community we have to be able to perceive the world symbolically in a standarized
matter’ (Littlewood & Lipsedge 1989: 219). The authors continue that when
people have experiences for which there is no acceptable code, or when we are
uncertain which is the proper code to use, confusion in communication may arise.
The more uncommon the experiences are, the more difficult it is to communicate
them to others. The authors write that schizophrenic people employ highly
idiosyncratic symbolic communication. They write: ‘It is difficult to explain the
overwhelming hold symbols possess over us unless they were learnt in association
with powerful personal experiences. ...They [the symbols] appear both to have a
personal emotional or sensory pole and also to articulate general culture and
social concerns’ (Littlewood & Lipsedge 1989: 220-224). I think that the authors
are referring to the ‘combat zone of disputes over power...” (Taussig 1980: 9)
because what is personal and what is public, is not as plain as it seems to be and
may differ from situation to situation, from context to context, from interest to
interest.

Devereux (1979) defines a symbol as a special form of fantasy, ‘which as a rule,
stands for something having, or alleged to have, an existence, and susceptible of
being designated by a conventional and specific signifier’ (p. 19). Thus,
convention is an important aspect of a public symbol. Devereux tackles and
questions the problem of the difference between private and public symbols,
which was discussed by Firth (1973). Devereux concludes that the nature and
genesis of private symbols does not differ from that of public symbols and that
both can be decoded by recourse to identical methods and techniques. In the first



Lewis Henry Morgan lecture in The Work of Culture, Obeyesekere (1990) also
discusses the distinction between private and public symbols. The author revisits
the story of Abdin, a psychotic Muslim ecstatic, who hangs himself on hooks and
cuts his tongue, both known rituals in Hindu India. For Obeyesekere, Abdin was
‘abreacting his past and using the pregiven cultural symbol system to express and
bring some order to and control over his psychic conflicts’ (p. 10). Abdin reverted
from the level of the symbol to the level of the symptom, because he repeated his
acts compulsively. For Obeyesekere, a symptom is characterised by an
overdetermination of motive, while a symbol is characterised by a surplus of
meaning. The difference between a psychotic person and a priestess would be
that the psychotic person moves in a regressive direction as he acts out the
symbol system, whereas the priestess does the reverse (p. 14). Obeyesekere sees
the significance of this distinction in the notion that people express their
ontological problems of existence and being through the available cultural
repertoires. Personal symbols are cultural symbols, public and private at the same
time, that make sense in relation to the personal history of the individual.
Obeyesekere calls the distinction between public and private symbols a false
distinction (p. 24).

I too believe that schizophrenic people do not use ‘idiosyncratic or private
symbols’. They use public symbols in such a way that others are alienated or
become confused. The stories of mad people are full of (all too) well-known
symbols which always have a surplus of meaning because cultural symbols are
inherently ambivalent and ambiguous. For example, a chain may be the symbol of
captivity, but also of solidarity.

Culture is extremely powerful. Even when people are overwhelmed by psychosis
and madness, culture does its work. The views, beliefs, assumptions and opinions
that are expressed in myths and stories by symbols, claim a certain truth, which is
always debatable, because their meanings depend on the context and the
situation. Symbols claim truth, but one can never be sure what exactly their
meaning is unless one understands the context. The conclusion has to be that
symbols are perfectly suitable for manipulation and (power) play. I disagree with
the idea that the repetitive, compulsive use of symbols by mad people is
regressive. I maintain that the use of symbols is ‘special’. It is related to a mimetic
process. Mimesis is a normal human tendency and can be observed in education,
schooling, cultivation, etcetera. It enables people to acquire certain cultural
attitudes. It requires guidance and taboos. When no restrictions are accepted, it



will manifest itself in every domain of human behaviour (Girard 1978). This is
often the case in mad stories. The models and myths have a strong force. Models
will be mimed. Often, this means that the symbols will be repeated, acquire
unexpected meanings or will refer to additional meanings which we did not know
existed.

One should do away with the traditional way of approaching mad stories and what
they do, and presuppose heterogeneity between the stories of mad people and
other types of stories. If those other types were to account for mad stories, they
would make them say things that they do not say or that they do not signify. The
known approaches to mad stories do not explain why the stories and behaviour
remain the same over time.

I will try to explain my approach and I base my explanation on the work of José
Gil’'s Metamorphoses du corps (1985), which takes an interest in ‘forces’ and
power and focuses on the practical effects of signs and symbols. He takes the
study of forces as the way to understand how signs and symbols function in their
own right, sometimes in ways that may differ from the ways they are usually
attached. Gil presupposes that phenomena in modern societies are quite similar
to those that take place in bodies during magical ceremonies. Madness consists of
extra-ordinary forces which drive people away from their community. The people
of the wards told me that their psychotic experiences are fearful and
incomprehensible for themselves. After they experienced their first episode of
psychosis, they believed that their lives were profoundly changed, and that they
had to make sense of their intense experiences. However, intensity of experiences
is not enough to drive people to give meaning. What drives people is the fact that
two forces are set in opposition to each other: the people’s struggle to signify
their lives in a meaningful sense, and the social force to control that struggle.

Mad people try to get a grip on their lives and to influence their courses, which
actually lie beyond their control. They do so through the use of myths and
symbols, stories and models that ‘inspire’ their motivations and desires, and
influence their emotions. Culture, as a collective of stories, is used to practise
magic. The idea of magic in relationship with mad stories may be odd. Usually,
magic is understood as something by which people influence the ‘supernatural’
powers of the world. Traditionally, anthropology sees magic in relation with
religion. But the concept may be used in a broader sense without referring to
religion directly. In this sense, magic is the human control of what actually lies



beyond control, but, though there is strong belief that magic exists, it too must be
controlled and signified. Magic is the ability of words to effect things.

On the one hand, madness is a power that exists and must be controlled by
specialists. In this context, it is meaningful that psychiatry is sometimes seen as
the ‘new religion’ of our society. People see psychiatry as a power that can
control and manipulate the superpowers of irrationality through control of the
powers of flesh and blood (i.e. mad people). On the other hand, culture itself is a
powerful force to control the experienced powers in madness like devils, ghosts,
voices from heaven, demons and spirits of the dead. Because the magic of
psychiatry has more prestige than the magic of the mad, there is a gap between
the two and mad stories will no longer relate to the former. It means to control
and manipulate the powers of madness through the rituals of therapy and the use
of medicines. However, in the case of chronic schizophrenic people it is difficult to
control. Patients of Saint Anthony’s know for example very well how to escape
regimens or how to play with rules and how to influence the flux of daily life in
the wards.

The idea that certain phenomena in modern societies are much similar to those
that take place in bodies during magical ceremonies, is described by Gil (1985).
This seems to be the case in stories of chronic schizophrenic people, who also try
to control the powers of madness. Magic is the ability of words to effect things.
Signs, symbols and myths are recycled, mixed, and put together in a way that
alienates others, but that has power to manipulate the course of events and the
others’ responsive actions. This was exactly what nurses in the closed wards of
Saint Anthony’s always complained about; their plans were thwarted by incarnate
stories of their patients; they felt manipulated, and the daily routine was
disturbed.

It is tempting and reasonable to describe the world of chronic schizophrenic-
psychotic people as magical if one looks at core aspects of the affliction: ‘reality
testing’ and the differentiation between logical and prelogical thinking. Generally,
it is assumed that schizophrenic people live ‘outside reality’. It is also suggested
that the psychotic world is irrational. However, it can be misleading to contrast
the world of normal and abnormal; reality and ‘outside reality’. First,
schizophrenic people also live in ‘reality’ (the normal) for a greater part of their
time. Second, the magical world cannot be described in terms of the normal
discourse. The mad world has its own universe of discourse, its own conception of



reality and criteria of rationality, perhaps different from the nonpsychotic world.
Until here, the argument is similar to Winch’s argument that describes the
scientific form and the magico-religious form of thinking as a distinct form of
social life whose practices and beliefs are only intelligible in the context in which
they are held (Winch 1958). This is precisely the argument of Goffman (1961),
which I have described in the previous section of this paper. It is also true, but not
surprising, that the psychotic world is often seen as ‘savage’; that psychotic
people are, to put it in Comte’s not too fine words: ‘slaves of the infinite variety of
phenomena’ and ‘nebulous symbolisation’ (Comte 1908, cited in Lévi-Strauss
1996). However, Winch insisted on the incommensurability of the two worlds
(science and magic). That would mean that no communication is possible. As we
have seen in the discussion on private and public symbols, the symbols used by
mad people are known, public and private at the same time. The differences
between the two worlds lie in the fact that non-schizophrenic people and chronic
schizophrenic people live different forms of life. For this reason, the magic world
of mad people demands its own discourse, logic and rationality. The problem
is whether others will accept this discourse.

There is another fascinating parallel between the magic world of mad people and
other magic worlds, in relation to power. Both Taussig (1987) and Lévi-Strauss
(1955) discussed the magical power of the written word. To quote Taussig (1987:
262): ‘what is in effect obtained through the purchase of magic books is the magic
of the printed word as print has acquired this power in the exercise of colonial
domination with its fetishization of print, as in the Bible and the law. Magica, so it
seems to me, does not so much magicalize colonising print as draw out the magic
inherent in its rationality and monologic function in domination’ (my emphasis). I
see the parallel between the magical books of the Colombian Indians with mad
stories in the idea of the power of written words.

Schizophrenic people also are very aware of the power the

ETHIUhfI'ngAL reports, files, judicial decisions - all written words, that
¥ DERANGED determine and control their lives. The patients often counter
¥ PSYCHOTIC them with letters to the board of the hospital, psychiatrists,
Uou Pick judges, or other personnel of Saint Anthony’s, repeatedly
Y, and in a ritualistic way, often with similar words. Lévi-

Strauss (1955) described the case of chief Namikwara, who
imitated the ethnographer’s writing and in so doing gained prestige among his
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people, even if his writing was not understood. This example also shows a
similarity with the patients’ writings. For example, Rosemary, an older
schizophrenic woman in one of Saint Anthony’s wards, had a typewriter in her
room with which she wrote letters about her life to staff members, to me, and to
her mother. The typewriter gave her prestige in the ward; her room partly gave
the impression of an office (she was a secretary at one of the Dutch
multinationals), or a ‘writer’s room’. Besides, Rosemary tried to convince others
with her letters that she, although ‘mad’, was capable of controlling her own life.
Rosemary repeated her typewriting and her stories over and over again. It
seemed, like the stories of other patients, a ritual performed with symbols, words,
and attributes.

The repetitive and formulaic nature of the mad stories resembles the fixed rites in
a liturgy, although this ‘liturgy’ is not, like for example the religious liturgy, in
service of the community. But the mad stories have important liturgical
characteristics in their repetition of the same symbols, words, and actions.
Besides, like in a liturgy, they need answers from others (staff members, people in
the streets, family members, the anthropologist). Mostly, it is assumed that the
stories are about the past; the events of the past are constructed within the
personal and social history of the patients. Thus seen, the stories are attempts to
give meanings to the past. This is also the case in liturgy: what happened in the
past - for example, the Last Supper - is re-given meaning and memorised.

However, mad stories are not so much attempts to remember the past or to give
meaning to it; they are attempts to master and control the future. This also
resembles the liturgy; it means reunion of people (and gods) and renewing the
bonds within the group. Mad stories reclaim the place of their tellers in the
community. Mad people tell and live their stories in an almost ritualistic manner:
they tell the same stories over and over again, they use the same symbols and
they will live them again and again. They have to, because they have to practise
double magic: the counter magic to control the powers of the healing system, and
the magic to control the powers of the madness.

Remembrance and repetition are attempts to master not only the past, but also
the future. During all the years that I heard the mad stories of the same persons
in different periods of their lives, I discovered that the stories did not change.
This discovery was confirmed by review of the patients’ files and the stories of
therapists and nurses. There was also something else. In anthropology, it is



assumed that stories are about the past, about those parts of life which are
already lived. Events of the past are constructed within the personal and social
history. Thus seen, memories and repetitive compulsion are attempts to master
the past and to give new meaning to it. However, we should not stress the
reflexivity of people, the re-play of past actions, too much. In our studies of
narration, we also should consider that stories may be a fore-play of what will
happen in the future.

Having said that symbolisation and metaphorisation of mad people are not
idiosyncratic or private, we still have a problem. This is the issue of distance and
demetaphorisation. Usually, a metaphor or a symbol stands for something else,
but mad people often are what they say they are. They tie the symbols directly to
their body and life. Thus, there is no difference between the story and the life. Jim
told me his story, as he insisted, for the last time in his life. Then, he told me that
he was a rock. How can we understand this? We know that people can be ‘steady
as a rock’, but this was not what Jim meant. He is a rock. Maybe, anthropology,
and also psychoanalysis, would interpret the ‘rock’ as a symbol for insensitivity
and closeness to the outer world and incapability to have inner feelings. Another
interpretation is possible. The fantasy of the rock, a powerful cultural symbol, can
be a mark in the process where a schizophrenic man closes his body for the forces
which make him repeat his story vis-a-vis more powerful stories. The solution for
his frustration and hopelessness may be to become a rock. The problem that
others have with these kinds of stories is that such things are symbols for them,
whereas they are reality for mad people.

This leads me to the role and the weight of culture in the stories and lives of the
people of the wards. Anthropology may see culture as a collective of beliefs,
customs, symbols, etcetera. There are more than a hundred definitions of culture,
but what is often lacking is that culture is also a force, an energy that is directed
to something. Culture has power over people. It is even so strong that people
become ‘possessed’ by symbols and stories and do everything to come close to,
for example, an ideal model. The body model of the tiny, active and thus beautiful
woman may have such a strong impact on girls, that they will go beyond a healthy
life pattern, become taken over by the image, and become anorectic. But when
they are, they are told that they are not healthy or beautiful at all.

Cultural ideals and images cannot be described as coherent. What to do with
‘walking stories’? The stories will make clear, as we will see, that people are not



helpless victims or scapegoats. They are active agents who have nothing else than
what their culture provides them to combat. They reclaim more than their own
lives. They also reclaim the right to be involved in moral and cultural matters. The
symbols and myths are not used as metaphors for signifying illness. Rather, they
are used by people to re-take their place within the culture. They have to tell their
stories, and others should listen, because they are not about illness; they are
about the human/cultural condition.

One of the stories from Walking Stories: Vincent, Morrison and the cosmic man
Desire and resistance of a schizophrenic man

Billy, are you completely crazy?

No, it’s true. Really. This guy told me. It’s true. I'm really gonna do it.

I bet only reason you won’t come with me is because I ain’t got any money. Well,
listen, I'm telling you

I’'m gonna go back up there and getme some money, lots of it, maybe

even ten thousand. And then I'm coming back for you. I'm coming back.

- Jim Morrison: the Hitchhiker

The story of Vincent is emblematic for my argument. I followed Vincent’s well and
woo for many years. In general, his story and his life remained the same over all
those years. Vincent had a dream and this dream became his life. He lived his
story and he still does. Obviously, the ideas and models which were so important
in our shared history were so strong for him that he could not resist them. His
story shows the magic of culture and his struggle to resist and manipulate the
world. How does this work?

Anthropologists have highlighted that ‘human motivation’ has to be understood as
the product of interaction between events and things in the social world and
interpretation of those events and things in people’s psyche (Strauss 1992: 1).
This approach stresses that motivation depends on cultural models, but that the
motivation is not automatically derived from ideology, discourses or symbols in a
culture. Cultural models have a ‘directive force’; they set forth goals and include
desire. Emotions and cognition are interrelated. According to Quinn (1992) an
important way cultural models become goal-schemas is by supplying people with
understanding of themselves. It often is assumed that mad people suffer from
disturbances in the sense of self. These disturbances are attributed to a false
incorporation into culture in the crucial stage of childhood, causing a semi-



permanent identity-crisis and a repetitive desire to construct a self. This, in turn,
results in continuous redefinitions or elaborations of an imaginative, ‘unrealistic
self’.

However, the sense of self or self-understanding may vary throughout one’s
lifetime and may even vary from situation to situation. We all have to deal with
experiences which raise disturbing existential questions, with ‘sequestration of
experience’ (Giddens 1991). Many of us are ‘homeless minds’ in an era in which
old cultural boundaries are opened up and new ones are established. However, it
is sufficiently shown that these disturbances and inconsistencies do not mean
fragmentation or permanent disturbances in a person’s self per se. In fact,
Vincent’s story is about a ‘stable self’: he remained the same ‘self’” over many
years. The story of Vincent has to be interpreted differently; it is a reclaiming of
his life and his story from psychiatric discourse and therefore is a form of
resistance: against medical discourse, against moral ambiguities in his culture.
Vincent’s desire seems to be a positive force which produces resistance against
the moral and ideologies, power and control. Above all, his story and his life form
a resistance against ‘settings of technical correction’ (Giddens 1991: 160) and a
plea for imagination and emotional ‘play’ with culture.

The story and the life of Vincent

Vincent was a forty year old schizophrenic man. Vincent
looks like his famous namesake: Vincent van Gogh. He was
red-haired. His face has also the tensed and restless
expression that can be seen on Van Gogh'’s self portraits. As
a result of extensive use of psychotropes his movements are
sometimes slow and his tongue hangs out of his mouth. He
has lived for more than twenty-four years in a mental hospital together with his
brother, who is also diagnosed as schizophrenic. He is a well-known man in the
hospital and in the nearby city. When a student came to see me for advice on her
master’s thesis on mental illness she saw the portrait of Vincent in my office. She
recognised him and told me stories about his life in the city. Those stories were
very similar to what I heard during my fieldwork!

When we ascribe an identity to another person it may summon resistance of that
person. The resistance is comprehensible, but in clinical psychiatry it is made an
issue. Consider the utterance of Vincent, who was involved in a conversation with
his personal supervisor. The conversation was a part of my research project on
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schizophrenic and psychotic people (Van Dongen 1994). Therapists and nurses
talked with their patients about the patients’ lives. Contrary to most of Vincent’s
conversations, this one was a rather sad reflection on his situation. It was not like
his usual wonderful stories of success, pop culture and cosmic life.

The nurse and Vincent recorded the conversation. The opening is as
follows: [Nurse: How long are you in psychiatry?] I want to undo my chocolate.
[Nurse: Vincent?] Vincent undoes his chocolate and does not say a word. [Nurse:
How long are you in psychiatry?] Vincent does not answer. [Nurse: Well, let me
ask you in another way. How long are you taken in here?] Vincent: Twenty-one
years!

These utterances point to several things: the starting point of the nurse, Vincent'’s
reluctance to answer the first question and the assumption that there is
something special with psychiatry to Vincent. The nurse wanted to talk about
Vincent’s life in a linear chronological way: from the beginning of Vincent’s
admission to the hospital to the present. Vincent’s reluctance to answer the
question about his life in psychiatry is clear.

However, as soon as the nurse asked in a different way, Vincent responded. He
strongly disliked being identified with a mental inpatient. He had a totally
different view on the hospital. For him, the hospital was a place to sleep, to eat
and to get protection when the outside world had become too threatening. The
hospital was a shelter for withdrawing and settling down after a turbulent
evening out in the city. Vincent often remarked ironically that everyone had to
work and yet could not be sure to have a home, good food and enough leisure
time. He was sure to have such things. But he resisted being referred to as a
psychiatric patient. This had a strong negative impact, as it did for most of the
patients who participated in my research. The model of a mental patient had
a negative moral dimension and a negative directive force. It did not fit into his
self-perception, just as it did not fit most patients in my research. The model of
madness was related to guilt and shame.

Popular ideas of madness in western cultures are less rational and biomedical
than one may expect. Those ideas include different cultural models of the human
mind, the brain, religion, etcetera. They also include models of the moral order.
Popular models are vague and loosely constituted. However, they share one
aspect. They explain when someone exceeds the limits of the social order.



Exceeding limits is shameful and embarrassing, not only for the person who
crosses the border, but even more for the members of the social group. By
ascribing the responsibility for exceeding limits to individual failure and personal
guilt the madness and shame become a matter of the individual who commits the
‘crime’. Madness becomes badness. To be assigned as a psychiatric patient means
a moral judgement for the person. Vincent shows this belief in a compact package
of ideas which is related to his view of the social reality and self-identification (cf.
Strauss 1992: 205-207). The hospital was for Vincent a ‘place where strange and
wild things happen’ and ‘fights are going on’. He went through ‘mad things like
scuffles and breaking windows and so on’. He said that he had not a ‘psychiatric
disease’, but that he went to the institution ‘to rest’ and ‘to become an adult’. For
him, the hospital was a ‘nunnery’, which indeed it was twenty years ago. It had a
protective meaning. His ideas about madness and the mental hospital belonged to
an ‘authorative discourse’: ‘sharply demarcated, compact and inert [...] one must
either totally affirm it, or totally reject it’ (Bakhtin 1981: 343).

There is no doubt that Vincent rejected the model of madness and the connected
intrinsic moral judgement. The consequence was a considerable inner and social
conflict, since others identified him as ‘mad’ or ‘schizophrenic’. His turmoil was
connected to conflicts with nurses, family and people in the town. In spite of his
overt rejection of the madness model, Vincent was always involved in fights,
quarrels, drinking, gambling, begging and exhibitionism. In short, he was
involved in all the things, which he thought to have belonged to the mad-bad
model. Vincent was very aware of the contradictions between his models and
those of others, and of the difference between a part of his story and his actual
behaviour. He knew that he was different. He said: ‘I am unlike others, maybe
because | am red-haired.” He knew that others rejected him and he cared about it:
‘They always reject me. When I enter a pub, they will say ta-ta. In other words,
they say: Piss off. I am hardly inside when they say: Ta-ta, piss off!’

How did he manage the contradictions for himself and in front of relevant others?
First, he reversed the moral dimension of the popular madness-badness
model. He was not mad, he was not bad: God does not exist any longer, because
the people are bad. The devil became a common human being. People destroy
each other when they finish their plundering [...]. All that I say wrong, are the
thoughts of bad people. From my birth on I fight with bad people.

The badness of others was directly fixed upon Vincent. He experienced ‘the lives



of others’. This sensation gave him ‘troubled feelings’, because ‘people creep
under his thoughts’. The badness of others had become a physical experience.
Other subjects like death, education, fatherhood, psychiatry and sexuality were
penetrated by the evil of other people. This had such a strong negative effect on
Vincent that he wanted to be ‘a cosmic man’, stripped of all human qualities and
possibilities to do any evil: I want to be a cosmic man. Cosmic people don’t die.
They don’t have an anus. They are very clean and wear white clothes. They have a
kind of penis, but they don’t masturbate or crap. [...] Life in the cosmos is rough.
You have to drink until you feel good.

Sometimes he thought that he ‘had to lay down shorn and naked’ until he was
transformed. The only way in which he would achieve his exalted goal was by a
life in the hospital, where he could ‘work’ at his transformation. He said: ‘T work
at my standstill, to live at myself.” This higherlevel goal - the ultimate ‘good’ - was
an echo of a Buddhist ideal of the seventies which told him to make his mind
empty in order to achieve the absolute state of Nirvana. This ideal was mixed with
other ideas of the seventies, when flower power, pop culture and alienation from
the parental generation predominated the lives of adolescents. We hear
wellknown cultural and psychological issues in Vincent’s story of the cosmos:
human beings who are not imprisoned in lower desires like sexuality; white
clothes could signify purity; the cosmos could be heaven: one feels good. Purifying
oneself by removing everything that is dirty (clothes and hair): shaving could be
symbolic castration. There exists an over-determination of meaning in Vincent’s
story. There are lots of symbols of different (cross)cultural domains. Shaving for
example is also a symbol of castration in Buddhist India. One can recognise the
angels in the people without anuses and the little virgin penis. Thus, this
polysemy refers to the determination by the motives of evil and good, and the
many symbols which Vincent used. The problem is that there is no distancing or
disconnection between the desire and the cultural public domain of storytelling.
The story’s text remains close to Vincent. His story is perceived by others as
‘fleurs du mal’, an illusion, simply ‘crazy’, or personal symbolism. The assumption
that crazy people tell through the use of personal symbols, which are cultural but
not distanced from motives, desires or imagination, means that they are
disempowered. The symbols are similar to the public symbols.

When Vincent was a young man he was very attracted by these ideas. He tried to
get rid of an authoritarian father and he wanted to live like his idols Jim Morrison



and The Doors. Vincent was the son of a factory worker. His mother was a
housewife. He had left school when he was sixteen years old. He became a waiter
in a second rate restaurant. He fell in love with a girl, whose parents were well-to-
do. The young couple went out and made trips by taxis. The girl’s parents were
willing to pay for them. Vincent must have felt very successful in those days,
because his family was not rich and he himself did not have the job that could
afford him the desired lifestyle. However, the relationship came to an end.

Vincent wanted to continue the life to which he had become accustomed. He
remained a regular visitor of the city’s bars. He went for taxi rides and he took
the train to Paris. His father paid these trips. When the father finally refused to
pay, Vincent’s lived dream of glamour and wealth collapsed. Vincent became
psychotic and was admitted to the mental hospital in which he still lived at the
time of my field work. But the dream remained alive and very strong. In the first
years of his stay in the hospital he often lived in the locked wards. When his
dream took over him, he broke the windows and escaped to the city or jumped on
the train to Paris. He was imprisoned for some time, because his debts to the
national railway company had risen to unacceptable heights. Seclusion and
imprisonment could not prevent him from escaping again and again. What
Vincent experienced as ‘high life’ was irresistible for him.

The idea of ‘standstill’, his identification with Jim Morrison and The Doors gave
force to a range of related goals. He wanted to be sociable, successful and well
known. In a certain way, Vincent succeeded in achieving these goals. He was well
known in the hospital. Personnel and patients knew his stories and imaginations
about his travels with Jim Morrison. Sometimes Vincent felt repelled, but he could
not convince others of this feeling. When he tried to explain his feeling to a nurse,
the latter said: When I see you in daytime... at night, well, everybody knows
Vincent, and you set us on laughing. I don’t have the feeling that you are
repelled...
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Jim Morrison 1969

Vincent was also well known in the nearby city. He liked to go to cafés, bars and
night clubs and to talk to the people. Sometimes he travelled by train without
paying. He still rode in taxis when he had the opportunity and the money. People
would give him a blanket when he had to sleep in porticoes of a flat at night.
However, as a psychiatric patient Vincent could not afford the lifestyle he desired.
Social insurance paid him a little pocket money, not enough to cover his costs. He
lamented: ‘How much does life cost to make it without begging?’ His passionate
wish to be Jim Morrison or to be with the pop star was so strong that he had to go
into the world, mixing with corruption and sin, dirtying [him]self with externals,
having some trick with the despised forms, instead of worshipping the sacred
mysteries of pure content (Douglas 1982: 155).

He felt frustrated, because he could not achieve the status of a ‘cosmic man’. He
felt dirty and polluted. He had a strong but not unusual idea that money was a
guarantee for success and happiness, which he saw as a bridge to the higher-level
goal of the state of emptiness, Nirvana. Success was an intermediate station to
cosmic existence. In his view earning money in the usual way was a sad thing to
do. He rejected the social value of ‘working for your bread’ by saying: ‘Life is not
for working, life has to be pleasant.” However, he had to supply his pocket money
in order to keep his dream alive and to live his dream. He did so by gambling,
begging and exhibitionism. These activities belonged to the evil, the polluting. He
slept in the street or in porticoes of houses on a piece of cardboard when he had
no money to pay the bus or a taxi. For others he was no different from the tramps
that people the modern big cities nowadays.

For himself, dirtying was a necessary evil: he did so to achieve his goals. Each
little amount of money he got by begging, gambling or exhibitionism permitted
him to be like Morrison for a short time. To be like the pop star was a mark on the
road to Nirvana. The ideas of the pop culture - fame, plenty of money, beverage,
women, music and a ‘flashy lifestyle’ - were part of Vincent’s success model. This
model was a strong leading principle. But begging, gambling and other behaviour
gave rise to conflicts with others. In the city Vincent was abused many times. The
incidents that followed his exhibitionism illustrate this: I show my penis. [Els: You
do?] They say that I must do that and I get forty guilders. [Els: If you don’t want
to do it, you can refuse.] No, I must, otherwise they beat me up. It is like a rape



when they beat me. They beat so heavily, it’s like I am in a woman. [Els: Why are
people so curious to see your penis?] I am red-haired and red-haired people are
special. So, people want to see my penis with that red hair. That’s special for
them. [Els: Don’t you think it’s annoying for you?] Even the sportsmen do it when
they take a shower. [Els: Is that the same?] Yes, they are naked.

In this narrative Vincent related his exhibitionism with his otherness. He also
stressed the role of others and his helplessness. His abnormality was transformed
into the badness of others. The realisation of his dream clashed painfully with his
madness, the evil and the limits of society. No matter how strong the motivational
force of his success model was, in this case the bridge between money and
success and the good was very insecure. The piers of this bridge were
inadmissible behaviour and social taboos. Nevertheless, Vincent showed a certain
obstinacy in his continuously repeated efforts to achieve success on his way to the
cosmos. Vincent was an incarnated problem of the western consumer society. One
the one hand, his life is an extreme example of the rat race: pursuing success and
happiness. On the other hand, his life was a struggle between evil and good.

Desire and passion

Vincent’s story may support the claim of certain psychiatric theories that the
process of becoming a ‘self’ in psychotic people is disturbed. Serious disorders as
psychosis and schizophrenia have disturbances in the sense of identity and
capacity for social relationships. However, to view psychosis or schizophrenia as a
combination of ego-functions and deficiencies in parental education, family
structure and communication show the cultural foundation of the approach. The
cultural beliefs and values are manifest on the level of ideology, but also on the
level of behaviour and social interaction. Prominent characteristics are self-
reliance, selfdirection and verbal expression (Kirschner 1992). These notions
persist in modern psychiatric ideas. Vincent’s story and life may support this
view. He does not seem a person who is self-reliant, autonomous. His behaviour
does not match the accepted social behaviour, his verbal expressions violate the
rules of interaction. His life story suggests that the theory of a derailed self
through disturbed identification and education is right. His hospital files tell
about an indulgent mother and an authoritative father; an uncertain situation in
childhood, due to which Vincent’s ego was not integrated in the cultural domain.

In psychosis the passage from the imaginary order to the symbolic order does not
take place (Lacan 1966). The name of the Father (to be understood symbolically)



is rejected (‘forclusion du nom-du-pere’). This means that the configuration of
differences and rules - the law of the Father - is also rejected. The child does not
participate in the symbolic (linguistic-social) game. The ‘metaphore paternelle’
fails and the result is that the child stays subordinated to desire (of the mother).
The child has no choice and no own identity. The child coincides with the other’s
words. It has no possibility to take a symbolic marked identity from the symbolic
order and therefore it has no distinguished position. His self is what others say it
is. For Lacan the idea of an integrated ego is rejectable.

Every self is divided and fragmented. Desire is the inevitable result of division and
fragmentation, and becomes the motor of human creations. Lacan’s idea is similar
to Ewing’s notion. This anthropologist states that the presentation of the self may
differ from context to context (Ewing 1991). Desire created Vincent’'s ‘cosmic
man’. The fulfilment of that desire (being first like Jim Morrison in order to
become a cosmic man), however, could not be achieved through the life Vincent
had since he was an adolescent. In a Lacanian view desire means only more
desire. According to this view Vincent’s desire was a regressive process. His
dream of success and the good leads him back to his starting point again and
again. However, the dream and the subsequent stories are more than that: they
are means to survive and to resist.

Plurality and anbiguity are to be studied in their context. Vincent’s ideas about
the self embody certain assumptions about the person which are characteristic of
the culture in the south of the Netherlands. Here the self consists also of
significant others. The self is partly composed of elements over which a person
has no control. The self can change and is less unbound and autonomous. Vincent
shows for example this awareness when he said: ‘You have to live with other
people in a social way.’ Psychotic people frequently violate the cultural rules in
order to satisfy their needs. Vincent was involved in an ongoing social conflict.
Sometimes it seemed as if he did not experience an offence of a cultural
prohibition when showing his genitals in town. However, rather than suggesting
that there is no conflict, as some psychiatrists do, I suggest that Vincent’s
behaviour was intentional and conflictual. It is well known that when people learn
different or conflicting assumptions about what is right or wrong, moral or
natural, a possibility exists for resistance to cultural ideas and beliefs (Quinn
1992: 122). In Vincent’s case the conflicting assumptions had their origin in
childhood. His rigid assumptions about the evil and the good were not simply
cultural models which had directive force because they were learned in childhood



and experienced as ‘natural’. Vincent’s story suggests a long process, beginning
in adolescence, in which his ideas about failure, success, evil, purity, etcetera
became incorporated in Vincent’'s understanding of himself and led to the
identification with Jim Morrison. His behaviour and his almost conscious will to
behave like he did echoed, as I wrote before, ideals of the youth in the seventies:
resistance against authority and the ideal of total personal freedom. In fact, it
echoes resistance against the cultural law by a large ‘peer group’ of adolescents:
the ‘protest generation’.

Vincent’s technique of resistance was that of parody and grotesque realism. He
offended precisely those cultural norms of which he said that to offend was a bad
thing to do. He did it very openly. Begging, drinking, and exhibitionism seemed to
be what Goffman (1971) called ‘ceremonial profanations’, i.e. conscious offence
that shows sensitivity for values and norms.

Anthropologists showed that the directive force of cultural models is ‘over
determined’. Social sanctions, pressure for conformity, reward and values act
together to give a model its directive force (D’Andrade 1984: 98). In this sense
the cultural models Vincent used seemed not very rewarding for him. His offence
was chastised immediately, sometimes through beatings, sometimes in the
hospital by being prohibited from going out. The socialisation process seemed not
to be very effective. Vincent was admitted to a psychiatric hospital and he lived in
the margins of society. He offended the rules and violated cultural norms. No
matter what therapists or other mental health workers did over the years to
reinforce a moral and proper way to behave, he maintained his dream and thus
his way of living for more than twenty years. Obviously, there was a strong force
involved. Vincent knew the values and norms of his culture, but he had different
feelings about them. For him norms and values were associated with strong
negative feelings. His experiences with people in town, his resistance against the
ascribed identity of psychiatric patient and his feelings about the ‘hypocrisy’ and
‘badness’ of people caused these feelings. To understand what motivated Vincent
(and others as well) we must know the feelings that he associated with cultural
models as the result of his specific life experience. They were his passions of life...

If culturally organized views of possibility and sense must figure centrally in the
acquisition of a sense of self - providing images in terms of which we
unselfconsciously connect ideas and actions - then culture makes a difference
that concerns not simply what we think but how we feel about and live our lives.



Affects, then, are no less cultural and no more private than beliefs (Rosaldo 1984:
140-141).

Desire and intentions

It is not so strange that Vincent wished for a completely different way of life when
we know how he lived. The different life was situated in the cosmos. For other
psychotic people the ideal way of being was in heaven or in some utopia. One may
say that the ‘real’ life of psychotic people forms a negative force. Often, this
particular kind of desire had not developed in childhood, but in adolescence.
From my research data it became clear that most of the psychotic patients which
expressed so plainly a desire for heaven, utopia, or cosmos, were the adolescents
of the seventies.

They were involved in the counterculture of that era. This desire is not so very
different from a general desire people express for example in religion, myths or
ideologies. The problem is not that psychotic people desire heaven or so, but that
they desire it too often and too ‘loud’, therewith showing that the desire for
‘heaven’ is ridiculous. For us, this is very uneasy, because that which we express
and believe in religion or ideologies, we deny to madness.

Should we define desire as a force that is characterised by a lack of something?
Or should we view it as a positive force? Lacan (1961) defines desire as a lack,
but Deleuze and Guattari view desire as a presence and a productive force.
According to these authors ‘needs are derived from desire: they are counter
products within the real that desire produces’ (Deleuze & Guattari 1984: 27). In
their theory an individual is not bound to be a slave of his desire nor is the desire
always a repetition of the oedipal triad mother-father-ego, but a will-to-power, a
will-to-become, while opposing the regular social discourse. The authors do not
exclude Lacan’s version of desire, but they see desire as discursive, that is,
emanating from power and control, while the object of desire is created in social
discourse. In their view desire is dual. I will explain this by Vincent’s case.

On the one hand, when his desire to become a ‘cosmic man’ is seen as a lack,
there is always something that is lost and has to become reinforced. In a
psychiatric view, what is lost is his sense of self and his sense of reality. What has
to be reinforced involves re-territorialisation of his ideas and beliefs within the
common ideology. This is what psychiatry wants to do. On the other hand, when
his desire is conceived as a willtobecome, Vincent would have room for resistance



to the social and the cultural order. In this case re-territorialisation becomes an
outcome of discursive practices. This means for example that the ‘cosmic man’
can be made into a central figure in conversations with Vincent.

However, there is still Vincent’s desire to be like Jim Morrison. I explain this
desire for identification as a bridge between his actual life and his life in the
cosmos. This desire cannot be explained by repetition of an oedipal model or a
familial model of authority. Morrison is for Vincent a model of anti-authority. It is
possible to see the repetition of the ‘Morrison’-desire as ‘pursuing failure’, as
Shafer (1984) describes for clients in clinical psychiatry. These clients have failed
in life tasks and their emotional patterns related to these failures seem to persist.
Failures become goals with directive force and their pursuit is valorised.
Embroiding this theme, failure can be a model of something that happens to
vulnerable people and the model of a vulnerable self with elements over which
one has no control might make failure a goal. Thus, powerful forces like
marginality, moral judgement of others, exclusion or denial of worth on the basis
of a position as a psychiatric in-patient can lead Vincent to take on some of these
models. It can be argued that this is for example the case with marginality when
Vincent sleeps on the streets, in porticoes, or even on a dung-hill. But the
Morrison-model - the desire to double Morrison - is more complicated than an
intra-psychic model of free, individual choice (if there is any!). There are two
important items related to Vincent’s Morrison-model, which I would like to
discuss. Firstly, desire as a positive intentional force of resistance, and secondly,
desire as a ‘political’ and mimetic process.

Vincent was an active agent. He was the ‘nomadic subject, able to become, to
resist, to see that things can be otherwise’ (Fox 1993: 86). The desire of Vincent
to be Morrison soaked his life. Morrison was a model with a strong directive force
for many years. ‘Higher-level goals’ clustered around this model: success,
freedom and happiness. Morrison stood for all. Nothing is abnormal in the goals
of success, freedom or happiness in the Anglo-American and Northern European
cultures. D’Andrade (1984: 98) notes for example about the American emphasis
on success: ‘there are external sanctions involving money and employment, there
are conformity pressure of many kinds, and there are the direct personal rewards
and value satisfactions’.

However, for Vincent the achievement of these goals did not pass off by socially
accepted employment, but precisely by the opposite. He tried to achieve the goals



by begging, gambling or exhibitionism. These activities are not signs of madness
per se, but in Vincent’s case they are signified as symptoms of mental illness.
However, they offered Vincent satisfaction and pleasure, because if he succeeded
to win a couple of hundred guilders by tapping the buttons of a gambling machine
his dream about ‘good life’ became reality. People would accept a drink and
would even have a conversation with him. He would take a taxi and the chauffeur
would be polite and open the door for him. This gave him ‘the kick’.

The directive force of such models cannot be entirely explained by personal and
social reward. According to D’Andrade there are two motivational systems
involved with cultural meaning systems: one that satisfies personal needs and
another that represents a self as proof of a particular set of values (D’Andrade
1984: 98). For example, what motivated Vincent to identify himself with Morrison
may be rewarding because it satisfied his need for recognition and attention. The
effect of this open identification was the constant attention and care of mental
health workers, because this identification was conceived as a sign of
madness. Ironically, mad people have to behave mad in order to stay in social
contact with others. The identification also represented the ‘free’ self and this self
came close to the cosmic man.

However, the need for success and related feelings of freedom and happiness was
only temporarily satisfied. The ways in which Vincent tries to fulfil his desire often
meant a social conflict. We can hardly speak of any form of reward in this case.
What made Vincent do this again and again? To explain this, we need another
dimension of desire, namely intentionality. From a psychological view intentions
are mental representations capable of being realised in action. I do not mean a
full conscious effort to make something clear or to satisfy a desire. Analogous to
Sperber and Wilson (1986) who see a communicative intention not just as an
intention to inform someone else of something, but as an intention to make an
informative intention known to the one who communicates and the one who
listens, intention of desire is a semi-conscious effort to make an intention clear or
to make clear that there is an intention to everyone who is involved in social
interaction. Desire is thus not only a positive force that takes place in the real, as
Deleuze and Guattari see it, but also an intentional force, not only to fulfil needs
but also a force that is effective and productive in the social domain. The desiring
subject communicates an intention with the desire. The question is what effects it
has, and what it produces.



Jim Morrison and especially his ideas of fame, a ‘flashy’ lifestyle, plenty of money,
spirits, women and music, were strong leading principles for Vincent. The
proceeds of begging, gambling and other business enabled Vincent to live like his
model. He could buy drinks and ride in a taxi. This, in turn, gave him the idea that
he was ‘on the road with Jim’. Vincent told me: ‘I think I am the fifth Doors.’ This
is a remarkable phenomenon. Vincent did exactly what Morrison did. Morrison
was not only a ‘success model’ for young people. Essential components of his life
were ‘doing dirty’, protest, nihilism, anti-materialism and death. It is striking that
Vincent fitted almost perfectly in this double Morrison-model. But the dark side of
the model, e.g. anti-social behaviour and death, was disregarded in Vincent’s
discourse. About Morrison’s death, he said: Is he still alive, Morrison? [Therapist:
He is dead.] He is dead? But I never found out he is dead! [Therapist: No?] Never.
Does it hurt? [Therapist: I don’t know, I was never dying.] I don’t know whether
he is dead or not.

When the movie on Morrison’s life and death was shown in the nearby town,
Vincent did not want to see it. When I took a photo of Morrison’s grave at Pere
Lachaise in Paris, he did not want to see it. He said that he disliked ‘the ugly
images of Morrison’, but I believe that seeing Morrison’s grave or the film would
mean the end of Vincent’s story and thus the end of his life. The most important
thing in Morrison’s life for Vincent was his glamour and success. Doing dirty,
although it is an essential component of the star’s life, was not a motivating force
for Vincent, but an inevitable necessity. Vincent pointed therefore to the evil of
others and the ‘logic’ of his own behaviour. He did dirty, but by doing so he was
confronted with norms and values in his society. His behaviour was not tolerated.
Complaints of his family, fights in the town, people making a fool of him and
sending him away were the results. Yet, some of the things Vincent did are not
uncommon in towns, where people ‘celebrate the weekend’ or have their parties.
Carnivalesque ideas and a ‘we-live-just-once’ model could be seen. Vincent
described this as follows: They say: We live just once, when they walk around with
a big glass of beer. Do you understand that? Who lives once? They say: When we
are dead, we rot away, so let us drink! That is not possible. There is maybe a life
after life. Incarnation? Rubbish! It is your world. You see so many people and then
you may ask yourself: Why are you seeing that? Why are they destroyed like that?

Vincent connected the carelessness of people, their badness, the evil and the
consequent destruction. He contrasted these with the cosmos, the good and



infinity: My life is eternal. [...] I don’t reincarnate, I disappear. The universe is
infinite. Life continues till the entire universe is filled up with cosiness. There is
no end to my life.

Vincent did ‘bad things’ to be in the ‘scene’ he despises. This was not simply
copying Morrison’s life. The proceeds of his ‘jobs’ guaranteed him not only
fulfilling of a personal desire to be Morrison, but also meant (short-term) social
relationships. This was the only way Vincent had. Alternative social institutions
that could satisfy his social needs were missing. Through his madness and status
of psychiatric patient he was marginal and lonely. So, social aspects created the
conditions of the force of his models. The forbidden actions Vincent used to attain
his goals belonged to these social factors. What he did openly, others did
clandestine. He knew this: I have to tell everything to my wife. Are you mine?
[Els: No, I have already someone else. I am not yours, but I am listening. Tell me.]
Well, if I tell my wife she falls asleep... [Els: I don’t fall asleep. Do you have a
friend?] Yes. She is a twin. [Els: Does she live here?] No, I meet her in town. She
takes a gin from me and leaves it. Then my money is gone and she does not want
anymore. If I had five thousand guilders, she would come with me, she said. She
is so beautiful, she is a twin. I want to tell her anything, but she won’t listen.

He almost exactly copied a song of Morrison, i.e. “The Hitchhiker’ (the text is at
the beginning of this part). This image suited Vincent. He was wandering about
and he always tried to get some money so that he could buy love and a social
relationship.

An older but still actual argument of Goffman (1971) in his ‘Asylums’ on
intentionality of mad behaviour is that such behaviour is not so much a result of
any violence, but an intentional offence of rules. The behaviour shows sensitivity
for those rules. It is a profanation. According to Goffman the behaviour is of
interest, because it shows us the common ritual order. In its offence the
behaviour shows us rules of which we are hardly aware in our daily lives. Later
(1971: 411), Goffman adds: ‘In sum, mental symptoms are wilful situational
improprieties.’ It is not so difficult to see the intentionality of ‘mad’ acting here.
Also the relation with Morrison’s wilful offences of culture and social rules and
norms is clear. The openness with which Vincent offended cultural norms brought
him not only into conflict with people in town, but the offence ridiculed a double
moral.



Norms of what people can do in public are ambivalent and ambiguous. This
ambivalence and ambiguity offered to Vincent (and other psychotic people as
well) different possibilities to withdraw himself from the obligations of ‘social
regulation’ and cultural norms. Vincent’s contempt of behaviour of the feasters in
town was evoked in others by his own behaviour. Showing his genitals in town
was to stage the hidden and secret perversity of people: ‘They say I have to.’
When Vincent would refuse to do what the drunken people asked, he was
punished by abuse. When he did what was asked, because he wanted to earn
some money and because people wanted to see his penis, he was punished by his
supervisors in the hospital. This was a dilemma for him.

The question is then: who was bizarre? Vincent or the people in town? I would like
to stress that I do not claim that Vincent’s ‘mad’ behaviour is a fully conscious act
to make people aware of the ambivalent morals and norms and the hidden
passions in his society. I argue that desire has three positive intentional
dimensions which motivate people to act the way they do. First, there is the
intention to satisfy the need to feel well, to be happy or get ‘a kick’. This is a
personal intention. Second, there is the intention to satisfy social needs, for
example to have social contacts or sympathy of others. Third, there is an intention
to express displeasure or an awareness of hidden negative aspects of a moral
system within a society. These intentional dimensions are intertwined. For
example to express displeasure of negative aspects in a moral system can be of
personal worth because it satisfies personal needs for a certain achievement and
because ‘it represents the “good” self’ (D’Andrade 1984: 98).

Desire, resistance and mimesis

In this section I want to explore the intentionality of a desire in relation with the
effects of the behaviour that follows from that desire on other people in Vincent’s
culture. In other words, is desire a ‘will-to-power’ that has a positive social
impact? Is it a political act? Vincent’s caricatured mimesis of Morrison and ‘wilful
situational improprieties’ had an enormous impact on social relationships for
himself, but did they show the ambiguity of cultural values and norms? In other
words, could Vincent be compared with the trickster figure? Vincent’s life threw
him into conflict with the cultural conceptions of a person, norms of behaviour
and social rules, which are in force in the society. These are regulations that
somebody is trained and educated to adhere to mainly in childhood. These
regulations always enclose resistance, because individuals may differ in the



degree to which they are committed to cultural ideas (D’Andrade 1992).* They
can reject ideas totally or partially. [* D’Andrade expands the ideas of Spiro
(1987) by adding the motivational force of cultural models to Spiro’s concept of
internalisation. He writes: ‘Spiro has pointed out that all parts of a culture are not
held by people in the same way; that cultural propositions vary in the degree to
which they are internalized (1987)" (1992: 36). Somewhat before he writes: ‘“Thus
it could be said that the statements generated by cultural models had directive
force for some people, that is, had a force which made people obligated to do
what the statement said. However, the term “directive force” refers to a specific
kind of motivation - the moral or quasi-moral sort, where one feels obligation’
(1992: 39)] Vincent's desire to become Morrison and finally become a cosmic man
reflected intentional efforts to dismantle the cultural rhetoric on decency,
autonomy, self-reliance, labour, and all other concepts which seem so important
nowadays. He showed the ‘ridiculous’ and arbitrary use of these concepts. It was
as if Vincent wanted to say: ‘You want me to be mad or to violate norms and
rules? I will give you want you want.” He did this by well-known mechanisms in
our culture, i.e. ‘desire’, ‘mimesis’, ‘identification’. The mime had the same effect
as that of a clown.

Jim Morrison
(Graffiti Rosario)

The people in the centre of the city laughed and challenged him to behave
‘crazier’. Two issues are important. First, the issue of flexibility and constraints of
cultural ideas. Second, the related issue of power. Obviously, notions of what is,
what can be and what must be done have thresholds. On the one hand there are
infinite possibilities for people to explain themselves. The flexibility, or
pandemonium as Gergen (1985) names it, is not as infinite as it sometimes seems
to be in a post-modern society. When Vincent said ‘I am Morrison’ or ‘I want to be
a cosmic man’, the social impact and force was large, but only because of the
irony, ‘exaggeration’ and impossibility of what he did. We cannot gather
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information about the irony in Vincent’s life from his texts as they are presented
above. We canderive his ironical attitude from the tone in which he talked and
from the rhythm of his behaviour. His stories were sometimes told in a Rabelian
way.

They are of grotesque realism, using vulgarisms, puns, mockeries and benignant
fabrications. His behaviour was also ironic. I happened to be a victim once of his
way of begging. To illustrate this I quote a fragment from my diary: There comes
Vincent! His red hair flickers as a warning signal in the sun. Without knowing
why, I feel something is going to happen.’Hey!’, Vincent shouts. With his long thin
legs he rushes at me, his hand held out. He laughs. ‘How are you? What are you
going to do?’, he asks, while shaking my hand. ‘I am going to work, Vincent.’
‘Work? What work? Are you going to tell stories about the hospital?’ ‘Yes, I will.’
‘That’s great, that’s very great. Are you doing this alone?’ ‘Yes, I do it alone.’
Vincent tilts his feet. He gets a deep breath and then: ‘Hey, do you have
something for me? For buying a bottle of lemonade? You gave me something
lately, but that is gone. It does not matter what: nickels, dimes. I pay you back, I
pay you. I will tell you another story. I pay you back. Please?’ Vincent held his
hand. ‘I am so thirsty, girl!” [To make a longer story a little shorter, I gave him
some money.] ‘I pay you back! Did you note down the dates of the coins?’ Vincent
comes very close to me and smiles. I can smell his body and see his brown teeth.
‘Thanks, I pay you back!” Then he disappears to the café.

I have to admit that this encounter gave me mixed feelings. On the one hand I felt
rather defenceless against Vincent’s charms. I felt as if I had to laugh, which I did
indeed. To note down the dates of the coins was ridiculous. On the other hand, I
felt repelled by unwashed flesh and I also was embarrassed, because I did not like
to be forced to give him money. The stories and behaviour of psychotic people are
tragic and comic. Psychotic people amuse, but they are also accusing. The
tragedy, which summons compassion of others, guards them from total rejection.

This resembles the reactions people have for the behaviour of the trickster. The
effects of his behaviour may be compared to ‘the drastic entertainment’ of the
tricksters’ stories (Kerenyi 1972). Stories of such grotesque realism, imaginations
or fabrications are mostly only permitted in childhood, in our silent thoughts, in a
cabaret or as an artist. What Vincent did and said had to stay behind the curtains
of the public stage. His madness offered him a possibility to resist cultural values
and norms, or to challenge them. Desire became a ‘political’ process. In the story



of Morrison and the cosmic man Vincent presented himself as a caricature of the
ideal of a totally free man. This was an ideal that developed out of the youth
culture in the seventies and seems to be accepted as normal in the nineties. He
pointed to the ‘good’ and the ‘evil’ and their ambivalent character. He pointed for
example to drinking and gambling, which belong to evil things in popular cultural
ideas, but which are at the same time permitted during an evening out. With irony
and caricature the psychotic man or woman is accusing: he or she points to and
makes a mockery of cultural values and norms.

However, we have to be careful to take this resistance and protest as political
acts that undercut power and ambiguity. We can learn from feminist studies on
disease that hold that resistance and protest against gender domination do not
undercut existing power relations, but are utilised in the maintenance and
reproduction of these relations (Jaggar and Bordo 1992). For example, a study on
eating disorders shows that transformations of meaning ‘through which
conditions that are “objectively” (and experientially) constraining, enslaving, and
even murderous, come to be experienced as liberating, transforming, and life-
giving’ (Bordo 1992). The transformations appear to be non-liberating; they
reproduce the existing models of femininity. How is this in the case of psychotic
people, whose ideas are dominated by the culturally accepted ideas? Vincent’s
protest and caricature appeared to be counterproductive. The symptoms of
chronic psychotic diseases weaken people and turn the lives of patients into an
all-absorbing desire. Because psychotic people are wedded to an obsessive desire,
they are unable to make an effective change in their lives when others are not
willing to acknowledge the social meaning of psychotic language. Vincent
remained the ‘reproducer’ of the dependent person of the psychiatric in-patient.
Employing the language of the moral through his own psychotic ‘language’
involved the ambiguity of that moral and suited perfectly the dilemmas of a
culture’s mores, but everything remained in its place because Vincent’s language
reproduced, rather than transforming what was protested and mocked. The fact
that the psychotic world has been taken as the ‘unreal’ world during the history of
psychiatry in spite of attempts within psychiatry to give this world its meaning, is
significant. Psychotic symptoms and pathology as potential means for resistance
and protest serve in the maintenance of established and generally accepted
cultural order. How can Vincent’s desire become implicated in the cultural order?

D’Andrade claims that the standard analysis ignores what organises the desires.



Desires are not simple things in themselves or motives independent of culture.
D’Andrade claims that desires are ‘conscious interpretations of goals activated by
other cultural schemas’ (1992: 55), and he agrees with the claim of the standard
analysis that ‘idiosyncratic and cultural schemas (or models) are organised in
complex hierarchies’. Which schema is at the top of a person’s interpretative
system, varies. Top-level models are ‘master motives’ and contain the most
general goals. For Vincent these were things like success, happiness, and
standstill.

Further down in his hierarchy of models there were things like money, social
contacts, drinking, women, etcetera. According to D’Andrade there are two
empirical issues involved. First, it is not clear how the notion of ‘directive force’
should be used. D’Andrade proposes a psychological description by organising the
data around cultural models which have the greatest directive force. Second,
which factors cause cultural models to be internalised? For example why did the
cultural model of success affect Vincent so deeply, while others of his generation
are not so much attracted by it? D’Andrade gives us a part of the answer. It is
because others have already learned other models, which interfere with the
success model. The author concludes: Each individual’s life history can be viewed
as the building of new schematic organizations through processes of
accommodating to experience and assimilating these experiences to previous
schematic organizations. The final result is a complex layering and
interpenetration of cultural and idiosyncratic schemas which always contains
some degree of conflict (1992: 56).

D’Andrade’s conclusion is valuable for Vincent’s story. However, there is a
mechanism involved, that Girard calls mimesis. This mechanism is related to the
directive force and internalisation of models and has to do with the maintenance
of a model despite the evidence that desires will never be fulfilled. This is what
has happened in Vincent’s life. Vincent was an adolescent in a critical historical
period. It is suggested that the rivalry between youths and adults in western
societies during the seventies was uniquely critical. The young were profoundly
alienated from the parental generation. Two main forms of dissent were
important in that time: the radicalism of European youths with significant social
criticism,and an American experimental and flexible dissent from what Roszak
called ‘the technocracy’ (1970: 4). Although the European radicalism was closer
to the front door of the Netherlands, it limits itself to the intellectual young



people at the universities. It seems that the experimental dissent had a greater
impact on the young outside the universities in the Netherlands. Vincent was one
of the latter. Flower power, hippy culture or pop culture flourished well with the
youth. It offered them the impression of full freedom, with no binding loyalties, no
personal attachments, no home, no family, no obligations, no authority. What
Vincent, and many others with him, did not see was that the propagated ‘leisure’
of sunny beaches, luxurious hotels, big cars, cool drinks and drugs were adjuncts
of the jet set and high income class, not of underpaid waiters in a small
restaurant. Vincent was confronted with and opposing a ‘technocratic society’
which equipped the young with an ‘anaemic superego’, made possible by
unrestricted pursuit of profit, commercialising and permissive education.
Withdrawing from the family and becoming a beggar or a gambler for example
was a formidable gesture of protest.

The culture of permissiveness ill prepared the young for life. Adolescence was no
longer a passage to adulthood, but ‘a status on its own and a prolongation of
permissive infancy’ (Roszak 1970: 32). Vincent demonstrated awareness of this
status of the adolescence period, when he said: At that time I could not care for
myself. [...] You are only an adult when you are forty. [...] I am not a psychiatric
patient. I stayed in the hospital because I got lessons, perhaps for becoming an
adult.

Such a permissive culture as in the seventies smothered protest by saturation
coverage. Strictly speaking, it was not the parental default, but the social
conditions which caused problems. The counterculture of the seventies was not
simply an expression of protest or cultural renewal. The essence of this culture
was, as it is with all countercultures, to aggravate contradictions and conflicts
which already existed (Abma 1990). These contradictions and conflicts were
social conditions. One of these conditions was not the lack of models for mimesis,
but the lack of someone in that time who told, for example, the adolescent Vincent
that on the one hand, his identification with Morrison could be beneficial and
rewarding sometimes, but, on the other hand, it could not continue life long.
When he was young his fantasy was nourished by the indulgence of the parents of
his friends and his mother. When he grew up he was left too long without
restrictions. He did not adjust to prescribed patterns of an adult man. He
continued to assert pleasure, freedom and doing dirty, just like Morrison.
Originally developed as a resistance against authority and society, Vincent’s



model came to dominate his entire life.

It came to belong to his passions and it shows the magic of culture. His mimesis
presented itself as a caricature of the ideal of a totally free man - a cosmic man -
an ideal that developed in the seventies and seems to have a climax in the
nineties’ hyper individualism. Apparently, the model of freedom and standstill had
not lost its force. On the contrary, Vincent mimed Morrison as much as he could.
He was so fascinated by his model that he was warming up to it. Morrison was the
embodiment of all ‘master models’ and the models lower in the hierarchy. The pop
star became over the years Vincent’s ‘master’s voice’. The mechanism that lied
behind the exceptional manifestation of mimesis was that Vincent’s being was no
longer defined by a place in society. Motivation was stirred up instead of
decreased (Girard 1978) and desire increased at the expense of differentiation
between the model and Vincent. Being mad was being mesmerised by the models
of desire. However, it is not fully correct to ascribe the mesmerising totally to
Vincent’s madness. It is also not fully correct to see Vincent as a scapegoat.
Through intentional behaviour Vincent showed the conflict, rivalry and
undermining of the cultural order which were joined together.

Vincent’s behaviour did not transform the cultural ideas about a person or the
cultural ideas of good and evil. On the contrary, it strengthened the cultural
models of madness. The ‘solutions’ offered by psychotic language, too excessively
uttered, lead to their own undoing. Vincent remained a ‘docile body’ (Foucault
1979). He remained a locus of social control; a psychiatric inmate.

In conclusion

If Vincent'’s story is perceived as a ‘fleur du mal’ and a fantasy, how is it related to
his life? Normally, lives are storied. What keeps the stories from being odd is that
they summarise and justify the work from which they arose, and that they do not
become identical with the teller’s desire or motives. But, this is precisely what
happens in odd stories: the lives are not storied, but the stories are lived. They
are identical with the tellers.

Crazy people are disempowered by the fact that their story is perceived as odd
and personal. The problem with odd stories is that they are very attractive for
normal people. We suspect ‘deep meaning’ in them. This becomes clear in the
literature on art and madness. In this literature it is assumed that madness
enables a person to get access to the deeper domains of creation and ontology.



Good examples are studies of Nietsche and Van Gogh, and many other artists.
Crazy people are ‘createurs bruts’, who have access to an original pre-cultural
world, which serves as a source of creativity. I do not want to argue that every
crazy man or woman is an artist, but I agree with the opinion that crazy people
are ontologists: they are engaged in a new way of experiencing fundamental
categories, in experiencing new frames from which reality can be described and
experienced. Craziness is thus a new way of experiencing, like art. But it is an
involuntary way, sometimes fearful and certainly not comfortable. Mad people do
not invent a new culture or a new frame. They unbolt normative frames and
inverse the rules of social relationships.

(o e, Their stories and lives have sensational and shocking
attributes and therefore they resemble the trickster. But,
everything in the world has a deep meaning and that drives
them crazy. Mad people test possible worlds in their stories
to see if they are endurable. Their stories must come to life
because it is often the only way to contact the social world.
But the openness with which Vincent and the others offend
cultural frames (values and norms) brings them into conflict and ridicules a
double morality and the arbitrariness of the frames. Cultural norms of what
people can do in public are fully alive to ambiguity and ambivalence.

5 wdw
o check if you hav
Schizophrenia

One does not show his penis in public, but when one is drunk on a Saturday night,
one asks someone else to show the willy. Vincent and his story are at the core of
our culture. We witness the interplay of emotions and cognition, of rationality and
irrationality, of calculation and raging passions, of morality and immorality. It is a
struggle to fight the magic power of culture. Vincent'’s story is a sad one and he
knows it. When the story comes to an end, his life will end too. His denial of
Morrison’s death has to be understood as his will to survive. But what will happen
when he becomes old?
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By Sjaak van der Geest

In the evening of 4th February 2009, Els van Dongen, anthropologist, colleague
and editor of this journal, died at the age of 62. Her death came after a long and
painful sickness, a period of hope and desperation, of gratefulness for a rich life
mixed with stubborn resistance to the unfairness of that same life.

Els was a gifted anthropologist and an unusual colleague. Students loved her
teaching, original, sharp, concerned and full of entertainment. Colleagues
admired her for her unbridled energy and productivity and her many talents. She
was fast in everything she undertook and impatient if things went too slowly. She
deeply disliked bureaucracy and its meetings.

Her anthropological life started late, at the age of 35. She first trained as primary
school teacher, during which time she met her husband Leo Hulshof. From 1968
till 1978 she taught in two primary schools in the proximity of their beautiful
house in the rural south of the Netherlands, near the Belgian border. In 1978 she
decided to study geography. During that course she discovered anthropology,
which she liked instantly.

In 1982 she decided to join the new part-time evening course anthropology at the
University of Utrecht. She combined the role of student with the care of her
family. She completed her master’s ‘cum laude’ in 1988 with a thesis on the
semiotic approach in the study of illness [1988].

Six years later, in 1994, she defended her PhD thesis based on conversations with
psychotic people in a psychiatric hospital. The title of her thesis ‘Zwervers,
knutselaars, strategen’ (Tramps, handymen, strategists) betrayed her aversion to
psychiatric labels: She regarded the people she met in her research first of all as
people out of tune with the ‘normal’ society, but gifted with extraordinary skills
and ideas. I am sure that she experienced ‘kinship’ with them in their common
‘unusualness’. Provocative also was the quote from John L. Caughey that she
chose as device for her book: “Schizophrenic’ is perhaps best kept in its
traditional sense, as a pejorative label for deviants whose visions we do not like.”
A few years later she would write that ‘madness’ showed: “that otherness is
present in all of us.The otherness we fear”

In her book, which ten years later was published in a slightly revised English
version, she sought to describe and understand how psychiatric patients



experienced their world. She did so from the patient’s point of view, focusing on
the fears and hopes that characterise the life in a clinical mental ward. Dilemmas
in that life are: How to express subjectivity in an atmosphere designed to restrain
demonstrative emotion? And how to maintain personal integrity in a completely
ordered regime? She portrayed the psychiatric patients as ‘wanderers’ - homeless
people, as it were - in an alien and hostile country, creating a ‘bricolage’ reality
from materials at hand. Although she often positioned the therapists and
psychiatrists as representatives of an oppressive regime, she did not doubt their
integrity either.

In 1996 she joined the staff of the Medical Anthropology Unit at the University of
Amsterdam and began to play her key-role as teacher and researcher in our
team. She taught both general courses in anthropology and specific medical
anthropology modules on themes such as ‘anthropology and psychiatry’,
‘anthropology and chronic illness’ and ‘medical anthropological ethnography in
Europe’.

She published a collection of six narratives by people she met in the closed wards
of the mental hospital during her PhD research. The personal stories are
alternated by her observations and comments. The book, she wrote in her
prologue, was her debt to these people: “I became indebted because the people
shared with me what they had: their stories and (part of) their lives” .

A little further she reflects: “When I went into the hospital, my aim was to study
how people deal with mental illness and how mental illness could be understood
from the perspective of the people themselves. Now I must admit that madness
taught me more about the power of culture and the power of people than about
madness” .

The power of culture... In 2000 she co-edited a volume with contributions about
the way Europe treated migrants in need of health care. A central theme in that
volume is exclusion. It proved a recurrent theme in all her work: exclusion and
marginalization of ‘others’, such as psychiatric patients, migrant, refugees,
victims of violence and older people.

When she turned her attention to older people in South Africa, she came home
with touching stories about the beauty and warmth of old age but also with
horrifying data of older people being abused and maltreated by their own children



and grandchildren. In one article she spoke of ‘social gerontocide’. Invisible
dramas unfold in poor households where the young generation despise and reject
their older relatives for their passive role in the Apartheid era and try to ‘kill’
them socially. But, she stressed, the older people are not helpless victims. They
fight back and develop strategies to survive.

Research among older people drew her attention to remembrance. Being old
consists of having many memories. Rejecting or silencing those memories,
however, implies a rejection of the older people themselves. “It is almost as if the
past never happened,” one person tells her. In one of her last published articles
she quotes a common saying of the young silencing the old: “That was your time...
This time is ours!” In other words: Shut up. The ‘culture of silence’ in which they
were forced to live during Apartheid is thus prolonged into the post-Apartheid
era. That awareness of muted memories inspired her and Monica Ferreira, with
whom she collaborated throughout the South Africa years, to bring out a
collection of ‘untold stories’ to give voice to the lives of older people in the new
South African society.

Her last major publications were two edited books, one about lying and
concealment in medical settings and one about distance and proximity during
illness. The former, co-edited with her long-time friend and colleague Sylvie
Fainzang, argued that lying is a way of dealing with major crises that people
encounter, particularly during illness. The theme connects with ideas she has
been airing from the very beginning: health problems are not only about health;
they are linked to shame, exclusion, suffering and social violence. Lying in such
circumstances may be the most effective medicine to restore the damage. But
lying is mutual; those with power in medical contexts may exploit the lie as well,
to maintain their position in the medical hegemony.

Facing distress, co-edited with Ruth Kutalek, brought together papers of a
conference of the European Association of Social Anthropology in Vienna.
Distance and proximity constitute the ambiguity of the illness experience. On the
one hand, illness leads to loss of independence and need of help and care by
others; on the other hand, illness makes one lonely as it isolates the patient from
normal social encounters and may scare others away. The pain of the sick body
will thus be aggravated or replaced by the distress of ostracism.

In 1998 Els and I organized the first conference on ‘Medical Anthropology at



Home’ (MAAH). For Els doing fieldwork ‘at home’ was a personal experience. For
about ten years she had been doing research ‘around the corner’ in a psychiatric
hospital. For me, it was - and remained - mainly a dream. For both of us it was an
attempt to contribute to the de-exoticisation of (medical) anthropology. The theme
and format (small-scale / intensive discussions) proved successful and since 1998
the MAAH conference has been held every second year, in The Netherlands,
Spain, Italy, Finland and Denmark. Els, Sylvie Fainzang and Josep Comelles,
became the driving forces. Els co-edited two voluminous special issues with
conference proceedings and remained active as long as she could. She wrote a
paper for the last conference in Denmark focusing on her personal sickness and
suffering, but was unable to present it. We discussed her moving self-reflection in
her absence.

In 1990 Els published her first article in Medische Antropologie. She described
the social meaning of medicines in the psychiatric ward where she did her
research. The medicines, she wrote, had a binding as well as an oppressive effect
in the interaction between patients and staff. Relations between these two parties
had the character of a combat in which medicines (taken or refused) replaced
words. The article became a key-text in our work on ‘pharmaceutical
anthropology’.

In 1994 she helped as guest editor to make a special issue about Zintuigen (The
Senses) and in that same year she joined the team of editors. She kept that
position till the end of her life. Medische Antropologie has been the main outlet
for her ideas on health, culture and violence, certainly in the first decade of her
career. She wrote eighteen articles and comments and an uncounted number of
book reviews for this journal and (co-)edited five special issues on ‘the senses’,
‘older people, wellbeing and care’, ‘shit, culture and well-being’, ‘medical
technology and the body’ and ‘violence and human rights’. We, the editors, will
miss her fast and sharp judgment in the evaluation of manuscripts, her invaluable
editorial suggestions to the authors and her cheerful directness during our
discussions.

Another journal favourite journal for her was Anthropology & Medicine, in which
she published about the creation of cultural difference, lying and illness, and
bodywork in nursing.

From the beginning in 1994 she has also been one of the editors of the book



series ‘Health, Culture and Society’ which has brought out sixteen titles so far.

Els was a person with many talents. She took lessons in drawing and painting and
produced beautiful canvasses with symbolic objects and portraits of relatives,
friends, and people she met during fieldwork. Many of her productions can still be
viewed on her website. She was also a filmmaker and photographer. The topics
she chose for her photographs and films were sometimes from her
anthropological research but often focused also on other things such as nature,
everyday life and unexpected details such as the movements of hands during a
conference.

Els has lived a very full life and accomplished more than most of us will be able to
achieve in a life twice as long as hers. Even so, she was not always a happy
scholar, perhaps feeling that her close colleagues did not fully understand or
appreciate what she was doing. Close colleagues are sometimes more distant than
those who are far away. Nevertheless, in this space, she carried on with her own
strong and positive energy, becoming a popular guest lecturer in universities
abroad and serving on various international scientific committees. When her
sickness grew more serious, about two months before her death, we decided to
make a book of friends for her. Thirtyeight people, colleagues from Amsterdam,
from other Dutch universities and from abroad, plus students and friends
contributed brief essays (and one poem) that dealt with the themes that had been
prominent during her academic life. They focused on people who are excluded or
marginalised, because of their age, their illness, their ‘madness’ or because they
are living in violent circumstances. Other contributions were about people who
are oppressed because they do not fit in the dominant discourse: people with
HIV/AIDS, victims of (sexual) violence, refugees and migrants.

The title of the book ‘Theory and Action’, was the name of a famous core module
that Els taught in the Master’s of Medical Anthropology and Sociology. In one of
her papers she stressed that theory and action are closely connected in medical
anthropology. “Theory helps us to bear our ignorance of facts,” she quoted
George Santayana. Facts, she continued, acquire their meaning from what people
do to them, in this case anthropologists and the people they are working with.
Theory provides a way of finding pertinent meanings and making intelligent
interpretations that open the door to relevant action. She then cited the famous
line from Kurt Lewin that there is nothing so practical as a good theory. A good
theory is practical because it enhances understanding and produces the questions



that really matter in medical anthropological research. In her module, Els
discussed with the students that problems of ill-health and suffering should be
regarded in their historical, political and economic contexts and how larger social
and political forces shape relations and actions and cultural imagination at the
local level. The necessary - but often difficult - cooperation between anthropology
and health workers received special attention. Questions that were addressed
during the course included: Why do we need theory? Which theories are relevant?
How can we link macro, meso en micro theories with practical work?

‘Theory and Action’ constitutes both medical anthropology’s ambition and its
weakness. The frequent criticism that medical anthropology receives from those
who work in the heat of the day confirms that, unfortunately, much academic
work remains largely or totally useless to ‘actors’ in health care. Nearly every
contributor in the book struggled in one way or the other with this dilemma and
with the challenge of proving the practical relevance of theory.

When her condition became critical, we decided to tell her about the book and
gave her the list of authors and the titles of their contributions. She was
overwhelmed and deeply moved when she saw the list of so many friends. She
gave us one of her paintings for the cover of the book and allowed us to include
one of her last essays that dealt with her own illness and the way people express
their connectedness in times of suffering and uncertainty. Four weeks later we
brought the book. I held a short speech and she responded directly and with
humour. She was almost too weak to open the paper wrapped around the book.
We drank a glass of wine and had a lovely lunch while she observed us from the
sofa. She read the essays and reacted personally to many of the authors. Ten days
later she died. On the 9th February we said farewell to her in a ceremony full of
music and words of comfort.
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ver weg. Tien jaar berichten uit
Irak
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Judit Neurink vertrok in 2008 naar Irak om er met Nederlands geld een
mediacentrum op te zetten om jonge journalisten te trainen en zo een bijdrage te
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leveren aan de prille democratie. Ze was er getuige van dat het land uiteenviel op
basis van etniciteit en religie en dat de roep om een sterke leider toenam. Ze
maakte de wederopbouw in Iraaks-Koerdistan mee, de opmars van ISIS en de
ontvoering van en moord op duizenden Jezidi’s. Al zoekend naar de oorzaken en
geweld in Irak na de val van Saddam Hoessein komt Neurink steeds uit bij de
corruptie, die enorme gevolgen heeft voor het dagelijkse leven. Ook ISIS vormt
nog steeds een groot gevaar. Na tien jaar in Irak te hebben gewoond en vijftien
jaar erover schrijven verloor Judit Neurink de hoop dat het ooit nog goed zo
komen. Ze woont nu in Athene, van waaruit ze ook weer bericht over Irak. (zie:
https://juditneurink.eu/verzet-ten-tijde-van-corona/)

Geweld is nooit ver weg is een persoonlijk, intrigerend en fascinerend verslag van
een bewogen gewelddadig decennium.

Judit Neurink doet verslag van de belangrijkste Iraakse steden: van de
‘opstandige stad’ Sulaymaniya in Koerdistan (Waar het verzet in het DNA zit),
Bagdad (Hoofdstad van religie en corruptie), Najf (Het uitgewoonde huis van de
sjiieten), naar Falluja (Hoe verzet omslaat in terrorisme), Mosul (De geest van
ISIS), Basra (Stad van littekens en milities), Kirkuk (Het Jeruzalem van de
Koerden), Sinjar (Toneel van een genocide), Tikrit (Saddams erfenis), Qaragosh
(Een snelweg als scheidslijn) en Erbil (Vertrouwen is niet te koop). Elke stad
wordt uitgebreid beschreven met hun diepgewortelde conflicten en hoogte- en
dieptepunten, hun culturele diversiteit en wat dat betekent voor haar inwoners.
Zoals Sulaymaniya, de opstandige stad in Iraaks-Koerdistan, waar de jeugd
protesteerde tijdens de Arabische Lente, die vanaf maart 2011 in Irak plaatsvond.
In Sulaymaniya was Neurink’s trainingscentrum gevestigd en kwamen er meer
dan 70 projecten van de grond. Zo'n drieduizend mensen gingen de straat op. Het
protest duurde twee maanden; er vielen doden en gewonden, waarna de opstand
doodbloedde.

De opkomst en groei van de oppositiepartij Gorran onder leiding van Nawshirwan
Mustafa speelde in haar tijd in Sulaymaniya een grote rol. De nieuwe
oppositiepartij en afsplitsing van PUK, Gorran (verandering) had scherpe kritiek
op de PUK/KDP-regering in Erbil. De opstapeling van ellende in Irak pakte slecht
uit voor de Gorran partij, 0.a. door de verovering van Iraks tweede stad Mosul in
2014 door ISIS, waardoor Koerdistan een dure oorlog moest voeren en te maken
kreeg met twee miljoen ontheemden voor wie opvangkampen nodig waren, aldus
Neurink. In eerste instantie leek ISIS de Koerdische regio met rust te laten, maar
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dat veranderde vanaf augustus 2014, toen ze oprukte richting Erbil. De coalitie
van 79 staten tegen ISIS o.l.v. de Amerikanen bombardeerden vanaf dat moment
op ISIS-doelen, terwijl Peshmerga de groep op de grond bestreed. Dat leidde tot
herovering van de zogeheten betwiste gebieden waarop zowel Bagdad als de
Koerden aanspraak maken en in juli 2017 wist het Iraakse leger ISIS ook uit
Mosul te zetten. President Barzani van de Koerdische Autonome Regio, die de
succesvolle Koerdische rol in dit proces zichtbaar wilde maken, nam het initiatief
een referendum te organiseren, waarin zijn volk zich zou uitspreken voor de
onafhankelijkheid van Bagdad, hetgeen de buurlanden Iran en Turkije echter
nooit zouden goedkeuren. Sulaymaniya was de enige stad die rebelleerde met
een ‘niet-nu campagne’. Nee stemmen was omstreden, want alle Koerden wilden
immers een eigen staat. Maar nu te stemmen en voor de leiding van Massoud
Barzani wilden ze niet. Bij de stemming stemden 93 procent voor een
onafhankelijkheid bij een opkomst van 73 procent. Bagdad reageerde onmiddellijk
met de sluiting van onder andere het luchtruim. De economie kwam in een vrije
val en vele winkels zagen zich gedwongen te sluiten. Het leger veroverde de
meeste oliebronnen: ze kwamen weer in Iraakse handen. Bijna vijftien jaar
van manoeuvreren om die gebieden bij de Koerdische regio te betrekken waren in
een paar dagen ongedaan gemaakt.

Al zoekend naar de oorzaken en geweld in Irak na de val van Saddam Hoessein
komt Neurink steeds uit bij de corruptie, die enorme gevolgen heeft voor het
dagelijkse leven. In Irak zijn de regering en parlement gebaseerd op etniciteit en
religie, waarbij de sjiitische meerderheid de macht heeft. Het wantrouwen ten
opzichte van de corrupte regering versterkt de macht van religieuze leiders. Nu
verlangt men bijna naar de tijd van Saddam Hoessein waar je recht kon halen,
waar wegen waren en een infrastructuur. De hoofdstad Bagdad als vele andere
Iraakse steden, was een gemengde stad en voor 2003 waren de scheidslijnen
tussen de religies niet zo scherp als nu. De strijd waarbij Hoessein
omkwam wordt nu openlijk herdacht en de dag zelf is inmiddels een offici€le vrije
dag.



In oktober 2019 kwamen Iraakse jongeren
massaal in opstand tegen de regering en
corrupte partijen, maar vooral tegen het
politieke systeem. In alle sjiitische steden
gingen ze de straat op om een einde te
eisen aan het corrupte bestuur dat hun
banen, inkomen en een toekomst
ontzegde. Het Tahrir-plein in Bagdad was
het epicentrum van wat de Tuktuk-
revolutie werd genoemd. Ze eisten een
nieuwe kieswet die uitgaat van personen
in plaats van partijen en een interim-
regering om die in te voeren. Er vielen honderden doden en tienduizenden
gewonden. Het exorbitante geweld van overheidstroepen en sjiitische
milities dwong premier Abdul-Mahdi op 1 december 2019 af te treden. Maar in
Irak is het einde van de opeenvolgende geweldspiralen nog lang niet in zicht,
aldus Judit Neurink. “Er zijn te veel factoren die dat voorkomen, zoals de talloze
trauma’s, het grote aantal jongeren in uitzichtloze situaties, politici die alleen aan
zichzelf denken, de aanwezigheid van milities in de samenleving, een zwakke
overheid en niet te vergeten te geopolitiek.” Inmiddels vormt een hergroeperend
en wraakzuchtig ISIS opnieuw een bedreiging.

Judit Neurink sluit af met: “Veel Irakezen vergelijken ISIS met een ziekte die
mensen met onvoldoende afweerstoffen besmet. Het virus treft arm en rijk, jong
en oud, met als belangrijkste overeenkomst dat ze er ontvankelijk voor zijn omdat
ze om wat voor reden ook ontevreden zijn over hun leven. De komende jaren zal
deze erfenis van ISIS een bedreiging blijven voor Irak. In de kampen groeit een
nieuwe, nog gedrevener generatie op, terwijl in de gevangenissen de nieuwe
leiders worden gevormd. Kortom: een nieuwe cyclus van geweld ligt op de loer.”

Judit Neurink - Geweld is nooit ver weg. Tien jaar berichten uit Irak. Uitgever
Jurgen Maas, Amsterdam, 2020. ISBN 9789491921681

Judit Neurink is journalist. Ze schrijft voor Trouw, De Standaard en internationale
media. Ze publiceerde onder andere ‘De oorlog van ISIS’, ‘De vrouwen van het
kalifaat’ en de roman ‘De Joodse bruid’.
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Censorship And The Jews Of
Baghdad: Reading Between The
Lines In The Case Of E. Levy

Abstract

This study examines how members of the Jewish

community of Baghdad used foreign newspapers and
#e journals to bring to light and gain international
- sympathy for issues concerning the community and its
relationship with the Iraqgi regime during the early years
of the Iraqi state (roughly 1930-1950). As an
example of this phenomenon, the article examines a
1934 case in which authorities arrested E. Levy, author
of a letter to the Manchester Guardian telling of the
confiscation of foreign Jewish newspapers sent to Iraq
and the opening of letters addressed to Jews by postal officials. Subsequent to his
arrest, the community was not discouraged from writing in the foreign press. On
the contrary, members of the Jewish community, both anonymously and by name,
wrote in Jewish and non-Jewish foreign presses imploring the world to
intercede on Levy’s behalf and to bring to light the situation afflicting the Jews of
Baghdad. This article argues that foreign media was a successful tool for the
Jewish community of Baghdad as an unofficial channel of negotiation for both
communal and individual rights.
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Introduction

In Iraq, the British Mandate lasted from 1920 until 1932. In the long history of the
region, this short period of the Mandate is often considered “the Best of Times”
for the majority of Iraq’s religious and ethnic minority groups.1 For the Jewish
community of Iraq, this period is often considered the apex of social and cultural
integration into general Iraqi society. The community was bolstered by Jewish
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socio-economic mobility due to an extensive (Jewish) community-sponsored
education system and an increase in white-collar employment opportunities in
both the civil service and with foreign firms. It was also a time of relative
intellectual freedom with little government censorship and increased access to
foreign print media.

However, the end of the Mandate in 1932 and the death of King Faisal in 1933
were met with concern in regard to the future of the relatively pluralist society
which had developed and, as some would argue, foretold the beginning of the end
for over two thousand years of Jewish life in Iraq. The 1930s represented a time of
unease as the new state experienced political instability and unrest. Although not
to be compared with the political turmoil and violence of the 1940s, for the Jewish
community of Baghdad there was a perceivable difference in state policy in
regard to the Jewish community after the Mandate ended. These changes
included greater legislation in regard to education, unofficial quotas on the
amount of Jews employed in the civil service, the official banning of Zionism (in
1935) as an ideology, greater antiJewish sentiment in the local press, and the
censuring of both Jewish periodicals and post from abroad destined for Jews
residing in Iraq. Although much attention has been given to the history of the
Jewish community of Iraq in academic circles during the past decade, little work
has specifically focused on how the Jewish community (both on a communal and
on an individual level) perceived and reacted to these changes in the Iraqi state
during this liminal period from the end of the Mandate of the 1920s to the chaos
of the 1940s, and particularly on the question of competing loyalties between the
Iraqgi state and Jewish nationalism as embodied in the Zionist political movement.

Read more: https://openaccess.leidenuniv.nl/Goldstein Sabbah 2016.pdf

Joe Shamash, Iraqi Jewish Cultural


https://openaccess.leidenuniv.nl/bitstream/handle/1887/73973/Goldstein_Sabbah_2016.pdf?sequence=1
https://rozenbergquarterly.com/joe-shamash-iraqi-jewish-cultural-extinction-and-identity/

Extinction And Identity.

Joe Shamash was born in Baghdad,Iraq in 1948. He lived there with his parents,
five brothers, and two sisters until they fled in 1957. Joe, who is still a citizen of
Iraq, shares reflections on his identity and his current relationship to Iraq.

Joe Shamash. Iraqi Jewish Cultural Extinction and Identity.
JIMENA Oral History and Digital Experience Project, 2012
(C)Copyright, JIMENA INC

Produced by Sarah R. Levin

for more information please visit: www.jimenaexperience.org/iraq

Point Of No Return: Jewish
Refugees From Arab And Muslim
Countries

In just 50 years, almost a million Jews, whose
communities stretch back up to 3,000 years, have
been ‘ethnically cleansed’ from 10 Arab countries.
These refugees outnumber the Palestinian
refugees two to one, but their narrative has all
but been ignored. Unlike Palestinian refugees,
they fled not war, but systematic persecution.
Seen in this light, Israel, where some 50 percent of the Jewish population descend
from these refugees and are now full citizens, is the legitimate expression of the
self-determination of an oppressed indigenous, Middle Eastern people.

This website is dedicated to preserving the memory of the near-extinct Jewish
communities, which can never return to what and where they once were - even if
they wanted to. It will attempt to pass on the stories of the Jewish refugees and
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their current struggle for recognition and restitution. Awareness of the injustice
done to these Jews can only advance the cause of peace and reconciliation.
(Iran: once an ally of Israel, the Islamic Republic of Iran is now an implacable
enemy and numbers of Iranian Jews have fallen drastically from 80,000 to 20,000
since the 1979 Islamic revolution. Their plight - and that of all other communities
threatened by Islamism - does therefore fall within the scope of this blog.)

Read more: http://jewishrefugees.blogspot.com/2019/06/
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