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English faculty displays many talents 

publisher.    Now    I    don't    un- 
derstand that, but it's true. 

They give it regional 
promotion and so forth. Then if 
the reviews come out good, 
they'll come out with a second 
promotion. 

SIDELINES:      Doesn't 
disgust yon a little? 

that 

Herring reflects about 
Hub, writing, critics 

ByJIMSCHRADDEN 
Robert Herring is an English professor at MTSU who has just 

published his first novel. Hub. In a recent interview with him. 
Sidelines asked him about himself, his book, and the effects of its 

success on his life. 
SIDELINES Are you a native 

of Tennessee? 
HERRING: No. I was born in 

Charleston, Miss. My dad was in 
the Air Force and I don't really 
have a hometown. I've just lived 
all over the place. 

SIDELINES:     Did     that 
contribute to the book at all? 

HERRING: It probably 
contributed significantly to my 
ability to hear dialects, which is 
something I attempt in that 
novel. It apparently worked, 
and people have responded to it. 

In one sense, it kept me from 
writing the traditional Southern 
novel of family, family roots, 
and that sort of thing. It's not an 
autobiographical novel, except 
in terms of the book's setting. 
That island is really there, the 
river's there, and the little town 
is there. 

In fact, as a child I played 
around on that island. But 
beyond that, everything in that 
book is fictional—except maybe 
the voices, the feeling of 
children, and the people. You 
write about what you know, 
instinctively, about human 
behavior. 

It's a very episodic novel, a 
kind of cinemagraphic 
technique, which I didn't know 
it had until the editors told me 
they really liked it. 

(Hub has received out- 
standing reviews since its 
publication. Concerning 
reviews. Herring had this to 
say:) 

To be reviewed is remarkable, 
but to get good reviews is un- 
canny. It's a million-to-one shot. 

A first novel, more than any 
other novel, is made, or not 
made, by word of mouth. 
There's not much promotion 
given   to  it,   not  even   by   the 

HERRING: No. nothing 
about this entire process disgusts 
me. 

SIDELIN :S: What has this 
mental transition from being an 
unpublished novelist to a 
published one taught you? 

HERRING: I'll tell you one of 
the interesting things about 
being a novelist. Before it 
happens, you never in your 
wildest moment, in your most 
sanguine moments. those 
cheerful moments, ever believe 
it can happen to you 

Then it happens, and it's 
almost as if you really didn't 
want it to happen because 
suddenly, you are a novelist. 
And prior to that, the novelist 
was some sort of incredible 
figure out there, untouchable in 
my imagination. 

I know that I am touchable; I 
know my weaknesses. It's almost 
a betrayal to be one of them. 
Then you find yourself one of 
them, and prior to its hap- 
pening, in your imaginative 
moments you envision (that it's 
like) sitting on top of the highest 
mountain in the world. And it's 
not. 

You envision sitting up there 
with a whole bunch of people 
with you, too. It's no different. 
The artist is absolutely isolated 
in this society, and he is no less 

Robert Herring, author of Hub, finds being a novelist is a "pleasant 

embarrassment." 

isolated after he's succeeded. 
If anything, it's intensified. 

He is still in a peculiar way—a 
freak. For New York, he's a 
commodity—he's a package. 
For his friends, he is a curious 
animal of one kind or the other. 
They can't quite understand 
what he does, but thev like it. 

He still is essentially alone. He 
still has no guidelines, no rules, 
nothing for what he does. But he 
still has to do it with the same 
kind of blind faith. 

There was, all the time that I 
was working, a kind of cer- 
tainty, a kind of energy. And it 
really is there, particularly in 
your first novel. A kind of 
certainty that it, in fact, is going 
to go. That gives you the 
strength to keep going with it, 
and you have absolutely no 
evidence to support it. 

SIDELINES: With Hub, after 
you've found out what you're 
capable of,  do any of the an- 

swers seem abrupt to you? 
HERRING: I haven't found 

out what I'm capable of. A first 
book doesn't tell you that. 

SIDELINES: What does a 
first book tell you? What does it 
tell Bob Herring? 

HERRING: It tells you that 
you managed to do something— 
not because of, but in spite of— 
almost everything: my 
profession, my time schedule, 
my work, everything. You write 
in spite of that. You write in the 
early morning hours. 

SIDELINES: What do you 
have as an idea for a second one? 

HERRING: You dream all 
your life of articulating the 
language in such a fashion that 
you make a novel. That you 
suddenly become a novelist is 
part of the wonder of it. 

One of the first things you 
discover after you've become a 

(Continued on page 8) 

Language professor writes poetry, too 
ByJANENEGUPTON 

Copy Editor 
Professor Reza Ordoubadian 

is perhaps best known for his 
work in conjunction with the 
Southeastern Conference of 
Linguistics as editor-in-chief of 
the SECOL Journal, and as the 
organization's executive 
secretary. 

However, the scope of his 
talents extends beyond this. 

ORDOUBADIAN has had one 
book, and many articles 
published on linguistics and is 
now working on several new 
projects. 

His book Views on Language, 
which covers the areas of sexism 
in language, the biological basis 
for language, and dialect was 
published in 1975, and is used as 
a textbook at Boston University, 
although Ordoubadian says it 
wasn't intended as a textbook. 

Ordoubadian has also had 
articles and chapters published 
on Azarbayjani—a language 
spoken in the Southern part of 
the Caucases in Russia. 

Some of these articles deal 
with "sensitive political issues of 

Reza Oudoubadian 

language planning" according to 
Ordoubadian. 

BUT RECENTLY, he has 
begun to delve into entirely new- 
fields—those of poetry and 
novels. 

"I began writing poetry three 
years ago," he said. "I had this 

idea in my mind and it was 
bothering me a whole lot. I 
wrote it down and looked at it 
and thought it might be a 
poem." 

Initially Ordoubadian wrote 
when tantalized. Now he writes 
with more purpose and 
knowledge of what he is doing. 

"I am interested in how, 
from sense, you go beyond. It's 
not intellect or _ spirit, it's 
something else — motion, 
movement, music." 

ORDOUBADIAN'S poetry 
has been described by one 
student as being passionate— 
not within a sexual context, but 
in the way he looks at life. 

Ordoubadian was asked what 
kind of poetry he wrote. 

"I write modern poetry in that 
it contains no rhyme." Asked if it 
were something on the lines of 
McKuen, he laughed: "Heavens, 
no. Not like McKuen!" 

"I don't want to compare 
myself to others because I'm not 
like others," he said humbly, 
"but I was greatly influenced by 
Wallace Stevens and Hanna 
Khan." 

Ordoubadian  seems  to 

never boast of his ac- 
complishments—past and 
future—and at times, he 
downplays himself too much. 

AS OF YET, Ordoubadian 
has had no poetry published. 
However, his poem "En- 
counters" will be featured in a 
forthcoming issue of Voices 
International (a poetry journal 
published in Kentucky), and a 
group of his poems is under 
consideration to be printed in 
book form. 

Ordoubadian is also working 
on a novel titled Wine Grows in 
Mountain which is based on the 
experiences of his grandfather, 
but is described by Ordoubadian 
as "mostly fiction." 

"I haven't submitted it yet," 
Ordoubadian said, "because I 
fear rejection." 

Fear aside, a book about a 64- 
year-old man who flees from the 
Caucases to Iran after the 
Russians wipe out his family, 
marries a 13-year-old girl, has 
seven children, and lives to be 
108-years-old, should make 
exciting reading. 

Critical study of British comedy written 
By ELIZABETH PORTER 

Production Manager 

An MTSU English 
professor examines what she calls 
the "somewhat black comedy" 
of popular British novelist Iris 
Murdoch in a critical study to be 
published in the United States 
and Great Britain next year. 

"(Murdoch) creates a world 
that is simultaneously realistic, 
bizarre and unpredictable," said 
Jill Hague, author of Iris 
Murdoch's Comic Vision. "The 
tension that results is what 
creates the comedy. 

FASCINATION with the 
"strangeness" of that world is 
what inspired Hague to decipher 

how Murdoch's "particular 
type" of comic structures and 
style are involved in her 
stories.An AccidcntalMan, the 
title of one book Hague focuses 
her study on, certainly evokes 
visions of a haphazard state of 
affairs. 

Hague completed her book, 
which took a year to write, after 
returning from post-doctoral 
studies at the University of 
Sussex. 

"(Murdoch) is a household 
word in England," she said I 
couldn't get on the sulmav 
withoutseeing two or three 
people reading her books." 

UNLIKE SOME authors who 

discover a plot as they work, 
Murdoch never writes a word 
until she has a story and its 
characters planned completely. 

Her first published novel. 
Under the Net, had an Eastern 
philosophical flavor. But Hague 
says the author, who has 
published books on Plato and 
Sat re, has been more concerned 
with writing captivating plots in 
her more recent work than with 
any sort of message. 

Hague may teach Under the 
Net in a course she will offer 
next semester. Called "The 
Rogue in Literature." the course 
will explore Vlo , Flanders-type 
chaiacters from contemporary 
novels. 

Translation task 
takes twelve years 

By BILL WARD 
Editor 

It's a tricky business, this delving into the minds of 
others while sublimating one's own, but John McDaniel 
is used to it by now. 

After all, he just finished spending a dozen years 
translating The History of Folklore in Europe, which was 
published in August. 

"WHAT I TRY to do is put it 
in the same way the mind of the 
author works," McDaniel, 
chairman of MTSU's English 
department, says."It's very 
difficult to sublimate oneself, 
particularly when taking dif- 
ficult concepts from one 
language and trying to make 
them readable in English. 

"It's so tempting to rewrite in 
a way that, by God, it ought to 
have been written,"   he said. 

The original version of the 
703-page tome was written by 
Giuseppe Cocchiara in "extra- 
difficult Italian," McDaniel 
says, a Sicilian dialect which 
embodies "the rhapsodic, 
emotional, enthusiastic style 
which, some would say, is 
typical of Sicilians." 

McDANIEL PICKED up 
Italian in that most Italian of 
cities, Florence, while studying 
for his doctorate and teaching 
British literature at Florida State 
University's Study Center there 
in 1968. It was also then that he 
first came across Cocchiara's 
work. 

Two years later, McDaniel 
accepted a position at MTSU, 
and he published his first book. 
The Fiction oj Philip Roth, in 
1974. But the Cocchiara 
challenge, which had felled 
many scholars before him, was 
embedded in his mind. 

"Cocchiara's work is 
stylistically very difficult...in a 
classical dialect convoluted by 
Sicilian heritage," he recounts. 
"It's not exactly like Petrarch." 

THE BOOK had been 
translated into Russian, 
Hungarian, and Polish, but very 
few Americans read these 
languages or Italian, so it 
seemed to McDaniel "a genuine 
service" to render the work into 
English. 

He translated a chapter for 
the Journal of the Folklore 
Institute in 1974; shortly 
thereafter, Richard M. Dorson, 
considered by McDaniel as 
"perhaps the most important 
American folklorist of the 20th 
century," encouraged the MTSU 
professor to complete the work. 

And so he did, with no 
small measure of satisfaction 
resulting. 

Indeed, McDaniel insists that 
his work on the book had 
nothing to do with the oft- 
dreaded "publish-or-perish" 
syndrome prevalent at so many 
universities. 

"ABSOLUTELY NOT," he 
says. "There's so very little 
pressure of an external sort at 
work here. It's a self-imposed 
pressure that gives me a sense of 
self-satisfaction—the harder the 
challenge, the more satisfaction. 

"I just do these things to see if 
they can be done, and, more 
specifically, if they can be done 
by me." 

But the gratification was 
well-earned, as the work in- 
volved a lot of frustration, 
largely because European 
scholars are generally casual in 
their research and documen- 
tation. 

"The most frustration is 
simply getting the thousands of 
small details to mesh," Mc- 
Daniel says. "It's quite possible 
to find one scholar's name 
spelled five different ways, 
which poses some difficult 
choices for the translator. 

"EUROPEANS aren't 
bothered with the kinds of 
details that precision-minded 
Americans thrive on." 

It is of course impossible, he 
added, to know exactly how the 
author's   mind   worked   during 

John McDaniel says that 
translations can be "temp- 
ting" to rewrite. 

the actual writing of the book, 
but the translator can and 
should try to come as close as 
possible. McDaniel encountered 
similar difficulties in putting 
together his critical essay on 
Philip Roth. 

"We can never know anyone 
else's mind," he explains. "And 
Roth himself has warned against 
reading any autobiographical 
aspects into his work, which is 
especially understandable with 
Portnoy's Complaint. 

"IN MOST OF Roth's recent 
fiction, though, he seems to be 
deliberately inviting 
autobiographical distinctions, 
but at the same time demands 
from the reader that his works 
be looked at strictly as fiction." 

Indeed, it was the paradoxes 
of Roth's approach to fiction, 
and especially the paradoxical 
viewpoints of literary critics 
towards that fiction, that in- 
spired McDaniel to write about 
the author of Goodbye, 
Columbus, The Breast, Our 
Gang, and The Great American 
Novel in the first place. 

"I was fascinated by the 
diametrically opposed opinions 
offered by perfectly reputable 
critics," says McDaniel, 
weighing his words carefully. 
"When you find two very good 
critics who can't agree on a 
single thing, you're magnetically 
attracted to the center of the 
storm. 

"YOU'D BE surprised at how 
much of the criticism of Roth 
had very little to do with his 
fiction itself. There's so much 
controversy over whether Roth's 
doing Jews ill, which takes away 
from the central question of 
what he's doing and how well 
he's doing it." 

McDaniel emphasizes that he 
strove mightily to avoid looking 
inside Roth's mind, instead 
aiming to "see how his artistry 
evolves as it's reflected in his 
fiction." 

His next major project is 
another critical essay, this time 
on a noncontemporary master: 
William Shakespeare. McDaniel 
says he's "in the beginning 
stages" of a book on the Bard's 
history plays, Richard II, Henry 
IV, and Henry V. 

"HAVING LOOKED inside 
Roth's and Cocchiara's heads," 
he says, "I'm looking forward to 
looking inside Shakespeare's. 
But with great reverence." 

McDaniel adds that delving 
into the minds of literary 
masters like Roth, Shakespeare, 
and Cocchiara is a rewarding, 
almost transcendental ex- 
perience in itself. 

In his most recent work, 
McDaniel reveals he's "been 
touched in some significant, 
almost mysterious way" by the 
personality of the man he's 
translating. 

"It is an enlarging experience, 
which is, after all, why we 
undertake such experiences." 
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