Carnival, Contradiction and the Folly of Being Human
Introduction: Carnival and Modernity
The thesis of this paper is that so-called ‘developed’ societies, and increasingly ‘underdeveloped’ ones as well, have lost most of their social cohesion as a consequence of the relentless promotion of the individual at the expense of the group. As a result there has been a severe diminution in the human capacity for empathy, for relational behaviour, leading to an increase in both casual, gratuitous violence and state-sponsored organised violence, often cloaked beneath the label of ‘war on terror’. One of the factors which has contributed to this loss of compassion is the absence of opportunities for unstructured, safe play in children’s lives. Through play we learn how to be someone else; by being someone else we discover the Other in the Self. One notable feature of the ascent of individualism has been the decline in the provision of public, grass-roots events, organised from the bottom-up, as opposed to the package of leisure sold to us by promoters of rock concerts or sporting events. Carnival has traditionally been one of the activities that has occupied these public spaces; an activity characterised by the participants’ inclination and capacity to play and to impersonate those who exist beyond their normal frame of reference: be these abstractions such as God, Death and the Devil, or powerful humans such as king, pope or chief executive. Each generation has a tendency to view its own world as new, ever changing and unlike all that preceded it but the erosion of the public sphere began in the sixteenth century in Europe and was exported around the globe with colonial expansion. Today’s icon of the solitary figure hunched over the computer keyboard, homo microsoftus, with previously unimaginable communication possibilities at her fingertips, but with real rather than virtual relationships harder than ever to achieve, is only the latest stage in a process that has been gathering pace for five hundred years. The interruptions and irritations of carnival may be more and more difficult to produce in such a society but perhaps they are also more and more necessary. Carnival asserts the possibility of public space, recognises that humans still need to define themselves by how they enjoy themselves in relation to others and demands that the relationship is expressed through creativity rather than acquisition.
Battle Lines and Binaries
Looking back at the Middle Ages from his early modern vantage point in 1559, the Flemish artist  Pieter Bruegel characterised the period as a battle between Carnival and Lent. [show picture on Powerpoint] His panorama of an entire society is set between the two axes of church and pub from which the two factions advance to do battle in the market-place; the regular site of promiscuous and transgressive interactions. The dominant ideological force of the medieval period, the Catholic Church, imposed its view of human life as a battle between the soul and the body which only it could resolve through the power of its priests. It therefore encouraged the peoples who came within its sphere of influence to experience existence as a schizophrenic ordeal where the perfectability of the soul was constantly being thwarted by a body in league with diabolical forces. Those things which today might be labelled ‘basic needs’ – food, clothing, sex – were placed within the category of the immoral; the results of Man’s fallen nature. Within the calendar of the church this confrontation between the counter claims of body and soul was at its most intense on the fault line between Mardi Gras and Ash Wednesday; between the culmination of Carnival and the first day of Lent. Carnival embodied all those areas of human indulgence that deflected people from the spiritual path, work and contemplation of the life to come. For the participants, in all likelihood, it embodied all that which made life bearable: holiday; conviviality; temporary freedom from want; solidarity. Embedded deep in the epigenetic consciousness of the European is the twin notion that Carnival is at once morally suspect and the primary source of her confirmation as a social being, existing in a creative relationship with her community. 
Bruegel’s contribution through painting is matched in literature by François Rabelais’ carnival epics Gargantua and Pantagruel,  published in 1534. The mighty transitions of the sixteenth century marked in the socio-political sphere by the decline of feudalism and the emergence of an early modern version of the nation state, and in the religious sphere by the Reformation and the Counter-Reformation, witnessed, at the level of culture, at least as much looking back as forward to a period of supposed stability and abundance; to ‘as plentifull a world as when Abbies stoode’.
  Mikhail Bakhtin’s study of Rabelais
 sparked off a renewed interest in reading the late medieval period from the perspective of the sixteenth century for late twentieth century cultural critics. He reinstated Carnival as the major figure defining the social rhythm of the lives of the people; lives caught, as it were, between church and market-place. Where Bruegel’s depiction tends to suggest that the fight is futile with the personas of Carnival and Lent equally ridiculous in their own ways, Rabelais, according to Bakhtin, offers, through Carnival, an alternative world to the daily life of toil endured by most of the population; rituals of festive pleasure that both endorse and subvert the dominant ideology of Catholicism and baronial authority. Bakhtin’s interpretation of Rabelais extends the notion of Carnival far beyond the specific moments marked out for celebration by the medieval church calendar. For Bakhtin Carnival is an alternative mode of existence that becomes both means and emblem of popular resistance. The extent to which his interpretation of medieval society was actually a projection of his subject position within the absolutist Soviet state can be endlessly and inconclusively debated, but more certain is the evidence that some remaining cultural artefacts of the period offer us about the ways in which medieval people understood the meaning of their lives. A key element in this picture is the carnivalesque and its attendant mode of laughter:



The serious aspects of class culture are official and authoritarian; they are 



combined with violence, prohibitions, limitations and always contain an



element of fear and of intimidation. These elements prevailed in the



Middle Ages. Laughter, on the contrary, overcomes fear, for it knows no



inhibitions, no limitations. Its idiom is never used by violence and 



authority.

What Bakhtin proposes in his analysis of Rabelais is that Carnival, rather than being an occasional big event or time off from work for good behaviour, is an alternative mode of existence, a ‘second world’. In this world the pursuit of sensual pleasure, the enjoyment of holiday and the flattening of hierarchy is the norm. People realise their proper potential as humans when they are situated within the Carnival and are perverted from the processes of self-actualisation by work, oppression and ideology. For most Europeans their medieval world was anything but Rabelais’ fantasy. Nevertheless nostalgia for the imagined possibility of such a world clearly had a powerful grip upon the creativity of a wide range of artists in the pre-modern sixteenth century.

The Folly of Carnival
If the strength of medieval Carnival was its promise of a second world, this was also its limitation. Parallel lines only meet in eternity and so long as Carnival ran in parallel with the dominant ideology of the Church and the emerging ideology of monarchic absolutism, it was safe to allow its activities, albeit in increasingly licensed locations, to proceed.
In Shakespeare’s 2 Henry VI, the plebeian rebel, Jack Cade, temporarily thrusts carnival into the heart of the state and makes a theatrical show out of authority. By exposing his own blatant theatricality,  Cade reveals the suspect base upon which rank and power is built. 

The entire episode of the Cade rebellion is framed in terms that would have been familiar to the audience from any exposure to medieval drama. When the rebels first appear, one reference instantly places them, both theatrically and morally: “Come and get thee a sword, though made of a lath” [IV.2.1]. They are committing the treasonous act of taking up arms but simultaneously characterising themselves as representatives of the faction of the ‘old Vice’ of the Moralities with his ‘dagger of lath’. They are performing the uprising like an old play, already aware of the ending even in the beginning. They know that they are enacting a fantasy, embodying Utopian contradictions, by imagining that their actions might return the realm to some mythic condition that predates hierarchy and social distinction: “Well, I say it was never merry world in England since gentlemen came up” [IV.2.8-9]. ‘Merry world’ is a euphemism for Carnival, now imagined as a permanent state which nonetheless still carries a contradiction between the inversion of established order and its obliteration:


Cade:

My father was a Mortimer – 


Dick:

[Aside]
He was an honest man and a good bricklayer.


Cade:

My mother a Plantagenet – 


Dick:

[Aside]
I knew her well; she was a midwife.


Cade:

My wife descended of the Lacies –


Dick:

[Aside]
She was, indeed, a pedlar’s daughter, and sold many laces.    [IV.2.37-44]

If Cade’s ambitions were really egalitarian, the last claim he would wish to make would be that of nobility. In fact, he never escapes from a self-image as a king of Carnival or Lord of Misrule whose reign is predicated upon its brevity; its function as an interruption to the rule of law which thereby reminds subjects of the necessity of traditional governance. 
The convention of the ‘aside’ needs qualifying as applied to the performance of carnival. Whereas in a ‘straight’ theatrical performance it is a means of revealing a reality beyond the fiction in which the scene is presented, usually to allow for the play of irony between action and audience, in carnival this alternative perspective is part of the action itself. In medieval performance the audience are at once in the presence of God and of the particular member of the guild who always plays God; so here there is both Cade and his impersonator Will Kempe; within Cade both the clothier and the pretender to the throne; within Kempe both the 
actor performing the role of Cade and the extempore stand-up comedian. Because there are at least two simultaneous performances, it is possible to laminate the grotesque onto the serious and turn death into a laughing matter. If there was any doubt about whether this degree of self-consciousness is present in the composite ‘Cade’, one exchange places the issue beyond uncertainty:


William Stafford:

Jack Cade, the Duke of York hath taught you this
.


Cade:


[Aside]
He lies, for I invented it myself --            [IV.2.149-50]

Stafford, bound by the constraints of the historical narrative, cannot operate like Cade who slips between levels of identity from moment to moment depending on the particular phase of the carnival that he is enacting. In the theatre identity, like death, is always temporary and the clown is adept at making a plaything of both:


Cade:


I charge and command that, of the city’s cost, the pissing-





conduit run nothing but claret wine this first year of our





reign. And now henceforth it shall be treason for any that





calls me other than Lord Mortimer.



Enter a Soldier running


Soldier:


Jack Cade! Jack Cade!


Cade:


Knock him down there.     [They kill him]


Smith:


If this fellow be wise, he’ll never call ye Jack Cade more;





I think he hath a very fair warning.


[IV.6.3-10]

This is the mode of slapstick and even in death the hapless soldier is used as the butt of humour. Indeed, the scene plays as if the only point of his entrance and death is to make a joke and to demonstrate the absurdity of Cade’s pretensions. 

The rebellion finishes as abruptly and easily as it had begun for Cade created it as a carnival intermission, a utopian possibility of time out from the real world. All the iconography of his death is presented as the ultimate contrast to his life. Instead of a carnival of the streets with plenty and holiday, Shakespeare presents a starving man invading the private space of a private, bourgeois man. The conservative, complacent Squire Iden in the Eden of his Kentish garden restores normal service to the realm after the intermission of rebellion. He represents those most English of virtues, knowing his place and being contented with his lot:




Sufficeth that I have maintains my state,




And sends the poor well pleased from my gate.
[IV.10.22-23]

Perhaps there lurks here some premonition of William Shakespeare, gentleman, throwing in his lot with the Stratford bourgeoisie from the secluded bower of his garden at New Place.

In 2Henry VI carnival, in the form of Cade’s rebellion, oversteps the mark, betrays the playful laws of carnival and mistakes itself for an intervention into the course of history, a challenge to the workings of the everyday world. It has the uncanny appearance of a theatrical rerun of events some ten years earlier when carnival in the French provincial town of Romans ended with bloody consequences in 1580 as related in the meticulous work of the micro-historian Emmanuel Ladurie.
 He charts the gradual build up of social tension in Romans and the wider region as a result of growing economic and religious divisions. The Mardi Gras Carnival became a means of acting out these tensions symbolically through the rivalries of the confraternities, conforming to the ‘safety-valve’ version of the function of Carnival, the second life of the people. But in 1580 the popular factions used the occasion of the Carnival to challenge the authority of the aristocratic and bourgeois elements in ways which caused the latter to respond by using the cover of the Carnival with its pseudo-military configurations to slaughter the leading personalities of the opposition and restore ‘order’ through the reestablishment of their Lenten authority. Unlike 2 Henry VI where Cade’s discourse is isolated from the main political characters, Ladurie was struck by the way in which Carnival was a discourse understood by all sections of Romans society and therefore capable of operating as a kind of social cement until the mortar was torn off by the transgression from the symbolic into the realm of the concrete:


Even in Romans, division did not exclude synthesis. Paumier and Guérin were mortal


enemies; still they communed intellectually through a Carnival folklore which


constituted their ‘code’, linguistically speaking. They played contradictory roles in


the Carnival, but it was the natural element for them both. Despite their rivalry to


the death, they were cultural brothers.

In both fact and fiction the position of Carnival became increasingly problematic as the sixteenth century was drawing to a close. The notion of a separate or parallel space in which Carnival could operate without consequence that Bakhtin highlights as the essence of Rabelais’ novels looks increasingly like an act of nostalgia for a more certain world of religious and social fixity. In that more confident polity, communities could afford to accommodate the inversions and parodies of power relations which are the stuff of Carnival whereas the insertion of the carnivalesque into the frayed social fabric of the early modern period provoked responses that compromised the continuing tolerance of Carnival as a form susceptible to political exploitation. James Scott  clearly recruits Carnival into the ranks of popular resistance in his analysis of the significance of  the events in Romans:


However much the aristocrats and property owners of Romans may have wished


to orchestrate Carnival into a ritual reaffirmation of existing hierarchies, they


failed. Like any ritual site, it could be infused with the signs, symbols, and 


meanings brought to it by its least advantaged participants as well. It might 


symbolize the folly of disorder or it might, if appropriated from below, break out


of its ritual straightjacket to symbolize oppression and defiance. What is


striking historically about carnival is not how it contributed to the maintenance


of existing hierarchies, but how frequently it was the scene of open social conflict.

But importantly it was a ‘scene’, a place where social conflict could be performed. If  the laws of theatre and the conventions of Carnival were transgressed, it ceased to be available to communities as either a ritual of affirmation or of resistance. Once Carnival forgets its place, loses that ‘doubleness’ so characteristic in late medieval drama, and inserts itself into the daily political discourse; becomes as it were the ‘Other’ of the dominant ideology, it ceases to function as a communal regenerative force and is reduced to the factionalism of partisan interests. It has, in effect, marched into battle on the losing side.
Of Rain and Reason

Though Bruegel’s painting foregrounds the confrontation between Carnival and Lent, the visual focus of it, produced by the lightening of the ground, is the figure of the Fool, leading the everyman couple in the opposite direction. Once Carnival becomes confined to the role of resistance and its possibilities in developing human creativity correspondingly diminished, the Fool regards its activities as foolish and goes his own way, threading a course designed to unpick the futile binary. Shakespeare offers a similar discourse in the character of Feste in Twelfth Night. The tension between Carnival and Lent personified in the antagonism between Sir Toby and Malvolio is the dominant theme of the entire play. Announced even in its title, for the Twelfth Night after Christmas is the Feast of Fools when social order is inverted and lords and ladies wait upon servants, the play traces the consequences for the orderly running of the world when those trusted with maintaining order, Orsino and Olivia, give way to their desires; in this instance desires which carry more than a hint of inherent social disorder in the revelation of their homosexual and lesbian tendencies. Illyria seems a country in the grip of uncontrolled, carnivalesque desires in which even the apparent agent of order in both his social function as steward and in temperamental proclivity as a kind of Puritan is caught up via the self-love which propels him into the fantasy of Count Malvolio. It is doubly ironic that it is Sir Toby who highlights the discrepancy (‘art any more than a Steward?’ [II.3.    ], since as a knight and as Olivia’s uncle he is unmindful of the demands of order and since he becomes the means by which order is transcended by elevating Maria to Lady Belch. In this aspect as in others it is Feste who stands alone to comment on the follies of defying the social claims of order and the natural claims of mortality. In a play which presents a series of characters at war with themselves over the rival claims of Carnival and Lent, it is left to the fool to articulate the delicate balance of these contrary impulses.

On his first appearance Feste offers Maria ‘a good lenten answer’ and follows up by showing that he knows what Maria’s intentions are towards Sir Toby, paralleling those of Malvolio towards Olivia. When he expresses the familiar inversion of wisdom and folly it serves as more than the cliché of his profession but rather announces the structural principle of a play where inversion is the norm: Sir Toby and Sir Andrew invert work and holiday; Malvolio would invert service and dominance; either wilfully or strategically Orsino, Olivia and Viola invert the gendered desire. When Feste inverts his role of fool by playing priest, it is announced visually and verbally to the audience and his interchange of voices highlights the blatant theatricality of the proceeding. In the spirit of Socrates his dialogues are used to expose the contradictions and excesses in the behaviour of those upon whom he exercises his wit. Olivia’s initial unbalance is in the excess of formal mourning that she proposes to mark the death of her brother. The counter to this behaviour comes from within her own beliefs: ‘The more fool, Madonna, to mourn for your brother’s soul, being in heaven’ [I.5.    ]. He is the instrument by which the ideal is divided from the real, the thought from the deed, the signifier from the signified. 

The journey of the play ends in the lovers’ meeting and we remember Feste’s earlier injunction not to look beyond that moment in a comedy of this kind. Resolution in the form of the imposition of order through marriage may be the saving of those who are capable of maturing beyond madness but the extremes of both Carnival and Lent, Malvolio and Toby, cannot be included in the process. This just leaves Feste whose sardonic visions of the fate of man hardly accord with the required jollity of the weddings. Ironically he is too incapable of being festive to warrant inclusion in the party and his song takes in the whole scope of mortality well beyond the lovers’ meeting. Lurking under the verses and echoing through the refrain of ‘for the rain it raineth every day’ is a sense that, the humanist and early modern aspirations of Renaissance society notwithstanding, there are elements of the human condition which are beyond improvement. To be human is to suffer a daily dose of bad weather. In the fabulous fiction of romantic comedy there is a golden present which banishes the decaying, carnivalesque past of Sir Toby and Sir Andrew and the violent, intolerant future of Puritanical revenge fostered by Malvolio but in the world shared alike by Feste and by the listeners to his closing song there is only an unstoppable process of mortality, of decay and renewal, of death inducing and life giving rain.

If the dominant ideological struggle of the sixteenth century was that between God and the devil, spirit and flesh, the fool is the figure who comes closest to deconstructing the binary in favour of a continuous process of becoming in which man’s loftiest aspirations can fall prey at any moment to the promptings of desire. He is at odds with the society in which he lives not because he offers a different way of living but because he reminds his fellow creatures of their limitations as animals. 
The exclusion of Feste from the play’s happy ending and the retreat of Bruegel’s fool from the medieval market-place denote more than a temporary or local defeat. Throughout the seventeenth century and onwards Europe witnessed the rapid decline of Carnival as both event and attitude of mind. The Age of Reason with its attendant notion of the Myth of Progress, depicted Man on a road to perfectability, every generation an improvement in knowledge and understanding on its predecessor. Despite the occasional interruption and deviation, there is a steady all-embracing dominance of bourgeois capitalism from then until now. The bourgeoisie did not want its confidence shaken by visions of human fallibility or by reminders that, despite its best efforts, ‘the rain it raineth everyday’. The Fool is left out in the rain at the end of the medieval period and, while she has banged on the door with more or less insistence at different periods ever since, she is still outside, waiting to guide Carnival into the neoliberal mansion.       

Azdak’s Garden

For a brief moment in the twentieth century before the totalitarian perversions of state communism took hold in the U.S.S.R., socialism seemed to offer a challenge to the relentless triumph of capitalism. The smallest social unit was two rather than one and there was such a thing as society. People owed their identities, at least in part, to the relationships they made with other human beings. Collective action was a possibility if not a reality and values other than economic ones were celebrated. In the theatre the chronicler of this movement was Bertolt Brecht who used the art form to expose contradictions within capitalism by exposing the gaps between ideology and humanity. Carnival and more particularly carnivalesque behaviour figured prominently in his strategy. 

In his drama about the clash between the feudal ideology of the Catholic Church and the early modern growth of scientific materialism, The Life of Galieo, Brecht includes one scene where the people use Carnival season to depict Galileo as the Bible-buster and inspiration for the traditional Carnival activity of turning the world upside-down:



The farmer kicks the landlord



And attacks him with his scythe



While the farmer’s wife gives her children



Milk from the parson’s tithe.


No, no, good people, with the Bible do not jest!


If the rope round our neck isn’t thick it’ll break.

The church was clearly fearful of the thinness of the rope since the scene which follows shows Galileo summoned by the Inquisition, beyond the protection of the mathematician pope. Unlike the high medieval period, in early modern times, paralleling the twentieth century, as Ladurie demonstrated at Romans, the dominant ideology is not so sure of its power that it can afford to allow Carnival to stray into the political arena with impunity. But for Brecht the carnivalesque disposition, the Carnival in the soul, was even more important than the event for determining what it is to be human. One common device of his for depicting the inner battle between Carnival and Lent is the split personality, most famously demonstrated in Shen Te/ Shui Ta, The Good Person of Sezuan, where the division is used to highlight simultaneously the irreconcilable contradiction and the dialectical relationship between being good and being successful in business. In Mr. Puntila and his Man Matti the contradiction is developed through the device of the drunk and the sober Puntila, an archetype of Carnival and Lent. Drunk, Puntila is a generous, warm-hearted human who longs for the company of his fellow mortals; for feasting, sex and the abandonment of hierarchy. Sober, he reverts to his designated role as the big land owner and employer, upon whom the community is dependent. At the climax of the play the drunken Puntila has smashed up the furniture in his library to feed his fantasy of climbing a local mountain in order to pour out his sentimental attachment to the land of his birth:


PUNTILA:
O Tavastland, blessed art thou! With thy sky, thy lakes, thy people and




thy forests! To Matti: Tell me that your heart expands at the sight of it all.


MATTI:

My heart expands at the sight of your forests, Mr. Puntila.
  
The carnivalesque proclivities of Puntila cannot make an effective or sustainable intervention into the daily reality of estate ownership and its social divisions. Matti’s commentary throughout the play, ironic or bitter, keeps the political analysis constantly before the audience.

The closest Carnival gets to political intervention comes with the example of Azdak, the Carnival Fool, described by Brecht as a ‘disappointed revolutionary’. An accident of history places Azdak inside the power structures as the judge. His court plays out scene of crime re-enactments in the manner of a touring Carnival with the inversion of the values of the dominant at its core. Azdak is and is not a ‘proper’ judge. Like a proper judge he accepts bribes. Unlike a proper judge these do not affect his judgement. But since justice is a commodity in an economic system, according to the economic laws of Azdak’s system justice goes to those who are in the most need of it, economically. There is a double redistribution: the wealthy pay once for the benefit of the carnival judge and then pay again through the verdict against them. The notion of justice as an act or performance is demonstrated visually by the robe of office struggling to hide the rags of the village clerk beneath. This is a Shakespearean style triple impersonation where the actor remains visible behind Azdak the scrivener who remains visible behind Azdak the judge. But once Azdak has intervened on behalf of the poor in a high profile case that impacts upon the powerful as in the allocation of Prince Michael to the servant girl Grusha as his ‘true’ mother, he knows well that his days are numbered:

THE SINGER:

And after that evening Azdak vanished and was never seen again.




The people of Grusinia did not forget him but long remembered




The period of his judging as a brief golden age.




Almost an age of justice.
  

Perhaps this is the most that Carnival can hope to offer: a Utopian vision, frequently glimpsed through a beer glass darkly, of what the world might be if humans could step outside their ideological confines and start to fool around without power. Azdak’s legacy is a public space where children are encouraged to play, to engage with each other as social beings; one of those spaces increasingly hard to preserve when the only value ascribed to land is monetary.

Dying of Consumption
When neoliberalism triumphantly declared the ‘end of history’ and believed itself to be the only game in town with all attempts at democratic socialism prevented, perverted or parodied, the privatisation agenda, that antithesis of Carnival, was implemented on a global scale. This project has involved the transformation of citizens into consumers and the common into the corporate. The very notion of the public, as in public good, public services, public health, public education has been under sustained attack around the world. Even where people appear today in public, it is usual for the individual to privatise her immediate space by detaching herself from her public surroundings and immersing herself in the tunes of her ipod or the minutiae of her cell phone conversation. The very possibility of existing as a social being in a public space, upon which Carnival depends for its expression, is endangered. The present ubiquity of neoliberalism means that any attempt to assert the demands of Carnival, as either event or place in the human psyche, is an act of ideological resistance.
Naomi Klein’s brilliant analysis of the workings of neoliberalism as sponsored by the Washington Consensus offers a conclusion which links any alternative implicitly to the activities of Carnival, characterised by its capacity for improvisation and for the application of the richness of imagination to the poverty of social resources available to most people:


Such people’s reconstruction efforts represent the antithesis of the disaster capitalism complex’s


ethos, with its perpetual quest for clean sheets and blank slates on which to build model states.


Like Latin America’s farm and factory co-ops, they are inherently improvisational, making do with


whoever is left behind and whatever rusty tools have not been swept away, broken or stolen. Unlike


the fantasy of the Rapture, the apocalyptic erasure that allows ethereal escape of true believers, local


people’s renewal movements begin from the premise that there is no escape from the substantial 


messes we have created and that there has already been enough erasure – of history, of culture,


of memory. These are movements that do not seek to start from scratch but rather from scrap, from


the rubble that is all around. As the corporist crusade continues its violent decline, turning up the


shock dial to blast through mounting resistance it encounters, these projects point a way forward


between fundamentalisms. Radical only in their intense practicality, rooted in communities where


they live, these men and women see themselves as mere repair people, taking what’s there and fixing


it, reinforcing it, making it better and more equal. Most of all, they are building in resilience – for 


when the next shock hits.
     
Playing Politics
There is an urgent need that we change our relationships to each other and to the environment in which we exist from the ground up. At present the cruise ship Mankind is set firmly on its course for its appointment with the ice-berg, released by human-induced climate change. The deck-chair attendants of neoliberalism will still be shuffling the reformist pack as ‘abandon ship’ is sounded. Changing course requires tugging at the mighty force of inertia built up over centuries:


The immense tragedy for Europeans, and most acutely for the northern Protestants


among them, was that the same social forces that disposed them to depression also


swept away a traditional cure. They could congratulate themselves for brilliant


achievements in the areas of science, exploration and industry, and even convince


themselves that they had not, like Faust, had to sell their souls to the devil in 

exchange for these accomplishments. But with the suppression of festivities that


accompanied modern European “progress”, they had done something perhaps far 


more damaging: they had completed the demonisation of Dionysus begun by


Christians centuries ago, and thereby rejected one of the most ancient sources of


help – the mind-preserving, life-saving techniques of ecstasy.

A casualty of this ‘demonisation’ has been play; firstly, among the adult population influenced by the emerging dominance of the Protestant work ethic as exported to North America and secondly, among children who are now losing their instinct for play, washed away by the rising tide of  consumerism. As a species we have to relearn how to play and in that process we shall rediscover Carnival; both the event and the desire to exist in social relations with each other that is printed into our epigenetic codes. Unless we start fooling around with the power structures that are destroying our world, neoliberalism will makes fools of us all.
� McKerrow, R.B. (ed.)	The Works of Thomas Nashe 	Oxford: OUP, 1958    p. 171.


� Bakhtin, M.		Rabelais and his World (trans. Iswolsky, H.)  Bloomington, Indiana U.P. (1984)


� Bakhtin	ibid.  p. 90.


� Ladurie, E.	Carnival in Romans (trans. Feeney, M.), Harmondsworth: Penguin Books, 1981. 


� Ladurie		ibid.	p. 338.


� Scott, J. C.	Domination and the Arts of Resistance: Hidden Transcripts,  New Haven: Yale U.P., 1990


                              pp. 180-81.


� Brecht, B. (1974)  The Life of Galileo, London: Eyre Methuen, Scene 10, p. 94.


� Brecht, B. (1977)  Mr. Puntila and his Man Matti, London: Eyre Methuen, Scene 11, p.91.





 


� Brecht, B. (1966) The Caucasian Chalk Circle, Harmondsworth: Penguin Books, Scene 5, p.207. 


� Klein, N.  (2007)  The Shock Doctrine, London: Allen Lane, p. 466.


� Barbara Ehrenreich (2008) Dancing in the Streets, London: Granta Books, p.152-53.








PAGE  
9

