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ABSTRACT

Lustful fornication. Scatology.‘Gluttony. Defecation.
These are just a few of the carnivalesque topoi used by
satiric writers to challehge hierarchy. Mikhail Bakhtin
bases his theory of carnival on the religious and
agricultural festivals of the late Middle Ages, which
playfully elevated the baseﬁess of society. Bakhtin argues
for the celebration of the lower body as é symbolic
overturning of hierarchies as an essential re}ease for
society. Contemporary popular Cultﬁre still requires the
release that carnival brings, often coming in the form of
wicked satire and parody. It is my contention that the
twentieth-century composer Frank Zappa is our current “king
of carnival.” Zappa's music has all the elements of
Bakhtin’s'theory; it focuses on the lower body, aims to
dégrade, celebrates the baseness in life, and uses humor to
satirize; For this project, I use Bakhtin's theory of
carnival to illuminate Zappa's sound and rhetoric. It is my
ﬁope that using £hié theoretical‘léns allows audiences to
understand Zappa's choices in subject matter--whether those
choices involve oral sex, profanity, or corrupt religious
leaders. Those who can see his work as satire and

understand the use of carnivalesque techniques in

iii



\

challenging authority see the genius in his work. Those who
are unwilling to see the humor are often the same targets

that Zappa wishes to dethrone.
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CHAPTER ONE

ABSOLUTELY FREE!

A world of secret hungers

Perverting the men who make your laws

We see 1in the back of the City Hall
mind

The dream of a girl about thirteen

Off with her clothes and into a bed

Where she tickles his fancy all night

lonnnnnnnnng

I'd like to make her do a nasty on the
White House lawn

Gonna smother that girl in chocolate

syrup -

Gotta meet the Gurney's
And a dozen grey attorneys
I run the world from City Hall!

-—Frank Zappa "Brown Shoes Don't Make It"



Sexual deviancy. Scatology. Gluttony. Defecation.
While this list may read as a precursor to a discussion on
the Seven Deadly Sins, it is actually just a preview of a
few of the topoi of Mikhail Bakhtin's theory of carnival.
Bakhtin bases his theory on the prevailing religious and
agricultural festivals of the late Middle Ages and early
Renéissance in early modern Europe, a time of strict
hierarchical structure. During these times of festival,
sanctioned by those in power, ridicule was not only allowed
but encouraged. During carnival, and only during carnival,
a peasant could be "king for a day." This disruption of
hierarchy was accomplished through celebrating the lower
bodily functions. During festivals, the physical body came
to symbolize class hierarchy, with the lower classes
correlating to the lower body. By celebrating sexuality,
feces, flatulence, pregnancy, urination, gluttony, and
vomit, the lower classes became symbolically prominent.
Additionally in the realm of language, the masses slung
humorous insults at those in power to denigrate them: thus
overturning the hierarchical structure temporarily.

Contemporary satirists still employ carnivalesque
rhetoric, even though the strict hierarchical structure of

the Middle Ages has seemingly dissipated. The important



word here is "seemingly.")Thekcontinued presence of satire
suggests that power structufes, whether they be political,
religious, gender-based, or cultural, still exist. Further,
carniﬁalesque satire insisfs on attempting to overturn
hierarchies, by eithei highlighting their faults to
encourage change or démeaning them‘to point out the
desirability of revolution. Therefore, while it could be
argued that the Catholié Church does not have qguite the
presumptive hold onuwestern society as it had during the
eras which created the foundations for the theory of
carnival, nor is contemporary society organized in a strict
feudal struqture, the satirevin.Frank Zappa's lyrics to
"Brown Shoes Don't Make It," above, indicatés that othér
hierarchies live on. Those hierarchical structures are
still very worthy of the satirist's wrath.

Although many contemporary examples of carnival in
literature can be found, Zappa's work truly exemplifies
Bakhtin's theory. No other artist of the late twentieth
century uses carnivalesque laughter to mock and ridicule
" those in power as effectively or with such abandon as
Zappa. While I make no attempt here to catalog each
instance of Rabelaisian wit in Zappa's music, narrowing

down the examples has proved much more difficult than



finding them. Zappa's work abounds with scenes of explicit
sex, graphic language, scatological reférénces, and .
debaucﬁery. Although he indulges in the carnivalesque to
challenge hierarchical structures, iike Rabelais--Bakhtin's
representative of the carnivalesque--he also does so in the
spirit of laughter. :

However, before analyzing the carnivalesque rhetoric
employed by Zappa, a brief historical review of both the
theory and its key components is required. I will begin by
detailing the carnivalesque atmosphere of the late Middle
Ages, highlighting aspects that would later inform
Bakhtin's theory. I will then discuss the components of
Bakhtin’s theory of carnival, as seen in the work of
Frangois Rabelais. Since carnival relies heavily on parody,
satire, ahd scatology, I will not only examine how these
artistic forms work and why they are valid for a literary
analysis, but also provide a definition of how these terms

will be used throughout the rest of this essay.



Medieval Festival and Carnival:
A Time for Laughter

Great writers who use wicked satire are often either
worshipped or reviled. Both the'sixteenth—century French
author Frangois Rabelais and the twentieth—century American
composer Frank Zappa provoke a wide array of reactions to
their work. Bakhtin, who bases his theory of carnival on

Rabelais's work, calls his Gargantua and Pantagruel "the

most fearless book in world literature"™ (39). Bakhtin also
refers to Rabelais as one of the least popular of writers
of world literature, having‘been accused of reveling in
"gross physiologism" (18). This description is similar to
one offered Zappa by his critics who accuse him of
obscenity and misogyny. Yet, Zappa also has been hailed as
the “20th-century popular music’s philosopher-king,” known
for lampooning “stupidity in the west” (Ouellette 48). How
can these grossly different reactions be explained?
Bakhtin's theory of carnival can illuminate both of these
writers’ work, along with the work of many other artists,
in helping to explain the public’s diverse reactions.

In order to fully understand Bakhtin's theory, a
historical look at early modern Europe on which he bases

his theory is vital. Feudalistic Europe consisted of two



strict hierarchical structures, societal and religious. In
both of those hierarchies, the vast majority of people fell
into the lower classes. Under the feudal hierarchy, serfs
tied to the land comprised the lowest class. The Catholic
Church predominantly controlled the religious hierarchy,
with the lower classes unable to question their stations in
life due to their illiteracy. The hierarchies were not
questioned and societal stability relied on the masses'
complicity.

Yet, in that era of strict hierarchy, people needed a
release. This release came in the form of either religious
festivals or agricultural celebrations, many of which
Bakhtin details in the foundation for his theory. The
carnival atmosphere was»prevalent in the late Middle Ages
with up to three months of the year set aside for
festivals. One such festival, the Feast of Fools, consisted
of rituals allowing for the degradation of church rituals,
symbols, and officials. This ridicule would take the form
of indecent gestures, mudslinging, parody, and gluttonous
feasting (74-75). For example, revelers frequently wore
pants on their heads during religious festivals to mock the
headdress of the popes (81). The Feast of the Ass, another

popular celebration, "honored" the biblical story of Mary's



flight to Egypt with Jesus, with a heavy emphasis on the
donkey, or ass, in the tale (78). The celebration known as
"Easter Laughter" reveled in gluttony and sexual exhibition
as it was the formal permission for the masses to resume
eating meat and haVing sex at the end of Lent (78-79).

- Bach festival allowed for an inversion of the
hierarchy. Turning things upside down and the mixing of
lower and upper deliberately challenged hierarchy.
Decrowning during carnival allowed for a destruction of the
old so that a temporary new structure could be born
(Bakhtin 410). Therefore, a jester could be thrust upward
fér the day and crowned king, of a clown could be abbot
(Bakhtin 81). During carnival, the upside—down worid is
life; it still follows a structure, the "pattern of play"
(Bakhtin 7). Although it liberates, it is only a mask.
Everyone is equal during carnival, so hierarchy temporarily
ceases to exist.

Each of the carnivals and festivals emphasized food,
sex, defecation, and what Bakhtin calls "table talk" (284).
Western society, then and now, considered each of these
elements to be base and lowly when compared with workings
of the mind, and yet they were elevated and made preeminent

during the festivals. In any festival, food was the central



element. Banquet feasts and specific foods in particular
were considered an essential element of the carnival.
Festivals centered on a feast in order to promote an
atmosphere of merriment. Bakhtin hypothesizes that the
merriment stems from the belief that meals cannot be sad
because food and sadness are incompatible (279); Therefore,
the celebration of food during the festivals helped to
creafe an environment of carnivalesque laughter.

Although medieval festivals celebrated all food, the
sausage took center stage. The reasons for this were two-
fold. In late medieval society, in addition to most
cultures throughout Western history, meat was considered to
be the center of the meal. At the same time, the lower
classes had less access to meat, which elevated‘its value.
The meat products of the festival created an environment of
greater merriment since the masses considered its
consumption a treat. Yet, the sausage's phallic nature
ensured its status as the most prominent food image during
carnival (Bakhtin 191-193). Each of these festivals allowed
for the sexual play that capitalized on the sausage's
phallic shape. The choice of sausage as the prominent meat

product symbolically celebrated sex.



Although medieval festivals promoted the explicit talk
of sex, genitalia, and pregnancy; much of tﬁe sexual
célebraticn was symbolic. This particular era associated
many different elements’with the phalius specifically. In
addificn to the sausage, the nose also symbolized the penis
during this time. It was_thought that the size of a man's
nose correlated to his'phallus size (Bakhtin 86). Hence,
jokes and innuendos centeriﬁg cn'noses abounded during the
féstivals. Similarly, music was used to denote sex. The
drumbeat itself was thought to simulate the rhythm of
sexual intercourse, ensuring that beat—heavy musical
arrangements be played during the festivals (Bakhtin 205).
The emphasis on sex did not merely allow for laughter and
merriment, although it certainly accomplished this. It was
also a fundamental element of the carnival because of its
inherent association with birth and renewal, allowing sex
to symbolize the renewal of the hierarchical structure
during the festivals.‘

Stemming from its emphasis on bcth the renewal by
fertilization and the celebration of the lower body,
excrement and defecation were also widely used in carnival.
In the early sixteenth century, excrement literally

represented fertility because of its use in farming. While



the use of excrement can be seen usually in negative terms
in contemporary sociefy, it was more ambivalent during the
late Middle Ages. Medieval‘society centered on agriculture,
and the importance of excrement as fertilizer would not be
lost on any farm‘laborers, Which moét of the lower classes
were. Thus, church leéders'flung excrement at crowds during
the carnivals and festivals as both a blessing and a
humiliation, as both a positive and negative act (Bakhtin
147-151).

Just as the use of excrement allowed for growth, so
too does the use of insults. The term "mudslinging," to
hurl insults, derives from the literal slinging of dung
during these festivals (Bakhtin 147). As the peasants
heaped excrement onto their fields to encourage growth, and
priests tossed dung on crowds during festivals, the
"slinging" of "mud" was quite literal in its original
connotation. During the festivals, the lower classes were
also encouraged to "mudsling" verbally, as it was the only
time this was permitted. During carnivals, the motivation
was laughter and a temporary overturning of the hierarchy.
Mudslinging allows for the lower classes to verbally

denigrate those in power through carnivalesque laughter.
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Bakhtin's Theory of Carnival:
' Carnivalesque Rhetoric

While medieval towns often allowed three months to be
set aside for carnival, this has changed because our
society is no longer as mandated by religious and
agricﬁltural calendars. Yet, Bakhtin claims that the
‘carnivalesque stili exists. It has lived on in our
literature and art as an artist's strategy to pfomote
change and challenge contemporary hierarchies. However, the
basic tenets are the same as those seen in the medieval
festivals, with an overriding emphasis on laughter.

In Bakhtin's view, carnival laughtef can only be a
positive act. Bakhtin quotes Aristotle's assertion from de
Anima that "of all living creétures only man is endowed
with~laughter" (68). The ability to laugh separates
humanity from other species and, in fact, elevates humanity.
aboVe others. Bakhtin also assérts that laughter makes
hﬁmankind healthier, since it diminishes the bad (Emerson
7). Further, in eras of repression, the need for laughter
- 1s even more necessary. Bakhtinvstates that without this
type‘of release,-man would burst because laughter is his
“second nature” and it»cannot be repressed indefinitely

(75) . This laughter has the ability to destroy all pretense
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‘and fears in favor of freedom (Morson 93). Although
carnival laughter accompaﬁies‘mockery and challenges all
nbrms, it is not meaﬁt ih‘anger. As Bakhtin states,
carnival laughter is a public act, of all people but also
directed at all people. Thus, it can odly be "ambivalent"
(11—12). It is light4hearted and free. If thedthemes or
subject matter of writérs who revel in»the carnivalesque
apﬁear to be offensive, the laughtér‘énd humor help td
~diminish the hostility of the words. |

Additionélly; thedcarnivalésque humor cannot be taken
as a serioué threat;_EVeh though carnival laughter
'challenges norms, thch Will alwayé exist, the ridicule
implied in this humor can nevervfully‘succeed lMorSon 94) .
bYet}‘this bufst of:laughter aléo‘constitutes a burst of
diécovery‘Or imagindtibn (Emersdn 20). After all,
individuals laugh ih reaction to carnivalesque fidiculé,
bften initiated through parody or satire. The laughter
subStdntiates that at least some change in attitude or
thought, or some discovery of circumstances, has occurred;
Although temporary; the.hiérarchy has been overturned.

Carnival laughter dimé ét subverting pOwér'structures.
For Rabelais, thesé rulers includé the dpper echelon of the

medieval hierarchy and the religious leaders. Celebrating
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what Bakhtin calls the "material bodily lower stratum,"”
accomplishes.the decrowning (368). To degrade those higher
on the hierarchy, there must be a concentration to the
lower. Thus, if the direction of "upward" relates to
monarchs and heaven, symbolically that would correlate to
the head and face on the human body. The direction of
"downward" represents the lower classes and earth. This
correlates to the belly and reproductive organs. Therefore,
carnival often celebrates sex, birth, pregnancy, food and
drink, defecation, and urination (Bakhtin 21). Hence,
hierarchical upheaval occurs in two ways: celebration of
the lower body which symbolically elevates the lower
classes, and the linking of the lower body to the physical
or material humanity of those in power thereby denigrating
them.

Both Bakhtin and Rabelais idealize the character that
masturbates, urinates, spits, and defecates since he
celebrates all acts associated with the baseness in life,
the lower body, and most importantly the bodily orifices.
Bakhtin calls this emphasis on the "material bodily
principle”--food, drink, defecation, and sex--"grotesque
realism" (18). Only the openings are accessible to the

outside world or to change; only the orifices eliminate the

13



boundaries between the body and its world (Morson 226).
These orifices at times symbolize the hole to purgatory in

religious satire while also being useful for their numerous

obScene connotations in others (Bakhtin 377).

MoreoVer, Bakhtin extends "carnival"™ to encompass the
following three forms: the ritual spectacles, which
includes the feasts discussed in the earlier section above,
comic verbal compositions, which includes oral or written

parodies, and various forms of billingsgate, which consist

. of curses and oaths (5). In each form, Bakhtin focuses on

the creator's use of carnivalesque rhetoric and themes,
especially as used in a satirical or parodical context.
Thus, Bakhtin views the chimeras of illuminated
manuscripts, Kerch's terracotta collection depicting
elderly pregnant hégs'laughing, and Cervantes's gluttonous
Sancho as all equally carnivalesque. Painters‘
contemporaneous to Rabelais include»Pieter Breughel whose
carnivalesque work famously celebrates the peasant class
énd Hieronymus Bosch whose carnivalesque imagery portrays
the sin of humanity.

Bakhtin's theory highlights the words used to
demonstrate the freedom from hierarchy. While.carnivalesque

rhetoric allows for the elevation’of the lower classes, it
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is fundamentally concerned with degrading those in power.
According to Bakhtin, during carnival, the king is the
clown mocked by everyoﬁe. Bakhtin refers to this process as
"decrowning," or "dethroning" (197). Carnival turns

everything upside-down. In fact, Bakhtin calls carnival a

"turnabout" (11). Certain rhetoric conveys that upheaval in
literature: "down," "inside out," "vice versa," "upside
down," "thrust down," "turn over," "bottom to top," and

"bottoms up" (370). Since these terms fundamentally
represent the symbolic overturning of the hierarchy,
Rabelais and other authors of carnivalesque literature use
them extensively. Rabelais also incorporates the following
images into his work, many of which were seen in the
carnivals and festivals mentioned above: garments are worn
backwards, pants are worn on heads, people walk backwards
or show one’s backside, and still others ride a horse
facing the tail (411). By placing a clothipg item
associated with the lower body on the head, true-life
peasants and Rabelaisian characters turned conventions
upside-down through parody. These terms and images
illustrate the ideas of carnival, or the dethroning of
hierarchy. Therefore, carnivalesque rhetoric and imagery

allow for the decrowning of those in power.
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Although the religious and agricultural festivals
allowed for a temporary destruction of the hierarchy, the
medieval hierarchy was actually crumbling during Rabelais’s
time. Bakhtin asserts that Rabelais points to the
instability of power and looks forward to a new world
(401) . Decrowning portrays the unstable and temporary
nature of any hierarchy; all in power will eventually fall
(Morson 443). Rabelais uses the topoi of carnival to
decrown two kings in his work, Picrochole and Anarchus, as
an analogy to the destruction o£ the feudalistic hierarchy.
He accomplishes this literary hierarchical upheaval by
allowing the lower body to overturn the power figures and
institutions, using banquet imagery, sexual references,
scatology, abusive language, and laughter (Edwards 28-29).
These same elements were celebrated during the actual
medieval festivals that were discussed above.

Just as food was the centrslrsfgment during the
religious and agricuitural festivals of the Middle Ages,
Bakhtin also predominantly features feasting in his
iiterary theory. Bakhtin asserts feasting as so essential
to merriment that no comic scene can be without it, even if
only as a metaphor (279). Again, the ssusage is the

predominant food imagery seen in carnivalesque literature,
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playing on its phallic nature. In fact, Rabelais names one
of his.characters‘Saint Sausage. By linking the sausage, a
sexualkimage,‘with a religious‘saint, Rabelsis denigrates
not only this particﬁlar character, but also the religious
institution he represenfs (Bakhtin 191;193). Bakhtin
furtﬁér substantiates his litérary‘theory by pfoviding
other examples of satiris uses of gluttony in classic
works. One famOus éxampls is éancho Panza, whose surname
translates to "fat_bélly." Cervantes sharacterizes Panza as
combiﬁing'an overly abuhdantfappetite and thirst with an
equal amount of‘deféCation (22) .

Bakhtin also claims that an author’s‘celebration of
sex 1s not ohly a celebrstion of the lower body; but also
an attempt to challenge'hierarchy..As stated earlier, in
Rabelais's time ié was thought that the size sﬁd shape of a
man's nose indicated his phallus size. in his work,
.Rabelais provides lengthy physical descriptions of his
characters, oftes lingering on the depiction of a male
charscter’s nose. Additionally,_he often portrays a nose
lifting up to represent an erection‘(Bakhtin 86)i
Rabelais’s work also uses the drum as sexual imagery.
Rabelsis likens the beatvof ths drum to the rhythm of

sexual intercourse, and the word "drummer" as used by
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Rabelais meant "lover." Further, Rabelais uses drum-related
words, such as “stroke" and "stick," to denote the sexual
act (Bakhtin 205).

This imagery is further seen in the use of the female
form in carnivalesque_litefature. The image of a woman'é
body represented the temptation of the flesh in Rabelais's
time, as well'és in ours.(Bakhtin 240) . A common
Rabelaisian'image is an old "hag" giving birth (Bakhtin
26) . Bakhtin calls this the ideal grotesque image because
it unites the "dying".and‘ﬁgly body with the unformed body
rife with poteﬁtial (26) . Although this Gallic type of
imaéery opposes an ideélization of women, Bakhtin‘insists
that this type of imagery is not‘actually negative;
‘instead, it is émbivalentb(241). The linking of sex, death,
and rebirth celebfates the challenge to hierarchy. Héweve;,
né matter how explicit the language, the female body is not
considered negative. It acts as a carnival representation
of renewal. Note that death in carnival is also not
negative since the dead merely fertilize the newly born--
the destruction of thé old kingdom (or previous season,
year, etc.) allows for the birth of the new (Bakhtin 404-

410) .
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Just as death is a source for rebirth, so is
excrement. As discussed earlier, medieval festivals
encouraged the slinging of duhg, an element of humiliation
and renewal. Today, the slinging of excrement to fertilize
is only done symbolically through the slinging of insults
(at least one hopes) (Morson 443). Thus, according to the
theory of carnival, offensive language actually allows for
growth. Critics point to the use of abusive language as
probably the most controversial aspect of the
carnivalesque. Bakhtin admits that even modern readers find
Rabelais's graphic language difficult to read (146).
However, while Rabelais was criticized for his work, his
abusive language was not problematic at the time he was
writing. Instead, his worries of censorship stemmed from
the institutions that he chose to ridicule (Morson 454). It
is also important to note tﬁat in early modern Europe this
type of ridicule and verbal assault was allowed only during
carnival. Bakhtin's theory extends this freedom of language
into the work of carnivalesque writers. While the language
may be graphic, it must be exaggerated to reach its aims.

Bakhtin theorizes that there are two types of
language: authoritarian and the shouted, unprintable word

(Morson 446). In order for the masses to denigrate those in
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power, or those who use "authoritarian" speech, then the
people must use the "unprintable word" to overthrow them.
The abusive language is indecent, profané, mocking,
complex, and ultimately takes on the character of laughter
(Bakhtin 16-17). Strikingly, there is an expansive list of
insults relating to the genitals, anus, buttocks, belly,
and nose--all representing the lower bodily stratum.
Conversely, far fewer terms for arms, legs, the face, and
eyes exist. Carnivalesque writers use‘lower bodily
expressions as abuse because they are by nature more
expressive and intended to mock (Bakhtin 319). In the era
of Rabelais, society was afraid of being too serious and
staunchly defended its right to laughter and "table talk"
(Bakhtin 178-179). Rabelais's contemporaries thought that
laughter liberated individuals from their internal censors.
Hence, Bakhtin argues for carnival, and especially -

carnivalesque rhetoric, as true freedom of speech (94).

Scatology
The Illinois Enema Bandit
I heard he's on the loose
I heard he's on the loose

Lord, the pitiful screams

20



Of all them college-educated women...
Boy, he'd just be tyin' 'em up
(They'd be all bound down!)
Just be pumpin' every one of 'em up
With ali the bag fulla
The Illinois Enema Bandit Juice
'——Frank Zappa "The Legend of the Illinois Enema Bandit"
Just as the literal slinging of dung during the
medieval festivals led to the verbal "mudslinging” of
insults, scatology as a literary device is commonly used by
carnivalesque authors. "Scatology" can be loosely defined
as "the representation of the process and product of
elimination of the body's waste products (feces, urine,
flatus, phlegm, vomitus)" (Persels xiii). However,
scatological satire would be an attack, or challenge to
hierarchy, using words related to skata (Lee 5). While non-
satirical uses of scatology exist in both Rabelais and
other classic literary works, for the pﬁrposes of carnival,
scatology is almost exclusively satirical when used in
conjunction with an attack on the hierarchy.
Scatology has long been used as a reason for critics
to dismiss an artist's work, including Rabelais, Swift,

Erasmus, and others, but fundamentally its use does not
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deem a work godd‘or bad; it is neutral (Lee 2-3). Its long
literary history validates its use as a signifiqant
literary and rhetorical device, dating back to

Aristophanes. His play The Clouds uses scatological humor

to satirize Socratéé and likens his words and breath to
flétulence (Lee 7-9). Later, Juvenal contihues to use
scatology as a‘foﬁm of character defamation. While
'"negafive"‘scatolOgyvis definitely seen ih.carnivalesque
wofks, it is used in é_positive sense eqﬁally as often.
Rabeiais uses scafoiogical satire in both its positive
and negative associatiohs.>0ne critic notes that he makes

-over sixty references to just flatulence in Gargantua and

Pantagruel (Bowen 7). He often connects defecation with
religion in his scathing attacks on the Church. In one
instance, the’religious sérmons endured by a charactef
release themselves‘via diarrhea. Yet, later in the book,
defecation equétes to a purging or‘cleansing (LaGuardia
25). In Rabelais, avcharacter may drown in his urine or
have fear beaten out>of him to end his constipation
(Bakhtin 149). Rabelais and other writers of carnival do
not shy away frém séatological references. Instead, they
view scatology as the most pointed agent of ridicule that a

satirist has.
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Parody
She's my groupie bang bang,
Groupie bang bang,

Groupie bang bang

Looks is where she gets her bread

But the boys all say she gives good

head

Got to see that girl tonight

Ain't been laid since ten last night

--Frank Zappa "Groupie

Bang Bang"

The theory of carnival names parody as an instrumental

tool in degrading those in power. Bakhtin recounts the

numerous types of parody used during carnivals and

festivals in his Rabelais and His World. Parodies

documents include wills and decrees, while public
engaged in parodic debates and dialogues (14). As

these carnivals were religious festivals, much of

of legal
orators
many of

the

parody centered on the Church. The clothing of the clergy

was mimicked, the religious rituals were exaggerated, and

obscene gestures and ocaths were assigned to saints (191).

Yet, parody during carnival was not viewed as negative, as

it was aimed in all directions.
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In fact, while parody often uses ridicule, it is
uéually ambivalent. For example, a parodist may mock a
hero's status, but the hero as a person is not undermined;
instead, the parody may only ridicule society's need for
heroization (Morsoh 434). While the word is comﬁonly used
to denote satire, parody is just one type of satire and
does not necessarily héve to bevsatiric at all. Parody can
be "playful as well as belittling; it can be critically
constructive as well as destructive" (Hutcheon 32). All
that the term parody truly implies is "bitextual
synthesis," in which a text is imitated and remarked upon

in a new text (Hutcheon 32).

In her book A Theory of Parody, Linda Hutcheon dgtails
how these fwo versions of parody have come into existence.
Early‘definitions of'parody only label poems of moderate
length using epic meter and language, but on a trivial
subject. The term comes from the Greek parodia, meaning
"counter song" (32). However, para- has two distinct
meanings. When translated as "counter" or "against," parody
takes on the ridiculing image of satire. Yet, when
- translated as "beside," all parody really denotes is

comparison with an ironic distance (32-35). The difference
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here can appear subtle, but in looking at particular
examples, the two uses of pafody are much more discernable.
Since parody is often confused as synonymous with
satire, it is important to begin with parody's other uses
first. While satire implies a moral stance or some type of
judgment, parody on its own has no social implications
(Hutcheon 16). Instead, parody actually describes a
"refunctioning” of a known form to the parodist's needs.
The parodist often flouts a form with affection for the
original text (Hutcheon 4-5). Hutcheon quotes Sir Theodore
Martin as stating, "Let no one parody a poet unless he
loves him" (30). James Joyce's Ulysses serves as an example
of this type of parody. Joyce's work does not ridicule
Homer's Odysseus or denigrate the original work. There is
no inference from Ulysses that Joyce thought of Homer's
writing as poor and unworthy of the attention it has
received throughout the centuries. Instead, Joyce's work
honors Homer's, while also playing with some of the tropes
that Homer made famous. Therefore, only the most
sﬁccessful, only the best, are subjects for parody
(Hutcheon 76-77). The parodist's work stands "beside" the
original, elevating his/her own work in the literary

hierarchy.
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Zappa’s‘“Groupie Bang Bang,” cited above, functions as
an example of this type of parody. Zappa unmistakabiy bases
the melody on Buddy Holly’s “Not Fade‘Away,” a love song.
Holly’s song depicts the narrator’s love for a girl and his
insistence that she love him in return. Zappa’s song
depicts the narrator’s lust for a groupie and his
insistence that she sexually gratify him. While the
sexuality of the song intrinsically implies the
carnivalesque, the lyrics mock the rock and roll lifestyle
rather than condemn the women known as “groupies.” In terms
of parody, though, Zappa’s song cleérly does not imply that
Holly’s ériginal should be ridiculed. Instead, he uses a
well-known piece of music to juxtapose the two types of
“love.”

While this type of parody does imply affection for the
original work, it also indicates that certain conventions
have become tired. One critic, Northrop Frye, holds this
view.‘Frye holds thét while a pérodist such as Joyce may
nét in fact be ridiculing‘Homer's work, the parodist
inverts the tropes that are now "worn out" (Hutcheon 36).
it only follows that é parodist such as Joyce would select
Homer's work to parody, since it is the'original and best

of its kind. However, the parody becomes an inverse of the
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original. This type of parody caﬁnot be called ridicule,
~but it does rely on é tone‘of irony; The parédist honors
‘the best worksiin‘history not mérely through imitation, but
through the art of distinctioﬁf

The most famOds’Works, those at the top of the
literary hierarchy, are the mosﬁ ripe forvparody precisely
- because they are the most famous. For a parody to be
successful, the audienbebmust be able to reference the
original work. This necessity accounts for two
characteristics of pafody. First; parody is most prevalent
in times of learning, since the parodist relies on the
competence of his/her audience. If the audience is not
aware of the‘work or convention being parodied, the parody
cannot work. Thus, parody occurs most often during "periods
of éophistication" (Hutcheon 18-19). However, even the most
learned societies are still more familiar with certain
works rather than others. Therefore, parody utilizes the
most famous works, whether the parodist réveres them or
not, to ensure that the audience will be familiar with the
references. Thé Bible and the classics of literature are
the most parodied‘texts not because they deserve to be
ridiculed, but because the parodist can be assured that the

audience can play its part in the dialogue (Hutcheon 2-3).
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Parody at its most basic level is dialogue. It is not
a coincidence that the theorist behind dialogism is also
Mikhail Bakhtin. While a complete discussion of dialogism
would not be appropriate in this context, some of the
fundamentals of Bakhtin's theory help to shed light on both
parody and his fheory of carnival. Dialogism states that
all literary work is informed(by all previous works, while
also acting to inform all contemporary and future works
(Hutcheon 22-23). Litefatﬁre, as well as all culture, is an
én—going dialogue in which all people play a part. The
theory does not rely on only "good writers" or "learned
readers" to bé part of the dialogue; instead, it is
demoératic without any hierarchy. While Hutcheon quotes
Bakhtin as labeling parody as "intentional dialogized
hybrid," other critics have called it tranStextﬁality,
intertextuélity, or hypertextuality (69). This distinction
separates parody from plagiarism and imitation; Further,
Bakhtiﬁ evades the questions of plagiarism through his
theofy of dialogism, as all of humankind engages in the
dialogue. Thus, the idea of a sole "author" is suspect in
Bakhtin's view. However, Békhtin allows parody further
liberties, claiming that it is reminiscent of indirect

discourse. It is as if the work being parodied is all in
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quotation marks (Hutcheon 41). As will be seen in Chapter
Two, this type of borré%ing is actually called quotation
when used in music. And, again, parody does not mereiy

- quote the original, or imitate; it is>imitation with a
difference.

Of course, the difference in parody often does allow
the parodist to ridicule the original work, the original
artist, or the values or themes associated with that work.
When an imitation "wounds"” the original by eﬁphasizing.it
faults, it is satiric parody (Highet 68). When parody is
used to ridicule, it is a form of satire;—which is why many
mistakenly use the two terms interchangeably today.
Additionally, for the purposes of this project, much of the
parody that will be examined in the upcoming chapters are

examples of scathing satire. Yet, carnival does not require

parody to be of a ridiculing nature.

Satire
And if these words you do not heed
Your pocketbook just kinda might recede
When some man comes along and‘claim;
godly need

He will clean you out right through
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YOur tWeed

*That's right, remember there is a big

Difference between kneeling down

And bénding‘over...*

He's got twenty million dollars

In his Heavenly Bank Account...

All from those chumps who‘was

*Born again*

f—Frank>Zappa "Heavenly Bank Account”
One could label satire as the "serious side" of

carnival. While carnival is supposed to be light-hearted
and free, upheaval serves as ité driving férce.‘Those,in
power designed the feasts and celebrations to temporarily
dismantle the hierarchy and aliow freedom to all.
Temporarily, the masses criticized those in power by
pointing out their faults, ridiculing with humor. Whether
satiré has longer lasting effects than allowed for by
carnival will be discussed in Chapter Three. Yet, even if
the satire only allows for the utterance of insult, it is
still quite én agent of change. Satire acts as a polemic
device, offering a controversial argument to displace the

one in power (Griffin 7).
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Most critics consider satire to be both a rhetorical
and moral device. It attacks vice and folly by
interminglihg wit with ridicule. One mode of satire is
satirical parody. Parody and satire converge when a
éétirist attacks and persuades through exaggeratibn
(Griffin 1). Hutcheon quotes Ben Jonson as supporting this
view of parody: "A parody, a parody with a kind of
miraculous gift to make it absurder than it was" (30).
When parody critically ridicules, it is also satire, since
it acts as the "malicious denigrating vehicle" of satire
(Hutcheon 10). By highlighting the faults and follies of
the world, satirical parody may seem negative. Yet, many
critics maintain that it is actually optimistic. Since
satire has the moral or social aim to correct society's
ills, satire is idealistic in its attempt to create change.
While the rhetoricvmay be negative, the aim is positive
(Hutcheon 56-57).

The debate over whether satire operates as a negative
or positive force has led to a division of critics. One
camp views Horace as the quintessential satirist. He
fundamentally likes people, but acknowledges them as blind
fools who need his moral guidance. Through his satire, he

aims to cure them of their folly. The other camp sees
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Juvenal as the preeminent satirist. He dislikes humankind,
but éims to help the individual. His brand of satire wounds
and punishes (Highet 235). Where Horace is pleasantly
facetious, Juvenal angrily storms (Griffin 24-25). Both
follow the carnivalesque principle to degrade those in
power, but the usage of scatology and degrading insults
folléws Juvenal's lead more closely than Horace's. Yet, the
laughing nature of carnival aligns with Horace. Thus, both
Views of satire are useful here.

Critics of satire also disagree on its origins. It is

now believed that the word comes from lanx satura, meaning

"food for thought" (Griffin 6). This brand of satire acts
'as inquiry, or "little chats,"™ that create open—eﬁded
conversations between the satirist and his/her audience
(Griffin 39). In earlier centuries, others believed that
the word also derived from satyr, meaning "wild" or
"lawless." The satyr was presented at the end of a trilogy
of Greek tragedies in order to lighten the mood of the
audience. The satyr always mocked, or parodied, the
tragedies that the audience had just experienced. This
brand of satife acts more as provocation (Griffin 7).
Although Isaac Casaubon later proved this etymology to be

incorrect when he discovered the word's Roman roots, the
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belief that satire derived from the Greek satyr informed
how critics and writers constructed the idea of "satire"
(Dryden).

‘Discussions and uses of satire changed throughout the
years. Lucilius and Aristpphanes rely on irony and
facetiousness, while Quintilian labels safire as a purely
Romaﬁ phenoménon (Griffin 8-9). John Donne's satire in the
Elizabethan Era bases his work on the satyr, relying on
harsh criticisms in the spirit of Juvenal (Griffin 10-11).
Later, Alexander Pope uses his pen as his sword to

violently provoke change. With works including Gulliver's

Travels aﬂd "A Modest Proposal,a Jonathan Swift does not
aim to reform, but to vex (Griffin 26-27). He intends to
shock his readers out of their complacency--to provoke them
by disorienting them (Griffin 52-53). By the twentieth
century, critics such as Mary Claire Randolph have adapted
John Dryden's satirical theory to conclude that satire
includes two parts: Part A lashes out against a vice; Part
B commends the opposite virtue. However, even Randolph
concedes that often Part B is only implied, still leaving
the two types of satire to coexist and defy one»irrefutable

definition (Griffin 28-29).
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Two characteiiétiés that hélp to define satire is the
emphasis on play and the satirist's tendency towards
loquacity. Since satire contains moral undertones, many
underemphasize its use of laughter and its element of
pleasure. Dryden contends that pléésure accounts for at
least one half of satire's merits (Griffin 161). The
satirist's ability to play'with language, create puns, and
invent new insults is an art form often overlooked as
-satirists revel in allusions, irony, and fantasy. They are
"connoisseurs of abuse" (Griffin 168). In his Satire: A

Critical Reintroduction, Dustin Griffin invokes Aristotle's

category of épideictic speech, or rhetorical display urging
praise or blame (72-73). While satirists often Want to
provoke blame towards a vice or folly, they also want
praise for their rhetorical sk<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>