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Representations of War,
Migration, and Refugeehood

War, migration, and refugeehood are inextricably linked, and the complex
nature of all three phenomena offers profound opportunities for represen-
tation and misrepresentation. This volume brings together international
contributors and practitioners from a wide range of fields, practices, and
backgrounds to explore and problematize textual and visual inscriptions of
war and migration in the arts, in the media, and in academic, public, and
political discourses.

The essays in this collection address the academic and political interest
in representations of the migrant and the refugee, and examine the con-
structed nature of categories and concepts such as “war,” “refuge(e),” “vic-
tim,” “border,” “home,” “non-place,” and “dis/location.” The contributing
authors engage with some of the most pressing questions surrounding war,
migration, and refugeehood as well as with the ways in which war and its
multifarious effects and repercussions in society are being framed, propa-
gated, glorified, or contested.

This volume initiates an interdisciplinary debate that reevaluates the rela-
tionship among war, migration, and refugeehood and their representations.
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Daniel H. Rellstab teaches linguistics, intercultural communication, and semi-
otics at the University of Vaasa, Finland. He authored a study on Charles S.
Peirce and wrote on language and identity in multilingual contexts. Recently,
he coedited Dialog und (Inter-)Kulturalitat. Theorien, Konzepte, empirische
Befunde (with Simon Meier and Gesine L. Schiewer, 2014).

Christiane Schlote teaches drama and postcolonial literatures at the Uni-
versity of Zurich, Switzerland. She is the author of Bridging Cultures:
Latino- und asiatisch-amerikanisches Theater in New York (1997) and is
coeditor of New Beginnings in Twentieth-Century Theatre and Drama
(with Peter Zenzinger, 2003) and Constructing Media Reality. The New
Documentarism (with Eckart Voigts-Virchow, 2008).



Routledge Interdisciplinary Perspectives on Literature

For a full list of titles in this series, please visit www.routledge.com

10

The Black Female Body in
American Literature and Art
Performing Identity

Caroline A. Brown

Narratives of Migration and
Displacement in Dominican
Literature

Danny Méndez

The Cinema and the Origins
of Literary Modernism
Andrew Shail

The Gothic in Contemporary
Literature and Popular
Culture

Pop Goth

Edited by Justin D. Edwards
and Agnieszka Soltysik Monnet

Wallace Stevens and
Pre-Socratic Philosophy
Metaphysics and the
Play of Violence

Daniel Tompsett

Modern Orthodoxies
Judaic Imaginative Journeys
of the Twentieth Century
Lisa Mulman

Eugenics, Literature, and
Culture in Post-war Britain
Clare Hanson

12

13

14

15

16

17

Postcolonial Readings of
Music in World Literature
Turming Empire on Its Ear
Cameron Fae Bushnell

Stanley Cavell, Literature, and
Film

The Idea of America

Edited by Andrew Taylor

and Aine Kelly

William Blake and the
Digital Humanities
Collaboration, Participation,
and Social Media

Jason Whittaker and Roger
Whitson

American Studies, Ecocriticism,
and Citizenship

Thinking and Acting in the

Local and Global Commons
Edited by Joni Adamson and
Kimberly N. Ruffin

International Perspectives on
Feminist Ecocriticism

Edited by Greta Gaard, Simon C.
Estok, and Serpil Oppermann

Feminist Theory across
Disciplines

Feminist Community and
American Women'’s Poetry
Shira Wolosky



18

19

20

21

22

23

24

25

26

Mobile Narratives
Travel, Migration, and
Transculturation

Edited by Eleftheria Arapoglou,
Mocnika Fodor, and Jopi Nyman

Shipwreck in Art and Literature
Images and Interpretations from

Antiquity to the Present Day
Edited by Carl Thompson

Literature, Speech Disorders,

and Disability
Talking Normal
Edited by Chris Eagle

The Unnameable Monster in
Literature and Film
Maria Beville

Cognition, Literature and
History

Edited by Mark J. Bruhn and
Donald R. Wehrs

Community and Culture in
Post-Soviet Cuba
Guillermina De Ferrari

Class and the Making of
American Literature
Created Unequal

Edited by Andrew Lawson

Narrative Space and Time
Representing Impossible
Topologies in Literature
Elana Gomel

Trauma in Contemporary
Literature

Narrative and Representation
Edited by Marita Nadal and
Ménica Calvo

27

28

29

30

31

32

33

Contemporary Trauma
Narratives

Liminality and the Ethics
of Form

Edited by Susana Onega
and Jean-Michel Ganteau

The Future of Testimony
Interdisciplinary Perspectives
on Witnessing

Edited by Jane Kilby and
Antony Rowland

Literature and the

Glocal City -
Reshaping the English
Canadian Imaginary

Edited by Ana Maria
Fraile-Marcos

Apocalyptic Discourse in
Contemporary Culture
Post-Millennial Perspectives
of the End of the World
Edited by Monica Germana
and Aris Mousoutzanis

Rethinking Empathy
through Literature
Edited by Meghan Marie
Hammond and Sue J. Kim

Music and Identity in
Postcolonial British
South-Asian Literature
Christin Hoene

Representations of

War, Migration, and
Refugeehood
Interdisciplinary
Perspectives

Edited by Daniel H. Rellstab
and Christiane Schlote



Illustrations

Figures

1.1
1.2
1.3

1.4

1.5

1.6

1.7

1.8

1.9

©Melanie Friend, published in the Guardian (April 24, 1992)

©Melanie Friend, published in the Guardian (April 5, 1993)
©Melanie Friend, published in the Guardian (September 2,
1993)

©Meanie Friend, published in Homes and Gardens:
Documenting the Invisible (1996, original in color)
©Melanie Friend, published in Homes and Gardens:
Documenting the Invisible (1996, original in color)
©Melanie Friend, published in Homes and Gardens:
Documenting the Invisible (1996, original in color)
©Melanie Friend, published in Homes and Gardens:
Documenting the Invisible (1996, original in color)

Lutfije P., with her niece, Luarda P. ©Melanie Friend,
published in No Place Like Home: Echoes from Kosovo
(2001, original in color)

Edita A. ©Melanie Friend, published in No Place Like
Home: Echoes from Kosovo (2001, original in color)
Alban 1., left, and Bujar H., right. ©Melanie Friend,
published in No Place Like Home: Echoes from Kosovo
(2001, original in color)

Ramadan A. ©Melanie Friend, published in No Place Like
Home: Echoes from Kosovo (2001, original in color)
Mimoza S. ©Melanie Friend, published in No Place Like
Home: Echoes from Kosovo (2001, original in color)
©Melanie Friend, published in Homes and Gardens:
Documenting the Invisible (1996, original in color)
©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

19
20

21

23

25

26

27

31

32

33

34

35

36

37



xii  Ilustrations

1.15 ©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

1.16 ©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

1.17 ©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

1.18 ©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

1.19 ©Melanie Friend, published in No Place Like Home:
Echoes from Kosovo (2001, original in color)

2.1  Marey’s Chronophotographic Gun

2.2 Shooting Captured Insurgents (Edison Company, 1898)
2.3 The Real Face of Occupation (Deep Dish, 2004)

4.1  Categorization of Issues Arising in LADO Analyses

9.1 Communicative Levels in Verbal Narrative Interaction

9.2 Communicative Levels in Theatrical (Embodied)
Narrative Interaction

Tables

5.1  Simple and Compound Nouns

5.2 Compound Nouns with —fliichtling
5.3 Nominal Groups

5.4  Metaphors

5.5  Nominal Groups with tunesisch
5.6  Simple and Compound Nouns

5.7 Compound Nouns with —fliichtling
5.8  Nominal Groups

5.9~ Metaphors

38

39

41

41

42
50
52
58
100
201

203

116
117
117
117
118
121
122
123
123



Acknowledgments

In many ways, this book has been a collaborative effort. Proceeding from
the belief that to engage critically and productively with a phenomenon
as multifaceted and complex as war and its repercussions and represen-
tations requires an approach that allows for a diversity of perspectives,
together with our friend and colleague, Daniéle M. Klapproth, we orga-
nized an interdisciplinary conference titled “Out of War: Contesting Texts,
Pretexts, and Contexts of War,” which was held at the University of Berne,
Switzerland, in October 2008. Our productive and enjoyable conversations
and discussions—before, during, and after the conference—provided the
kernel for this book and our warmest thanks go to Dani¢le M. Klapproth
for her invaluable input, enthusiasm, and generous support. Our very spe-
cial thanks must go to our contributors for their enthusiastic commitment,
patience, and inspiring contributions, which bear testimony to the benefits
of interdisciplinary dialogue. It has been a pleasure to work with them.
We are very grateful to Emily Ross and Andrew Weckenmann at Rout-
ledge for their encouragement and excellent professional support and to
the anonymous reviewers for their valuable feedback. We are also indebted
to the conference audience and panel participants, David Atwood, David
Edgar, Christian Frei, Melanie Friend, Jeffrey Geiger, Maren Haartje, Anni
Lanz, Andrew Rigby, Peter Schaber, James Thompson, Doris Wastl-Walter,
and Andreas Zumach, whose intellectual and artistic contributions, chal-
lenging comments, and good humor provided a stimulating environment for
exploring this book’s sober topics in the first place.



Contents

List of lllustrations xi
Acknowledgments Xiii
Introduction 1

DANIEL H. RELLSTAB AND CHRISTIANE SCHLOTE

PART I
Strategies of Seeing: War and the Visual Arts

1 A Documentary Photographer’s Strategies of Representation in
Homes and Gardens: Documenting the Invisible (1996) and in
No Place Like Home: Echoes from Kosovo (2001) 17

MELANIE FRIEND

2 Documentary, Memory, and the Iraq Syndrome 47
JEFFREY GEIGER

3 Beyond Mass Media: Representations of War between
Art and Journalism 64
MARKUS LOHOFF

PART II
Refugees, Language, and Resistance

4 The Promise and Threat of the Shibboleth: Linguistic
Representations of Asylum Seekers 93
TIM MCNAMARA



vill

5

Contents

Refugees? No Refugees? Categorizations of Migrants
in the Wake of the Arab Spring in Swiss Online
News and Comments

DANIEL H. RELLSTAB

Narrating Change in and against Time in Colombia
COLETTE DAIUTE AND PATRICIA BOTERO GOMEZ

At Home with the Unhomely: Vietnamese and Iraqi
Narratives of Invasion, Occupation, and “Resettlement”
BRENDA M. BOYLE

PART III
Global Theaters of War: Staging Conflict and Conciliation

8

9

10

Questions on Performances: In Place of War
JAMES THOMPSON

Fostering Connectedness through Narrative Involvement:
Intercultural Community Theater in Contexts of
Migration and Refugeehood

DANIELE M. KLAPPROTH

Dramatizing the Congo: Refugees, Humanitarian
Aid Workers, and Gender
CHRISTIANE SEHLOTE

PART IV
Interrupting Narratives: War, Displacement, and Beyond

11

12

Pens and Swords: Creative Writing and Poetry in
Post-Conflict and Displacement Settings
FRANZ ANDRES MORRISSEY

Reconfiguring Place and Identity in Roma Tearne’s Narratives
of War and Refuge
GIOVANNA BUONANNO

109

140

163

183

191

214

233

249



13 Refugees, Gender, and Secularism in South Asian
Literature and Cinema
KAVITA DAIYA

List of Contributors
Index

Contents 1x

263

281
285



Introduction

Daniel H. Rellstab
and Christiane Schlote

At the threshold of the twenty-first century, Eric Hobsbawm (2002) called
the twentieth century “the most murderous century of which we have
record.” Two industrialized world wars, exacerbated by innovatiens in
transportation, communication, and weaponry, numerous wars fueled by
the Cold War and violent conflicts induced by colonization-and decoloni-
zation, all resulted in millions of deaths. Yet the expectations Hobsbawm
(2002) voiced for the twenty-first century shortly after 9/11 were equally
devastating: “armed violence, creating disproportionate suffering and loss,
will remain omnipresent and endemic . . . in a large part of the world” and
the “prospect of a century of peace is remote.” The map of the Conflict
Barometer of the Heidelberg Institute for International Conflict Research
confirms Hobsbawm’s predictions. The map shows that violent conflicts are
prevalent in many parts of the world and only the US, Canada, Western
Europe, and Australia are represented as blank spots (Heidelberg Institute
for International Conflict Research 2013, 12). These blank spots are partic-
ularly telling. As Jacques Derrida (2005, 155) pointed out in his analysis of
the post—-Cold War world, globalization, or mondialization, is “more ine-
galitarian and violent than ever” and is much “less global or worldwide as
it seems.” It “concentrates into a small part of the human world so many
natural resources, capitalist riches, technoscientific and even teletechnolog-
ical powers” and only reserves military security for this small part. The
blank spots are also deceptive, as the regions represented are also entangled
in violent conflicts. The US, for example, remains engaged in its “war on
terror” (Fischer 2014, 1; see also Rogers 2013). In 2013, the United Nations
Department of Peacekeeping Operations “administered fifteen peacekeep-
ing missions and one special political mission in Afghanistan.” With almost
17,000 civilian and almost 100,000 uniformed personnel, they try to bring
about reconciliation in conflicts across all five world regions (Heidelberg
Institute for International Conflict Research 2013, 23). But, at most, their
success only ever seems to be temporary.

Repercussions of violent conflicts have been equally far-reaching, espe-
cially in regard to forced migration and increasing numbers of refugees.
For 2012, the United Nations High Commissioner for Refugees (UNCHR)
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reported more than 35 million people of concern, including refugees, asylum
seekers, and internally displaced persons. Most of these people live in South-
west Asia, the Middle East, and East Africa, and many people are inter-
nally displaced with those countries bearing the largest burden of migration
which are already affected by violence (UNHCR 2014). Although Western
Europe, not least due to its geographical location close to the Middle East
and the Maghreb, is also affected by the challenges of migration, it routinely
reacts by passing more rigid immigration laws and practices against unau-
thorized immigration (di Giorgi 2010; Grewcock 2014; Lesinska 2014).
The same applies to Australia’s immigration policy. Here, according to the
UNHCR (2014, 3), the public debate about asylum seekers arriving by boat
has “the potential further to erode support for the institutions of asylum
and the 1951 Refugee Convention”—an erosion that has already begun a
long time ago. Likewise, the US, despite its motto E pluribus unum and its
reputation as an “immigrant nation,” has increasingly clamped down on
undocumented migrants, especially since 9/11 (Douglas and Sdenz 2013).

Daily reports of ongoing wars, armed conflicts, natural disasters, and ref-
ugees and internally displaced persons crises from Afghanistan, the Central
African Republic, and the Philippines to Somalia, Sudan, and Syria have
accompanied the production of this volume. The Sicilian island of Lampe-
dusa, in particular, as a tourist destination and as a traumatic site “that has
witnessed the unsolicited arrival hundreds of dead bodies of asylum seek-
ers and refugees who . . . have unceremoniously washed up on its shore,”
has become exemplary of an “epoch of simultaneity,” which allows for the
juxtaposition of “two absolutely dichotomous figures—the wealthy tourist
from the Global North and the utterly disenfranchised refugee from the
Global South—within the same geographical space” (Pugliese 2010, 105).
This simultaneity also applies to representations and visualizations of war,
migration, and refugeehood, which have been “almost as old as warfare
itself: from ancient cave paintings” (Roger 2013, 17) to the television age.
Yet the history of representations of war can also be read as a history of
the growing awareness that war cannot be represented. Analyzing poten-
tial “crises of representation” in literary and media representations of war,
Elaine Scarry has claimed that “thinking of modern wars in terms of . . .
numbers is a desperate and futile gesture because their status as dead or
injured bodies is conceptually irrecoverable or unimaginable in their mate-
riality. They therefore resist meaningful figuration and representation”
(quoted in Norris 2000, 3). In a similar vein, Margot Norris (2000, S) has
argued that even “in sincere and compassionate poetic and narrative strat-
egies for representing mass killing, we find that omissions, repressions, dis-
avowals, and displacements may inadvertently produce verbal or discursive
violence to suffering populations.”

Although these ethical concerns dominate today’s discourses, at the begin-
ning of the nineteenth century, relatively consistent rules dictated how to
perceive war and how to represent war in narratives and images. However,
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the aesthetics of battlefields, which became ever more complex, and weap-
onry which killed from and in a distance, made it impossible for the observer
to grasp and report the “truth,” and the history of the classical observer
came to an end (Koppen 2005). Since then there has been an increasing
understanding that war eludes perception or, as Charles Baudelaire (1868,
298, emphasis in original) succinctly put it, “une bataille vraie n’est pas un
tableau.”' The fundamental insight in the incapability of the observer to
oversee complex battlefields and the dawning realization that the horrors of
war called for specific means of representation led, for example, Baudelaire
to appreciate Constantin Guys’s sketches of war (Képpen 2005, 143). These
did not aim at objectivity, but exhibited an individual’s gaze at battlefields
and their terrors. As Baudelaire declares, “No journal . . . no written record,
no book could express so well this great epic of the Crimean War, in all its
distressing detail and sinister breadth”* (1972, 410).

In World War I, an immense mediatization of the senses, broughe-about
by the new technologies applied, took place. The experience of an industri-
alized war seemed to parallel avant-garde experiments and their destruction
of syntactic coherence and central perspectives (Képpen 2005, 226-52).
Yet the war experience also led to the insight that the “novel horrors” of
war could not be depicted using a “traditional lexicon” (Black 2013, 1). As
Arthur Schnitzler (1977, 220, translation by the authors) observed, “The
lexicon of war is written by diplomats, the military and the rulers. It ought
to be corrected by those returning from war, the widows, the orphans, the
medical doctors and the poets.”® At the same time, the warring parties
discovered the power of moving images and commissioned it to raise the
morale on the front lines and at home—in Germany, in Great Britain and
in the United States (DeBauche 1997; Eberwein 2009, 18). Although early
films could not reproduce “the roar of war” (Winter 2011, 102), they were
powerful in that their images carried “a kind of authenticity, a surface real-
ism,” and it was often the silence which provided the “visceral punch”:
“One man is ‘hit” and slides down the trench. Entirely silent, without any
musical accompaniment, the scene had a staggering effect on the audi-
ence, many of whom had relatives serving in the war at that very moment.
Women fainted; others cried out and had to be escorted from the cinema”
(Winter 2011, 104). However, war movies and other representations of war
were also seen as presenting a distorted view of war (DeBauche 1997), and
the new medium lost its “innocence” very early on. The ambiguous power
of representations of war became even more evident in World War II, a
war of unprecedented cruelty, which was also fought using mass media and
propagandistic strategies of representation on all fronts (Chadwick 2011;
Képpen 2005, 315; Szasz 2009). Theodor Adorno decried the “total oblit-
eration of the war by information, propaganda, commentaries . . . the mish-
mash of enlightened manipulation of public opinion and oblivious activity”
(2005, 55) and, in view of the Holocaust, made the famous comment that to
“write poetry after Auschwitz is barbaric” (1983, 34). According to Adorno
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(2005, 54), World War II has transformed life into “a timeless succession of
shocks, interspaced with empty, paralysed intervals.” Thus, representations
of war and its repercussions are no longer possible. Nonetheless, after World
War II, representations of war have increased a thousand-fold. Nowadays,
literary, visual, and artistic images of war are “constantly generated in ever
more explicit forms,” and they have become “essential to the economics of
leisure and pleasure” (Gilsenan 2002, 101). Stories of wars are told on big
and smaller screens (Conolly-Smith 2013; Winter 2011)—not only in the
Western Hemisphere but throughout the world (Chapman 2008; Mar-
ples 2012; Wilson 2013). Representations of war pervade popular culture,
such as video games (Schulzke 2013), (war) museums, theaters, and public
spaces, where monuments and memorials remind us of the fallen and the
deceased, of victory and defeat, and are used to construct and represent
national identities (Gilsenan 2002, 100; Wodak and de Cilia 2007).
Representations of war also include representations of its most visible
repercussions, such as refugees and migrants. Migration and refugee dis-
courses play a vital role in the public sphere and are a regular part of daily
news coverage (Khosravinik 2009; Montali et al. 2013; Van Dijk 2012). In
the humanities, there has also been an increasing interest in the figure of the
refugee and the asylum seeker and their representations (see, e.g., Bayrak-
tar 2012; Berger and Komori 2010; Carey-Thomas 2012; Donn 2013; Far-
rier 2013; Gavarini 2011; Woolley 2014). As Liisa Malkki (1995, 497) has
shown, there “is no ‘proto-refugee’ of which the modern refugee is a direct
descendant,” and the refugee “as a specific social category and legal prob-
lem of global dimensions” has only emerged during World War 11, largely
due to the establishment of refugee camps and administrative procedures as
key elements of standardized means of power. In this context, it is important
to note that conventional notions of the refugee as dehistoricized (Malkki
1996) can be perpetuated and intensified exactly in and through those
moments when they are being represented. In his study of selected refugee
narratives in Norway, Stephen Dobson (2004, 23-24) has defined “refugee-
ness” as a process in which “refugees in exile are the source of hybrid exile
cultures, founded existentially, through ontologically valued choices, which
give rise to different ways of Being” and emphasized that, as importantly,
this “entails changing conceptions of self” and “boundary experiences.”
Escape, exile, and migration belong to some of humankind’s oldest expe-
riences and are, as scholars have argued, “the ‘normal’ state of affairs” in
the field of Migration Studies. An awareness of the historical dimension of
refugeeness can thus help to reconceptualize “images of displacement as an
anomaly in the life of an otherwise . . . stable . . . society” (Essed, Frerks,
and Schrijvers 2004, 3).
~ Just as these concepts are context-specific and as “the memories of
the two World Wars can be perceived as fundamental crossroads reveal-
ing contested traces of the same event” (Lamberti 2009, 4), in the Saidian
sense, representations of war, migration, and refugeehood are also always
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misrepresentations, because they are “embedded first in the language and
then in the culture, institutions, and political ambience of the representer”
(Said 1979, 272). On one hand, we have, as Jacques Derrida (2006, xviii)
pointed out, a responsibility to the victims, “the ghosts” of war, the victims
of “political or other kinds of violence” in that “to give or return a voice”
may at least keep the possibility of justice open (2006, 211). On the other
hand, this responsibility is situated within the larger framework of well-
known critical and ethical debates concerning the “rhetoric of violence” (De
Lauretis 1987, 32) and “the violence of representation” (Armstrong and
Tennenhouse 1989, 9). “What scope is there, then, for writers and artists
to assert a positive role,” when violence and terror can already be found in
the very “acts of creating and imagining?” (Berendse and Williams, 2002,
15-16). In this context, Michael Gilsenan (2002, 102) speaks of a “por-
nography or voyeurism of violence” and, in a similar vein, the editors of
Violence in American Drama: Essays on Its Staging, Meanings and-Effects
ask, “Is violence itself despicable only or is its representation even more
despicable? What is more callous, a violent act or the often desperate need
some people have to represent it, record it, or perhaps the voracious need
of others to consume it?” (Mufioz, Romero, and Mufioz Martinez 2011, 6).

In contrast to previous studies, and in the true sense of the verb confer
(from Latin conferre, “to bring together, compare, debate”), this volume
brings together international contributors and practitioners from a wide
range of fields, practices, and backgrounds to explore and problematize lit-
erary and visual representations of war, migration, and its actors in the arts,
in the media, and in academic, public, and political discourses. Contribu-
tions from the fields of the arts (applied theater, drama, film, photography),
linguistics, literature, and media and postcolonial studies engage with some
of the most pressing questions surrounding war, migration, and refugeehood
and the various ways in which war and its multifarious effects and reper-
cussions are framed, propagated, sold, glorified, and contested. This inter-
disciplinary approach is based on the belief that, what Norris (2000, xv)
has called the incommensurability of “warfare and innovative art,” requires
an approach that enables a discovery of cross-connections among different
disciplines. Despite the fact that a concept like interdisciplinarity seems “to
defy definition,” Julie Thompson Klein (1990, 11) has identified the follow-
ing objectives as in need of interdisciplinary work, including “to answer
complex questions,” “to address broad issues,” “to explore disciplinary and
professional relations,” and “to solve problems that are beyond the scope
of any one discipline.” Corinna Delkeskamp (quoted in Klein 1990, 41) has
defined the concept as pertaining to the following arguments: a “common
interest in an object of study, social concerns . . . and an ethical concern
for the contrast between ideal and actual academic humanism in university
structures.” Importantly, there is “no single pattern of disciplinary interac-
tions” apart from “a common pattern of justification—that of ‘necessity’ or
‘complexity’™ (Klein 1990, 44). The interdisciplinary pattern employed in
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