Anpalele Universititii “Constantin Brincusi” din Thrgu Jiu, Seria Litere gi Stiinte Sociale, Ny, 1/2008

Cultura popular si literatura
identititilor n anii 1980

Roman-Bérbugi Gabriel
Universitatea ,,Constantin
Bréncusi”din Tdrgu Jiu

Motto: Nu sunt sigur cd exist, de fapt.
Sunt tofi scriiforii pe care i-am citil, lofi
oamenii pe care i-am cunoscut, toate femeile pe
care le-am iubit, foale orasele pe care le am
vizitat, toti strdmosii mei. (J.L. Borges)

Cultura inaltd versus cultura populari

fnalt versus jos nu este cu siguranti o
« inventie modernd » dar Incercarsa de a defini
termenii gi de a-i plasa Intro relatie de
dihotomie a fost exirem de dificild, mai ales
datoritd volatilititii de semnificatie a celor doi
termeni. Diferentierea cea mai evidentd intre
cele doudi ar fi aceea pecuniara. Prin traditie,
arta Inalty nu  produce bani dar este
transcendentd cultural §i temporal, in timp ce
arta joas# (sau populard) « triieste » in prezent
si este avantajoasd din punct de vedere
financiar, Dacd ar fi si lufim aceasta drept
regula, ar insemna cd o bund parte din arta inalta
a inceput de jos: Shakespeare a ficut o micd
avere din piesele sale, majoritatea foarte
populare in vremea lor, o micd avere pe care a
folosit-o ca si cimétar ; Byron, rebelul romantic
prin definitie, a vindut bine si a fost preferatul
saloanelor epocii sale. $i exemplele ar putea
continua,

Scara finali-jos a fost, cu trecerca
timpului, ca un carusel: varste diferite au
modalititi diferite de a categoriza operele de
artd. Deci sunt banii argumentul definitivin a le
categoriza ? Ori sunt i alte elemente care
trebuie luate In considerare?

Dupi cum am mai mentionat, fiecare
epocd are modalitati diferite de a categoriza arta
tnalta i joasd. Dacd ar fi si ne gdndim la epoca

Popular culture and the literature
of identities in the 1980s
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Motto: I am not sure I exist, actually.
1 am all the writers that I have read, all the
people that I have met, all the women that 1
have loved; all the cities that I have visited,
all my ancestors. (J.L. Borges)

High culture versus popular culture

High versus low is swrely not a
“modern invention”, but trying to define high
and low art and to place them in 2
dichotomous relationship has been extremely
difficult, especially on account of the
volatility of meaning in the two terms. The
most obvious and commonly-encountered
differentiation would be that of money-
making, By tradition, high art does not
produce money (and the general stereotypy is
that it’s by definition an unprofitable action)
but is temporally and culturally transcendent,
while low (or popular, to use a less
demeaning term) art dwells in the present
and is financially advantageous. If we were
to take this as true, it would mean that a good
deal of the nowadays high art has started out
as low: Shakespeare has made a small
fortune out of his plays, most of them highly
popular in his own times, a small fortune
which he used as a...loan-shark; Byron, the
Romantic rebel by definition, sold pretty
good and was a darling of the salons of his
age. And the examples could go on.

The scale high-low has been, with the
passing of time a sort of merry-go-round:
different ages have different ways of
categorizing works of art. So is money the
defining argument in categorizing them? Or
are there other elements that should be taken
into consideration?
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noastrd, nu multe lucriri sunt mai emblematice
in aceste Incerciiri decat “Canonul occidental” al
Jui Harold Bloom. In aceastd operd
reprezentativd, Bloom lasd la o parte categoriile
corectitudinii politice ca genul sau rasa, i
opteazi pentru un criteriu bazat pe calitate
pentru a pune la un loc o listd de lucrdri care au
influentat gindirea occidentald de-a lungul
epocilor. Lista rezultatd este ceea ce criticii au
denumit ca versiunea de dreapta asupra
literaturii. Stanga Insd nu este de acord cu asta.

Practic, trebuie si lntelegem canonul ca
si panteonul care separi arta Inaltd de restul
artei (populard sau de alt fel). De aceea disputa
stinga-dreapta este una atdt de disputatd si
politizatd. Literatura feministd, Afro-americand
sau postcoloniald vrea nu numai o identitate
proprie, ci §i propriul lor loc in canon. Pe scurt,
este o luptd intre esteticism versus literaturd
politizata.

Aceasta disputd stinga-dreapta asupra
drepturilor canonice este prima care creeazd
confuzie legat de separaia dintre arta Tnaltd si
restul artei. Dar Incepénd cu difuziunea largs de
mass media, distinctia devine, paradoxal, mai
nuaniats si in acelasi timp, mai separatoare din
punct de vedere social. Cu esecul postmodern al
metanaratiunilor  (Lyotard, 1979) vine si
declinul artei inalte si proliferarea artel
populare, In ultimele decenii.

Criza artei Inalte europene a fost
anuntatd incd din vremea modernistilor (ca de
exemplu n poezia lui T.S. Eliot) dar probabil
arta nu a fost niciodatd Intr-o crizd ca cea din
anii 70-80. Arta devine stratificatd social in
aceasti perioadd, cu arta inaltd devenind
atributul claselor superioare i a intelectualilor,
in timp ce arta populard devine atributul claselor
inferioare. Dupd cum afirma §i Fiske: «
ierarhia gusturilor culturale corespunde precis
cu ierarhia pozitillor sociale, astfel c& formele
culturale care apeleazi la gusturile celor mai
josi de pe scara sociald este intotdeauna
denigrati si evaluati ca si artd proastd » (Fiske,
1995 : 322).

Cele dou# fenomene, ambiguizarea si
stratificarea apar ca si centrale in cazul Neo-
Marxistilor de asemenea, mai ales in cazul
filosofilor Adorno, Horkheimer i Walter

As it has been mentioned before,
every age has different ways of categorizing
high and low art. If we are to think of our
age, not a lot of works strike us as more
emblematic of this attempt than Harold
Bloom’s “The Western Canon”. In his
quintessential book, Bloom leaves out such
politically-correct categories as race or
gender, and opts for a quality-based criterion
to put together the list of works that have
influenced Western thought throughout the
ages. A list that many critics have argued of
being too thin, Bloom’s worl represents the
typical “right-winged” approach to literature.
However, the left seems to think otherwise.

Practically, we must understand the
canon as the pantheon which separates high
art from the rest of the art (which is not
necessary popular, but is not high, either).
This is why the fight between leftist and
rightist perspectives (of course, I am
referring here to literary perspectives, rather
than to political ones) on the composition of
this pantheon is such a disputed ome.
Feminist (or “female™) literature, Afro-
American and postcolonial writing, all claim
not only an identity of their own, but also
their place in the canon. In short, it is a fight
of aestheticism versus politicized literature.

This left-right dispute over canonic
rights is the first thing to confuse the
distinctions between high art and the rest of
art. But starting with the vast diffusion of
mass media, the distinction, becomes,
paradoxically enough, more blurry and at the
same time more socially separating. With the
postmodern  failure of metanarratives
(Lyotard, 1979) comes the fall of high art
and the proliferation of popular art, in the
past decades.

The crisis of European high art was
being announced even in the times of
modemists (like in the poetry of T.8. Elioti),
but probably high art has never been in such
a crisis as in the 1970s and ‘80s, At
becomes socially stratified in this period as
well, as high art becomes the attribute of the
higher classes and of the intellectuals, while
popular art becomes that of the lower ones.
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Benjamin. Arta, in traditia neo-marxisti, a
devenit o modalitate importanty de a impune
capitalismul si de a crea o industrie culturald
bazatd pe conformism social §i acceptare a
valorilor consumeriste. Arta pentru neo-marxigti
este extrem de politizats, si asa ar gi trebui si
fie. Ea este principala armd propagandistica a
capitalismului cu fafi umand, pentru a-l
parafraza pe Gramscl. Creeazi subiectilor ei o
senzatie de a apartine sistemului si in acelasi
timp de a fi in afara lui. Le d& impresia de a fi
uniei §i In acelagi timp total interschimbabili.
Cultura devine, deci o formé perversé si ascunsd
de propagandd. Mesajul pe care industria
culturald il oferd este unul foarte simplu:
«oricine poate fi fericit, daci este gata s3
capituleze in totalitate si s isi sacrifice dorinta
de fericire » (Adomo, Horkheimer 1993 : 28).
Opus acestei industrii culturale (care poate fi
asimilatd usor cu termenii de culturd popular
sau joasd) se afld cultura inaltd, al cérei scop
principal este si elibereze spiritul individual din
aceastd prinsurd a capitalismului térzin. Inalt
versus jos devine astfel pentru Marxigti o
opozitie esentiald, care are 0 mizd incredibil de
importants.

Teoria studiilor culturale

Dupd cum am vizut in paginile
anterioare, arta Inaltd si populard au categorii de
clasificare relativ ambigue, care diferd de la o
epocid la alta, Unele dintre argumentele lor
pentru aceastd diferentiers includ profitabilitate
financiard, transcendenti temporald, statut
social sau apartenenta politics.

De obicei, dihotomia celor doi termeni e
vizutd ca gi conflictuald, A fost dintotdeauna
vazutd ca una separatoare din punct de vedere
social, dar cu revolufia industriali si aparitia
noii burghezii In detrimentul aristocratiei
detindtoare de pimént, a dus la o separatie si
mai brutals. In secolul XIX, Filistinii
reprezentau aceastd noud clasi de industrialisti
potenti politic, ei dictdndu-si normele in
culturd ; cultura burghezd a lor a reprezentat
noua culturd populard a secolului urmitor.
Acesteia i se opune cultura Inaltd, care era
elitisti, eurocentristd  si aristocraticd.

As Fiske puts it: “the hierarchy of cultural
tastes corresponds precisely with the
hierarchy of social positions, so that the
cultural forms that appeal to the tastes of
those lowest in the social hierarchy are
always denigrated and evaluated as bad art”
(Fiske, 1995: 322).

The two phenomena, the blurring and
the stratification, appear as central to Neo-
Marxist theorists as well, especially to such
philosophers as Adorno, Horkheimer and
Walter Benjamin. Art, in the neo-marxist
tradition, has become an important way of
imposing capitalism and creating a culture
industry prone on social conformism and
acceptance of consumerist values. Art for the
neo-marxists is extremely politicized, and it
should very well be so. Popular art is thus the
main propagandistic weapon of “capitalism
with a human face”™. It creates to its subjects
& sensation both of being part of the system,
while in the same time being outside it. It
gives them both the impression of being
unique and being totally interchangeable,
Culture thus becomes a perverted and hidden
form of propaganda. The message the culture
industry offers is simple: “everyone can be
happy, if only he will capitulate fully and
sacrifice his claim to happiness” (Adormo,
Horkheimer 1993: 28). Opposed to this
culture industry (which can very well be
assimilated with the terms of low or popular
culture) stands the high culture, whose main
purpose is to liberate the individual spirit
from his late-capitalist bondage. High versus
low thus becomes for Marxists a
quintessential opposition, which has a
tremendously important stake.

Cultural Studies Theory

As we have seen in the previous two
pages, high and popular art have pretty
blurry classification categories, which differ
from age to age. Some of the arguments for
their  differentiation include financial
profitability, temporal transcendence, social
status or political belongings.

Usually, the dichotomy of the two
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Perspectiva marxisti este chiar mai radicald,
vazand omul drept o victimd pasivd, supusd
culturii de masd, al cérei rol principal este atét
de a eroda cultura naltd si de a-si aduce
subiectii la submisiune si conformisin.

Scoala studiilor culturale este, totusi,
mai putin exfremd in viziunile sale asupra
culturii populare. Este de acord cu criticismul
capitalismului industrial dar vede in cultura
populard mai degrabd o cale de a se opune
industriei culturale : «cultura populard este
legatd in mod tipic cu produsele si tehnologiile
culturii de masi, dar creativitatea ei este
compusi din modalititile de a folosi aceste
produse g tehnologii, nu o a le produce »
(Fiske, 1995: 326). Popularul este deci umm
concept « luptitor », si cultura sa devine una de
rezistentd si, In acelasi timp, un mod de bazi de
a obtine o identitate.

Nu ftrebuie s facem confuzie intre
cultura de masa si cultura populard c#ci ele sunt,
in cazul studiilor culturale, doi termeni foarte
diferifi. Cultura de masd cresazd produse
culturale  distribuite printr-un sistem
indusirializat al cirui scop este € a maximiza
profitul printr-o cat mal mare adresabilitate.
Cultura populard este ori ceva individual (un
produs cultural anume are o simbolisticd pentru
o persoand, legatd de experienjele de viati
individuale ale persoanei) ori ceva colectiv,
«tribal » (un western are alti semnificatie
pentru americanii albi fatd de amerindieni). A
doua categorie de cultwrd populard este mult
mal complex, cici cultura populara devine,
astfel, un mod de apartenentd sociald, etnica.

Cultura indeplineste 1n societatea
modernd rolul pe care mitul, religia si ritualul 1l
jucau in societitile primitive — acela de 2
mentine ordinea sociald si valorile ei cele mai
inalte, testate In mod traditional, In viata si in
form# bund. Cultura populard este, pe de altd
parte, o form3 de revolti si reinterpretare a
normelor. Se afld la intersectia dintre industria
culturald capitalistdi, pe de o parte, si alegerea
personald gi apartenenta sociald pe de alti parte.
Cultura popular este implicats att temporal cat
si social. Este principala unealtd de creare a
identitétilor.

terms is seen as a conflictive one. It has
always been more or less a socially
separating one, but with the Industrial
revolution and the rise of the new
bourgeoisie, in the detriment of the old
landed aristocracy, has led to an even more
brutal separation. In the XIX-th century, the
Philistines represented this new class of
wealthy and politically potent industrialists
who dictated their way in culture; their
bourgeois culture ultimately became the new
popular culturs of the next century, To this
was opposed high culture, which was elitist,
eurocenirist, and aristocratic. The Marxist
perspective is even more radical, seeing rman
as a helpless, passive victim, prone to the
mass-produced culture, whose main role is
both to erode high culture and to bring its
subjects to submission and conformism.

The school of cultural studies is,
however, less extreme in its views of popular
culture. It agrees with the criticism of
industrial capitalism but sees in popular
culture rather a way of opposing the culture
industry: “popular culture is typically bound
up with the products and technology of mass
culture but its creativity consists in its ways =
of using these products and technologies, not
in producing them” (Fiske, 1995:326). The
popular is thus a fighting concept, and its
culture becomes one of resistance and, in the
same time, a basic means of acquiring an
identity.

We must not mistakenly confuse
mass culture and popular culture, for they
are, in the case of cultural studies, two very
different terms. Mass culture produces
cultural commodities which are distributed
by an industrialized system whose aim is to
maximize profit by appesling to as many
subjects as possible. Popular culture is
something either individual (a particular
cultural product has a particular meaning for
one vperson, linked to individual life
experiences of that person) or collective,
“tribal” (a western has different meanings for
white Americans than for Amerindians). The
second category of popular culture is much
more complex, for popular culture becomes,
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Cultura populari si identititile In timpul
Thatcherismului

Fiecare epocii are propria sa culturd si
identitati, iar Marea Britanie sub Thatcher nu e
diferiti. Marea Britanie In perioada anilor 80
este o societate bazatéd pe conflict, fie el social,
etnic sau sexual. Postmodernismul §i regimul
Margaret Thatcher reusesc sd aducé in fatd acest
conflict gi s 11 transpund in cultura populard a
epocii.

Marea Britanie conservatoare este o
societate dominati de probleme pecuniare gi de
catre nostalgia imperiald. Thatcher face tot ce
trebuie pentru a exploata asta : Inchide afacerile
de stat neprofitabile (ca de exemplu minele) ;
crecazi, prin misurile economice (ca celebra
taxa per capita, care 1i forfeazi si demisia pand
la urmd), discrepante sociale si economice care
devin cu trecerea timpului tot mai greu de
conirolat ; libertarianismul el economic crecazi
o noud clasd de filistini, care la rAndul ei creeazi
un tip de culturd care poate fi ugor digerat i
poate si serveasci nevoilor lor informationale fn
acelagi timp (este epoca telenovelelor, muzicii
comerciale sau al documentarelor pseudo-
stiintifice) ; finalmente, ea porneste r#zboi atit
in interior (Irlanda de Nord in aceea perioadi
este ntr-o stare de conflict perpetuu) si extern
(tizboiul din Fallkland impotriva Argentinei
incearcd si aducd inapoi o parte din méndria
pierduta de a fi Britanic).

Pand la sfarsitul perioadei, insulele
britanice devin atdt de conflictuale, incit
reconcilierea devine aparent imposibild. Tara
este fmpartitd intre tot felul de grupuri politice
sau sectariene : nationaligti, loialisti, unionisti,
conservatori, stngisti, industrialisti si tot asa.
Intr-o astfel de societate conflictuals, cultura
poate juca un rol si mai important in crearea de
identitdfi individuale si de grup. De exemplu,
intelectualii elitisti, In timp ce i se opun lui
Thatcher, se declard apdritorii culturii nalte
fmpotriva tuturor eroziunilor §i  coruptiei.
Cultura lor 1n aceastd perioadd urméreste doud
directii : fie o revenire la istorie, de obicei
acompaniati de o izolare completd fati de
monden, rezultdnd intr-o formd eclectici,
esteticd de artd, sau un fel de artd puternic

thus, a means of social, ethnic, sexual
belonging.

Culture fulfills in modern society the
role that myth, religion and ritual played for
the primitive societies- that of keeping the
social order and its highest, traditionally
tested values alive and in good shape.
Popular culture, on the other hand, is a sort
of revolt and reinterpretation of norms. It
stands at the crossways between the capitalist
culture industry, on the one hand and
personal choice and group belonging, on the
other. Popular culture is both temporally and
socially involved. It is the ultimate identity-
forming tool.

Popular culture and identities during
Thatcherism

Every age has its own culture and its
own identities, and Thatcherite Britain is no
different. The United Kingdom during the
eighties is a society driven by conflict, be it
social, ethnic or gender-related.
Postmodernism and the Margaret Thatcher
regime manage to bring forth all this
conflicts and to transpose them into the
popular culture of the age.

Conservative-ruled  Britain s a
society driven by pecuniary issues and by the
nostalgia for the Empire. Thatcher does
everything to exploit this: she closes down
unprofitable state-owned businesses (like the
mines); she creates, through her economic
measures {like the already famous poll tax,
which finally forced the “Iron Lady” out of
office), social and economic discrepancies
that become with the passing of time harder
and harder to control; her economic
libertarianism creates a new class of
Philistines, which in their turn create a type
of culture which can be easily digested and
can suit their informational needs at the same
time (it is the age of soap operas, of
comypercial music or of pseudo-scientific
documentaries); finally, she wages war both
internally (Northern Ireland during the
period is in a continuous state of civil war)
and externally (the Falkland war against
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ancorati in realititile timpului ei, cu tonalititi
sociale puternice.

Suporterii conservatori ai lui Thatcher
folosesc trecutul de asemenea pentru a crea
forma lor de culturd populard, dar istoria lor e
mai degrabi glorioasa si nationald, istoria unui
imperiu cu succesele sale. « Soarele nu apune
niciodatd asupra imperiului britanic » devine
inc#t o datd un moto popular intr-o tard care nu
s-a adaptat niciodatd in intregime la pasajul de
la rolul central avut pe harta lumii la cel
periferic din perioada post-belici.

Ultimul mare grup de identitdti in anii
80 in Marea Britanie a fost acela al identittilor
nationale subordonate. Acesta s-a materializat
fie in ceea ce s-a numit cultura post-coloniald
sau in cultura nationalistd (mai ales literatura
catolics irlandezi).

Concluzii

Timp de secole, dihotomia Inalt versus
popular a circumsetis operele de artd in doud
categorii distincte. In studiile culturale, nu mai e
cazul, cici receptorul, odinicard o fortd pasivd
in modelarea culturali, devine acum activ,
revoltat si capabil si-si aleagd propriile modele
culturale. Cultura nu mai modeleazi individul,
¢i mai degrabi individul modeleaz# cultura sa
proptie, bazatd pe doud aspecte majore:
experienta individuald §i apartenenfa la unele
grupuri.

Qamenii s modeleazd identitéiile
conform produselor culturale pe care le
considerd ci-i reprezintd cel mai bine si
interpretarea si  re-interpretarea le  oferd
patternuri complexe care modeleazd o anumitd
epoci.

Fiecare epocd are deci propria
modalitate de a accepta cultwra si de a-si
categoriza produsele. Marea Britanie sub
Thatcher nu face diferenia si multitudinea de
conflicte si discrepantele sale evidente, atit
culturale cdt gi financiare nu pot decit si
producd o gami varjatd de produse artistice, de
la cultura nationalist-nostalgici a Scotiei sau
chiar Irlandei de Nord, pin# la intelectualii
stingisti care aleg fie si se izoleze printr-o
form3d acuti de esteticism sau si devind

Argentina attempts to bring back some of the
lost pride of being British).

By the end of the period, the British
Isles become so conflict driven, that
reconciliation becomes apparently
impossible. The country is tomn between all
sort of political or sectarian groups:
nationalists, loyalists, unionists,
Conservatives, leftists, industrialists and so
on. In such a conflictive society, culture can
only play a more important in shaping
identities and group-belonging. For example,
the elitist intellectnals, all along opposing
Thatcher, declare themselves the defenders
of high culture against all erosion and
corruption. Their cultwe in the period
follows two directions: either a return to
history, usually accompanied by a complete
isolation from the mundane, resulting in an
eclectic, aesthetic form of art, or a sort of art
powerfully anchored in the realities of its
time, with strong social tones.

The conservative supporters of
Thatcher use the past as well for creating
their forms of popular culture, bui their
history is rather glorious and national, the
history of an Empire and its successes. “The
sun never sets on the British Empire”
becomes once again a popular motto in a
country that has never fully adapted itself to
the passing from the center role it used to
play on the world map, to a more peripheral
performance it was playing in the post-war
period.

The last big group of identities in 80s
Britain was that of the subordinate national
identities. This materialized itself either in
what was called postcolonial literature (the
literature of the past colonists in Britain) or
in nationalist literature (especially Irish
catholic literature).

In a conclusive tone, the culture of
the eighties and its variastions exist in its
relations to the following issues:

history (either rejecting it, glorifying
it or simply playing with it — this being the
case with the now-famous type of fiction
called historiographic metafiction);

social  stratification  (economic
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implicati critic in societatea lor, pénd la cultura
burghezd, care pune o bazi importanti pe
identitdtile imperiale i nationale ale Angliei.

Ca o concluzie finald, interactiunea
continud intre individ si cultura sa este una care
da forma si culoare unei anumite epoci. Asta
inseamnd ci, In cele din urm4, cultura inaltd si
cea populard i§i pierd din starea conflictuald
pentru a deveni unificate Intr-o definitie
integratd a culturii. A studia o anumitid culturd
inseamnd a Intelege oamenii si mecanismele
prin care ei trec 1n fncercarea de a-gi forma o
identitate.
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measures in the period meant that social
discrepancies where greater and greater, a
thing often reflected in the literature of the
period);

gender (feminist and female writings
gain influence in the period, also due to the
fact that the country was being run by a
woman, which became somewhat symbolic);

race ( the issue of multiculturalism
versus national identity was also a very
stringent literary topic in the period, as one
measure of the Conservative cabinet was to
be more intolerant of illegal immigration);

religion (sectarian violence grew
during the period and especially Northern
Irish literature reflected these troubles).

Conclusions

For centuries, the dichotomy high versus
popular was circumscribing artworks in two
distinct categories. In cultural studies, this is
no longer the case, as the receiver, once a
passive force in shaping culture, becomss
now active, revolted and able to pick his own
popular culture models. Culture no longer
shapes the individual, but rather the
individual shapes his own culture, based on
two major aspects: individual experience and
group belonging.

People shape their identities according to
the cultural products they encompass as best
suiting them and their interpretation and re-
interpretations bring about the complex
patterns that shape a certain age.

Each age has, thus, its own ways of
accepting culture and of categorizing its
products, and also, the more conflictive ages
bring about a more heterogeneous sort of
literature (I am here replacing art with
literature, as textal production has been our
main interest throughout the paper).
Thatcherite Britain is no difference to this,
and its multitude of conflicts, its rise in crime
and its obvious discrepancies, both cultural
and financial can only bring about a varied
array of artistic productions, from the
pationalist-nostalgic culture of Scotland or
even Northern Ireland, to the leftist
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intellectuals either isolating themselves in an
acute form of aestheticism or becoming
critically involved in their present society, to
the bourgeois culture, which places a strong
accent on national and imperial identities of
England (or Britain, as the two terms often
seem to overlap).

As a final conclusion, the continuous
interaction between the individual and his
culture is one that finally shapes and gives
colour to a certain epoch. This means that,
eventually, high culture and popular culture
lose their conflictive state to become united
in a more global, unifying definition of
culture. To study a certain culture means to
understand the people and the identity-
forming mechanisms they undergo.
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! This term has become a classical one, transcending Marxist continental philosophy and, ironically enough,
entering the popular culture and its vocabulary; the Italian philosopher Gramsci was the one to first coin the term
in his essays on culture and its role.
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