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LANGUAGE

JAN CYGAN
TEMNSE AND ASPECT IN ENGLISH AND SLAVIC

Among the English tenses the Present Perfect is doubtless the most difficull
one for the Polish, or more generally Slavic, learner. The difficulty is not due to
the form of the tense, this being relatively simple (certainly simpler than the corres-
ponding French or German forms, since there is no problem of the choice of the
auxiliary (aveir or éire, haben or sein) — the Present Perfect in English is uniformly
formed with fiave for all verbs. The difficulty concerns the meaning and the use
of the tense, and is rather objective in character, following from the difference
which exists between the English and the Slavic conjugation systems.

The English tense system is so expanded that, at first sight, it may seem abso-
lutely incommensurable with the system observed in the Slavic languages. In English
there are as many as 16 tenses, as shown in the table below.

I | 1 | I | IV
Simple | Continuous | Terfect | Perfect Continuous
Ai Present l T write | T am writing ! T have writfen T hawve heen writing
| . =y :
B | Past | I wrate [ T was writing T had written I had been writing
C | Future | 1 shall write | I shall be writing I shall have weilten | 1 shall have been
WITting
3| Tuture-in T should | Tshould be 1 should have 1 should have been
the-Past wrile writing written witing

However, in order to be able to show what is regarded as a fundamental difference
between the two systems, we shall try to simplify, temporarily, the above Tull table
for our present considerations. For this purpose we shall first ignore the whole



group of the Continuous (Progressive) tenses. These are a peculiarity of English
which has to be either completely neglected or rendered by other, non-grammati-
cal means 1 Slavie, e.g., by special adverbials meaning something like ‘just’, ‘now’,
‘at the moment’, ete., ez,

I was going out = Wihadnie wychodritem,

Second, we shall also leave oul, temporarily, [rom our contrastive analysis
the forms with wewld/should which have two principal functions, viz. (a) the function
of Conditional, thus a mode, not tense; this is rendered in Slavic by modal forms,
&g

I should go if 1 could = Poszedtbym, gdybym mog;

and (b) the function of the Future-in-the-Past tense. In this latter function the would/
shonld forms appear only in reported speech, their Fast form being an automatic
copsequence of the Past lense of the verb in the main clavse, Their meaning being
identical with the corresponding willishall (Future) forms, they are rendered by
the Future in Slavic languages which have no sequence of tenses, e, g.,
He said she would come = Powiedzial, 2¢ ona prayjdzie,
cf. He said, “She will come™ = Powiedzial: “Ona prayvidse”,
Having ignored those two groups of tenses, Lo, omitling the two vertical columns
(Il and 1V} and cne horizontal line (D) from our table, we arrive at a system of
six tenses, readily comparable with the Slavic system, The reduced system is the
following.

Present Present Perfect
Past Past Perfect
Future Future Perfect

The svstem may be called both ‘classical® and ‘classic’. 1t is classical in that
it represents the ddeal system of the grammatical tenses, derived from plotting the
three absolute time divisions (present, past and Tuture) against the two aspects
(imperfect and perfect). AL the same time it s classie, this being the system found
in Classical Latin, whose tenses were:

praesens, imperfectum, futurum (1),

perfectum, plusquamperfectum, futurum (11} exactum,

It is also the theotetically maxinum aspect-tense system, All other ‘tenses’ beside
those six have special functions. CI. e. g., the French Passé défini which is the tense
of story telling, Passé ddfind, similarly to the article défind, is used only when the
listener is already familiar with the subject; it cannot be used independently, As we
have mentioned earlicr, modes (e. g., the Conditional) are often wrongly included
among the tenses, 1f, however, those spurious “lenses’ are eliminated, the system
cannot exceed six elements, since 2 (aspects) multiplied by 3 (time references) yield
6 (grammatical tenses).

Now, compared with the above classical six-clement system, the Slavic system
is deficient and incomplete, Apart from the fact that an analogous system has to be

made up of two corresponding verbs (one imperfect, the other perfect), since apect
is inherent in Slavie verbs, we arrive at five forms only, viz. o, g,

[mperfect Perlect
Present pisze )
Past pisatem napisatenm
Future bede pisac napisze

It can be seen from the table that in Slavic the perfect verb has no present form;
napisze, though formally (inflection) identical with the Present tense {cf. the parallel
imperfect form piszed, has the meaning of Future, In the Slavie system there is
then a gap just in the place which is filled by the Present Perfect in Lnglish,

This does nol mean, of course, that the English Present Petfect cannot be trans-
lated into Slavic. But the problem is that the semantic field which is covered by six
tenses in English has to be covered by only five tenses in Slavie. What is done in
these circumstances s thal the lacking form for the Present Perlect tense is replaced
by one of the forms adjacent to it in our table, i. e. cither by the Present (Imperfect),
€. 8.,

I have lived here for five years = Mieszkam tu od pigeiu lat,
or by the (Past) Perfect, c. g,
I have read this book = Przeczytalem te ksigike,
depending on whether the time or the aspect is deemed more important by the
speaker in the particular instance, The Tatter is mote common practice,

Why this is 50, can be explained by yet another illustration. Physical lime is
unidimensional (linear) and may be graphically represented by a straight line, Let
point A on the line denote the present. If we now agree that time lows’ from left
to right on our diagram, then everything to the left of point A will belong to the
dast, and everything to the right of that point (dotled line) will be the future:

>

A

past present future

It is evident from the picture that there is some disparity in the treatment of
time here: while the past as well as the future are infinite periods (represented by
half-lines), the present is only a moment (a point on the ling).

What effeet this has on our problem will become clear if we plot all the six tenses
under consideration on our time axis. Let us first mark the tenses denoting indefi-
ftite (imperfect) actions, A present action will of course fall at point A a past action
somewhere on the left half-line, say at point B; and a future action on the right
(dotted) half-line, e, g, at point C. The perfect tenses denote actions which have
been completed belore other actions, i. ¢, such as have preceded actions expressed
by the corresponding imperfect tense forms, We shall mark them with double letters,
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thus AA — Ffor the Present Perfect, BB — for the Past Perfect, and CC — for the
Future Perfect, with arrows pointing to the relationships of perfectivity with regard
to the corresponding reference points®:

BB B AA A CcC C
| ————————— |- R

L -

MNotice that an action perfected before a past action is always past; in an analo-
gous way an action completed before a future action can also be a future action;
this is so because both the past and the future are extended in time. But an aclion
completed before the present moment must of necessity be a past action because
of the momentary (point) nature of the present. Hence the Jekyll-and-Hyde perso-
nality of the Present Perfect which refers both to past and to present, and is therefore
so puzzling to the Slavic learner,

The relationship between the perfect aspect and the time moment developed
in English (and other Germanic and Romance languages) is the key to the under-
standing of the difference between the English and the Slavic tense systems, In
Slavic there is simply a perfect form of the verb, and the time reference of it is not
made explicit, unless by the context. In English there are two perfect Torms in the
past, e, g., has written and had weitten, differing as to their time references (present
vs. past). The Slavic opposition of aspects (perfect va. imperfect) is replaced in English
by an opposition of time reference (preceding vs. simultaneous), the difference
ultimately deriving from the fact that there are five forms in the one system as against
six in the other. Where there is in Slavic just one past form napisalem corresponding
to the perfect infinitive napisad, there are two perfect forms corresponding to the
Perfect Infinitive in English, the perfect aspect being differentiated with regard
to time. Perfectivity in English is thus always marked for time, while in Slavic it
is the verb that is marked for perfectivity, and il so marked, is devoid of a present
form. Hence also the common mistake of Slavic speakers who use the Simple Past
for the Present Perfect in English,

The problem of the use of the Present Perfect and the Simple Past tenses can
also be elucidated with the help of our last diagram. Notice that points AA (Pre-
sent Perfect) and B (Past) liec on the same (left) half-line, and might even, in a special
case, coincide (if referring to one and the same action). The only dilference is just
the relationship with regard to point A, which is there [arrow) in the case of AA,
but is neglected, non-existent (no arrow) in the case of B

It might he observed that a similar situation oceurs also in the case of the points
CC and A. This is true up Lo a point, butl the situation is a bit different, for though
the point CC is localized fairly arbitrarily (like AA), the point A (unlike B} has

! This scheme is not identical with that given by O, JespErRSEN in his Madern Euglish Grammar,
IV, p. 2, Escentioly of Enelich Grommar, po 231, or Philosaphy of Grammar, p, 257,

o

a fixed position at the boundary of the two half-lines, Thus the point CC, while
moving to the left nced not coincide exactly with A, but may, more genc-
rally, fall anywhere in the regiont of the ‘floating’ point AA. In less abstract
terms, future actions perfect with respect to other future actions may be rendered
by the Present (A) and the Present Perfect (AA) tenses, This i1s a rule in the case
of subordinate clauses, temporal or conditional, beginning with as seon ax, before,
ify ete, g,

We shall go when vou finish.

We shall go when you have finished.

The ousting of the future tense forms by forms of the present tensc 15 due to the
fact that the future is not a tense at all, but a mode. This has been mentioned already,
but may perhaps require a more detailed explanation, Old English {and other co-
gnate languages) had no future tense [orms at all. The recent orizgin of these forms
is perceptible from their different composition in various languages (with different
modal or auxiliary verbs), cf. the English I shalllwill write, the German ich werde
schreiben, the French j'éerirai (= écrire + ai), the Polish bede pisad{pisal, or the
actual present form napisze (cf. pisze). Cf. also the Latin future forms legam, finiam
(= coni. pracs.).

The future tense is then always a present formation, but with a modal colouring,
expressing the speaker’s attitude. It is only logical that if a form expresses someone’s
intention at the moment of speaking, the action itsell will follow later (i.e. in the
future).

The present tense tends to expand in the direction of the past as well as in-that
of the future: in living speech it is almost self-sufficing. The fact has some historical
justification, The past tenses are also in many instances present formations denoling
the result of an action (I have written a letter <2 I have a written letter). Even pre-
terite forms may have originally been present forms, cf, the preterite-present werlhs
in the Germanic languages.

But if the past is something real, the future is always hypothetical. Contrary
to the past and the present tenses, which both express reality, the future tense is
a mode, expressing inference, anticipation, possibility, contingency, That 1s why
we have made the right half-line dotted on our physical time diagram, similarly
as light rays forming an unreal, fictitious image are marked dotted in optics. The
past and the present, being real, are related in language more closely, and together
contrast with the future,

The future tenses in English, and the differences between them, are then modelled
on the pattern of the present and the past tenses; the difference between willfsliedll
and would/should is the same as that between the Present and the Past. Both the
Future and the Fulure-in-the-Past (or Conditional) forms are of a modal nature
and should be treated on a par with other present modal forms, thus [ shall write
as I can (may, must, ought to, cte.) write. But the latter are not included in the tense-
aspect system,
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The case is different with the Continvous tenses which we have neglected so
Far, but must consider now, The Continuous fora denotes an aspect, namely the
durative, progressive aspect, thus imperfective and as such contrasting with the
perfective aspect of the Perfect form, It is well-known, however, that the Continuous
and the Perfect forms are not mutually exclusive: the appoesiticn of those Lwo aspects
does not then constitute a system in itself, but implics the existence, beside the positive
(Perfect) and the negative (Continucus), of two more form types, viz, a complex
form (combining the two aspects; this denotes g state), and a neutral form (neither
perfect nor imperfect). The full systern of aspects is then the following?,

neutral (0} aspect
Indefinite
imperfect () aspect perfect () aspect
Continuous Perfcet
complex (L) aspeet
Perfect Continuous

If we now introduce the elément of time reference {differentiation with respect
to the moment of speaking and a past moment), the above full aspectival system
will be doubled, developing into the tense svstem existing in English. In accordance
with our practice so far, we shall continue to use the symbol A to reler Lo the present
mament (the moment of speaking), and the symbol B to refer to a past moment;
the corresponding Continueus forms, which might be represented as seclions on
time diagrams, will be symbolized by the corresponding lower case characters,

(moment of speaking) (past moment)

A B
(General) Present Past (Indefinite)
a AA b EE
Present Continuous Present Perfect Past Conlinuous Past Perfact
aa kb

Present Perfect Continuous Past Perfect Continuous

The Simple Present, more aptly termed the ‘Present Indefinile’ (e, o, by Soviet
grammarians) is a general, neutral tense, undetermined with regard to aspect: it
may be said to have zero aspect.

The Present Perfect Continuous tense has a complex, double aspect: it expresses
a state, of.
I have been writing for several hours = Od pary godzin jestem w trakeie pisania.

In an analogous way the Simple Past (the Past Indefinite) does not express an
aspect (I wrote equals both pisales and napisalent); while the Past Perfect Continuouns
denotes a state al & given past moment,

*CL T Kurveowics, “Aspect et lemps dans histoire du persan®, Esguisey lnguictigeey
Wirockew — Krakéw 1960, pp. 111 - 112,

11

The whole system of the above cight fundamental tenses may of course be auto-
matically ‘duplicated” to cover the modal ferms with witllshall (Future) and would)
should (Future-in-the-Past), which would bring us back to the 16-tense system that
we started from, but it must not be forgotten thal the future tense forms are of
a modal nature, Consequently, the Tundamental dividing line In our dfirst table is
the deuble line dividing it horizontally in two halves. :

[t is obvious that the three tense forms available in Slavic for expressing the
presenl and past actions (pisze, pisalem, napisalem), are incupabllc of rclndc.ringl; i.n
a precise way all the variety of the English system, The form pivze is LI..‘-iCd md::surll riti-
nately to refor both to A (L weite) and a (T am writing); these two Kinds of acm}r?s
are, i'nuid&ntali}', not often differentiated in languages: apart from English, Icelandic
may be mentioned as an example here. The form pisafen: refers, as 4 rule, to b I:_I Wy
writing) but mapisalems — both to AA (1 have written) and to BB (1 had wmferzj.
The identical rendering of these two English tenses in Slavic is due to the "aspectival’
nature of the Slavic verh svstem which s best seen in the separate infinitives (pisad
vs. napisar). Slavic has no general past form B; its past lorm is always determined
as either imperfective or perfective. and the English 7 wrote must consequently be
rendered accordingly by either pisalern ot napisalens. Tn a similar way the complex
aspect (‘state’) forms aa and bb are rendered by the corresponding imperfect aspect
forms. All these are consequences of the defective Slavic verb system,
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HENRYE KALUZA

SEMANTIC CONTENT OF ENGLISH VERBS AND THEIR USE
IN THE PROGRESSIVE FORM

I. Martin Joos™ statement that “grammar in the narrower sense is fairly well
understood already™ seems rather too optimistic, at least with refercnce to the
use of the continuous tenses (conventionally marked as be-+ —ing forms)* with
English verbs, and especially those indicating mental and emotional states, quality
of things, etc.

In spite ot their high frequency in evervday, conversational English, e, g., be,
have, think or know still remain obscure as far as their grammatical and lexical
functions are concerned. The polarization of opinion is well illustrated, on the one
hand, by F.R, Palmer who maintains that “there are some verbs that are commaonly
not used in the progressive form at all™, and, on the other hand, by R. A. Close
according to whom “all verbs in English, except the pure auxiliary and modal verbs,
can take both simple and continuous forms"+,

The subject of the present study is to find out more about the grammatical
meaning of the be -+ -ing forms and then to see what features of the semantic con-
tent of some verbs prevent them from being modified by be + -ing. This investiga-
tion should lead fo a general classification of all English verbs ftom the viewpoint of
the be - -fng tense usage.

IL. Be |- -ing is the basic grammatical pattern underlying Present, Past, Future,
Perfect, and Future-in-the-Past continuous tenses and making up a total of sixteen

Y M. Joos, "Linguistic Prospects in the United States” in: Trends (v European aued Amevican
Linguistics 1930~ 1960, Utrecht 1961, p. 20.

* W. F. TwaDDILL, The English Ferb duxiliaries, Providence — Rhode Tsland 1860, p, 2,

* FOR. PALMER, A fngnistic Sty of the English Ferd, London 1965, p. 95,

* R, A. Crose, "Conecerning the Prosent Tense”, Englich Leamenege Teaching, X111, No, 2.
1959, p. 62,
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different forms in the active and the passive veice® All of them are produced by an
appropriate. 1 e, changeable finite form of the first component he [ollowed by
the unchangeable present participle ending in -fng. What is the grammatical meaning
ol this basic Torm be — -inw, irrespective of the semantic contents of verbs madified
by it7?

According to H. Sweet this grammatical meaning Is “definiteness™®. He broadly
divides Lnglish tenses into the definite, i. e, continuous ones indicating short dura-
tions and including the mement of speaking, and the indefinite, non-continuous
forms stretching out in time and outside the moment of speaking. He quotes the
foltowing examples in support of his theory

I am writing a letter,
VEIsus
[ write my letters in the evening,

The first example means, “I am writing at this moment” against the second
one which excludes the present moment of speaking in favour of the indefinite sense,
“when T write letters, 1 write them in the evening”.

Sweel extends this present continuous grammatical meaning of definiteness
lo other continuous tenses as well by saving that, e. g, with reference Lo futurity,
the shorter the interval between present and future, the more definite the time of
the future occurrence is, and the more likely the event denoted by the lexical verh
is to come off; hence the immediate future (with “going to”) is more definite than
its ordinary, non-continuous counterpart®.

The limitations of Sweet’s theory result from a sweeping generalization based
on the analysis of only few examples. Without starting an argument we can quote
counter-examples which contradict his assumptions in many ways. How can we
guestion the definiteness of, e g, such past-simple sentences as:

Yesterday, at 12 o'clock he came in, walked across the room and said ...
Where 1s 4 short duration of the event coinciding with the moment of speaking in

The earth is constantly revalving on ils axis?, or even in

Fle-is writing a novel now,

“Definite” versus “indefinite” in Sweet's interpretation does not also account
for the inferesting instance by R. A, Allen who asked many native speakers of
English il they felt any difference between

I've lived in MNew York for the last ten years
and
IPve been living in New York for the last ten years'?

® CF F. R PabMek, op. ¢if, pp. 56, 108,

© L Swekr, A New Euglish Granmiar - Logieal aned Historical, Oxford 1898, p 103,

T ohid.

B Tbid, po 104

PRCAL CLosk, English av a Forclgn Language, London 1962, p. B0,

R AL ALLEN, The Verb System of Present-Day  American Englivh, The Hague 1966, p. 93,

S ——
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Most of his informants were quite sure that thete is no practical difference in thean-
ing between these two senlences,

0. Jespersen’s treatment of the continuous forms resulted in his famous “Frame-
time™ theory', According to him

I am writing « letter
is equivalent to T am in the course of writing a letter”, which in purely temporal
categories would mean that 1 started this aclivity belore now and am expected
to go on writing for some time after now, In this way “before” and “after” form
a sort of frame enclosing the moment “now™. In the case of past or future conti-
nuous tenses there will be, of course, appropriate preceding and consceutive moments
setting up a similar temporal frame®®,

The originality of Jespersen’s concept suffers from similar shortcomings as
Sweet's interpretation, Once again, it is not capable of providing a convincing
explanation of those continuous uses which stretch out indefinitely in time or do
not indicate actual activity at the moment of speaking.

Among the more recent attempts to produce a general definition of e - -ing
we can mention the British scholar A. 8. Hornby and the American grammarians
G. 0. Curme, W. F. Twaddell and A. A, Hill, It would be outside the scope of
this paper to engage in a detailed argument on their views, all the more so because
their treatment of the subject is far from heing exhaustive both as theoretical dis-
cussion and cxemplification are concerned.

For instance, Hornby'® starts from the assumption that “the essence of the
Progressive Tenses is the element of incompletion”. This approach seems to run
counter not only to Jespersen's conception of the definite temporal frame but also
to Twaddell's interpretation of the be - -ing form a “limited duration™'*, How
to recomcile these theories with Curme’s view that “the cssentin meaning of the
progressive is duration and it never means anything else™?'%. Hill, on the other
hand, advances the opinion of a twofold function of the progressive forms depending
on tense, To him be - -ing is “non-habitual” in the present and “incomplete™ in
the past'€. However, he gives no reason why the same form should acquire different
serises beeause of a change of its temporal location? And what about the meaning
of other continuous tenses such as, 2.2, the Present Perfect continuous!

UL A substantially different approach to the problem is offered by Russian
anglicists. They ascribe Lo the be |- -ing formula a gencral aspective value. This

2“ Q. Jusernsen, A Modern English Grammar on Historical Principles, Copenhiagen 1909 - 1949,
230,

Y2 thid, b, 234,

L5 A8 Homwoy, “MNon-Conclusive Verhs®, Engltah Langwage Teacking, 11, No. 7, 1949,
| FRE e 8

Y0, Jispersen, ap. cit, p. 7.

"G, 0. Cunse, “The Progressive Form in Germanic”, PMLA 28, 1913,

YA AL HILL, ntroduction to Linguistic Structures, New York 1958, pp. 206 - 209,
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is, no doubt, due to the influence of the imperfective aspect existing in their own lan-
guage, Tts definition runs as follows: “The category of aspect indicates that the
action expressed by the verb is presented... in its course, in process of its perfor-
mance, consistently in its duration or rvepetition...”!7.

They have come Lo the conclusion that this English prammatical form corresponds
to the imperfective aspect in the Slavic languages. Let us quote B, Hyish'® as a typical
representative of the Russian school of thought. Tn his opinion “the best way to
describe this essential difference in meaning between the two sets of Torms (i e,
the difference between the be 4 -fug and non-be |- -ing tenses) would seem Lo be
this; it is a difference in the way the action is shown to proceed. Now this is the
srammatical notion described as the category of aspeet with reference to the Slavic
langnages (Russian, Polish, Czech, etc), and also to ancient Greek, in which this
category is clearly expressed™®.

The advantage of an aspective interpretation over the ones cited so far lies in
the higher level of abstraction. The definition of the English aspect according to
the Russians clearly falls into two parts: it primarily points to the general character
of the be |- -ing form understood as an action in the process of its performance,
and this makes up the essential part of the definition. Duration, repetition, incom-
pleteness, ete., eto,, form the redundant or secondary featwres which may or may
not be present, depending on context,

It seems that all the grammarians reviewed in Section I1 were preocoupied with
these secondary features only. They were confusing the rigid distinction between
the meaning of the grammatical form be |- -ing with the lexical content of verbs
modified by this form. The result was the inevitable failure to embrace all possible
instances of be |- -fmg uses existing in English,

Qur study of the semantics of English verbs in relation to the be |- -ing forms
is based on the aspective interpretation of this grammatical temporal formula
But, first of all, let us make it quite elear what we mean by “an action in the process
of its performance, or in its course” A. Ma is very helpful in this respect,
To him “process means that action has alteady started, and that it is moving toward
a completion but has not come to the completion yet. Thus process involves
movement... it is dynamic... The situation is similar to the dynamic nature of 4 film
as opposed to a slide™ %,

We must be very careful not to aseribe to this definition more than it actually
means. The key notion here is “process™ as the essential feature of the dynamic
character of action; completion or incompletion, actual duration or interruption
ol action, jts possible temporal limitations, etc,; efc., are only potential consequences

171 Forsytu, A Grammar af Adspect, Usage and Meaning in the Russion Perb, Cambridge
1970, p. 13, .

YOR Tevmsw, The Stencinre of Medevn English, Moscow 1965, p. 84,

L2 Thil,

A, Ora, Tense and Aspect of Present-Day Atserican English, Tokyo 1963, p. 61,
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which may, but by no means must be assamed from the basic idea of process.
They remain its redundant features and are usually brought out by the semantic
variety of contents represented by the lexical verb or by the contextual circumstances.

Understood in this way even wverbs like five or wait mean a process because
a film is necessary to represent wairing as opposed to, say, being where a slide s
enough. ¥erbs like be indicate equilibrium against the possibility of change in-
volved in the idea of process.

1¥. Which verbs reject or hardly ever accept the general idea of process and
consequently are not modified by the be | -ing forms? Contrary to expectation,
we cannot find a full, generally agreed-on list of infinitives although every book
of grammar dealing with tenses mentions some of them. An obvious task that awaits
scholars is to carry out an investigation of a really representative cross-secfion of
the English language in order to produce such a list. As such study would most
probably involve an extensive application of modern technical methods (computor
statistics, etc.) it is beyond the possibilitics of the present author to carry out the
research himself, At present we must therefore confine ourselves to making the
best use of the material already available.

Itis of two different kinds: the older oneis based on the compilations by A. S, Horn-
by?! and W.S5. Allen®2. Their lists are the result of random observations and
personal experience as native speakers of English, More up-to-date materials col-
lected and sorted out according to certain principles are provided by M. Joos*?
and A, Ota®, The first one examined all non-continuous forms in S. Bedford's
novel, The Trial of Dr. Adams (Collins, 1958), the second scholar counted and com-
pared the frequency of both the continuous and the non-continuous forms in a col-
lection of samples from tape recordings, unscripted discussions on the racio and
television, as well as from play scripts and books. Allin all, he made use of 21 samples
of English amounting to more than 300 pages of double spaced text®.

A remarkable thing about all the lists taken into consideration is the fact that
none of them is the same, Their average number does not exceed 50 entries and
they include, each of them, 10 - 15 verbs not occurring anywhere clse.

On the basis of this material we have singled out 96 units the occurrence of
which in the continuous tenses is at most 5%, of all cases. In other words,
959, is the average percentage of their use in the non-continuous forms in modern
English. Here they are listed in the order of their approximate frequency:

be, think (that,, have (= possess, own), know, want, see, mean, feel, seem, like,

believe, hope, call, find (that), need, hear, suppose, love, guess, understand,

agree, mention, wish, remember, indicate, realize, decide, care, remain, exist, sound,

2L A, 5. Hormoy, A Guide to Pattertie and Usage in English, London 1954, p, 117
W8, Avien, Living English Serecture, London 1947, p. 79,

22 M. TJoos, op. cit, pp. 116-120,

M OAL O, op.ocli, pp. 66- T2

8. Ihid, p. 8,

3= Angllca Wratislaviensia I
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forget, mind, regard, report, require, affect, tend, include, lie, suffer, belong,
depend, cause, represent, state, enjoy, aceept, apply, express, name, propose, recall,
suspect, dislike, match, resemble, contain, correspond, hate, desire, suit, adjoin,
fail, differ, exclude, preclude, comprise, complicate, border {on), interscet,
sentence, doubt, foresee, imagine, notice, recollect, trust, detest, please, prefer,
recognize, appear (= seem), consist, deserve, cqual, matter, possess, result,
suffice, smell (when Intransitive), taste (when intransitive), gather (that), forgive,
refuse, own.

What are the common features of the enumerated items? Apart from the fact
that most of them denote mental attitudes, hikes, dislikes dand so on, their semantic
content is regarded as a fixed or already formed state. In other words, they are not
thought of as being in the process of formation. We shall call them non-process
or status verbs®®,

Lack of dynamics is probably the reason why the status verbs cannot have
future reference without an explicit time indicator. Thus we do not say

*Don’t worry, the baby resembles his father next year,
although it is perfect English to state
Don’t worry, he leaves next week,

In this respect they formally differ from the process verbs, the present tenses
of which may also refer to futurity.

This group of 96 forms also shows some other formal characteristics which justify
their subdivision into three further subgroups,

It has been noliced that the verbs indicaling mental, emotional or psychologi-
cal states, as well as perception of human senses occur, in the majority ol cases,
with the pronominal subject [fwe in affirmative and negative utterances. The cor-
responding interrogations with Fou also refer to the “first person™ because they
imply an answer with For We, Afler Ota we shall call them fverbs®”, They are as
follows:

think, konow, want, see, mean, feel, like, dislike, believe, hope, find, hear, suppose,

love, guess, understand, wish, remember, realize, care, forget, mind, regard,

recall, suspect, hate, doubt, gather, imagine, trust, notice, recollect, detest, desire,
forgive,

The next subgroup are the verbs indicating relationship, including copula and
copula-like verbs, The typical in this respect is be as in

He is a farmer,
which is synonymous with
He has a farm*®,

Thus our second subdivision called relationship verbs, consists of the following

verbs

26 M. Joos, ap. i, p. 116,
AV A, OTa, op cit, p T3
8 M. Jood, op, cit, po 118,
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be, have, remain, sound, lie, need, require, tend, include, belong, depend, represent,

apply, match, tesemble, contain, adjoin, exclude, preclude, comprise, appear,

deserve, equal, smell, taste, correspond, prefer, consist, suit, possess, own.

The remainder of the list are miscellaneous verbs because they do not show
any specilic Tormal characteristics bevond the general ones of not taking be - -ing
and not being used with future reference without an explicit time indicator. They are:

call, agree, mention, indicate, decide, exist, report, affect, suffer, cause, state,

express, name, propose, enjoy, fall, differ, complicate, border, intersect, sentence,
foresee, please, matter, result, soffice; reluse, forgive, recognize.

V. As already pointed out, the status verbs indicate certain fixed states, not
in the process of formation, However, when they happen to be half-formed, they
become process verbs. Statistically the number of such cases does not excesd 5%
of the total usage of the 96 verbs listed above, The real number of these exceptions
varies, of course, from verb to verb, depending on the semantics or — which is
most likely — the polysemantics of a given unit.

The scope of this paper prevents us from quoting more than fow examples to
give some general idea of the exceptional uses of these verbs unctioning as proces-
se529,

In his corpus Ota found 5,070 non-continuous forms of be (the most frequently
used verb in English!) and only three continuous ones, Here they are:

You are being much too modest.

These people are now beginning to work together and being our chief asset,

Even diplomats are constantly being indiscreet.

The last instance seems to indicate most clearly the sense of are befng as equiva-
lent to “are constantly acting indiscreetly”, Tt is interesting to note that the same
corpus does not include a single continuous-form instance with krow, wnderstand,
remember and forger. They are the typical status verbs hardly ever accepting the
sense of “to be in the process of knowing, understanding or losing one's memory™.
The last verb, however, admits such interpretations as, e.g.:

You are forgetting vourself (a temporary lapse)?®,
Dear me, T'm forpetting my umbrella (as he turns hack
from the garden gate to pet i)**

On the other hand, verbs like think, feel and see scem to be semantically more
pliable because — according to Ota — they occur, on the average, up to 5%, cases
in the continuous forms.

The following dialogue brings out well the difference between affixed status’
and ‘the process of forming idea’ in connection with think:

*¥ For fuether refetence, see, ¢, g J. MILLNOTON—WARD, The Cee of Tewver in English,
London 1954, pp. 10-17.

*0 G, Mearacore, “Simple or Progeessive?, Eneliok Langiage Teaching, X%, Mo, 1, 1965, p. 36,

M OAL 8. Homrwpy, “Non-Conclusive Verbs", English Langnage Teaching, TII, Mo, 7, 1944,
P 175,
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Wife: What do you think of the new wireless set?
Husband: I'm thinking of where the money is coming to
pay for it.

Y1 The grammatical meaning of process represented by the be + -ing forms
turns out to be a uselul criterion not only for the division into status and process
verbs but it helps to gain a better insight into the lexical meaning of process verbs
as well, Let us consider some contrastive examples. Why is it not good English
to say

*He has written the letter for 2 hours,
instead of the aceepted version
He has been writing a letter for 2 hours?
Or
I was writing 6 letters all day resterday,
instead of
I was writing letters all day yeslerday?2.

The reason lies in the semantic content of write, Tt is a process verb implying
& potential completion of the process of writing, In this respect write is similar to
come or greive. They stand in opposition to the class of verbs represented by live
or wait which indicate a bare process without implying completion, The acceptance
of a subdivision of the process verbs into conclusive (like come) and inconclu-
sive (like five) provides the explanation for the two pairs of contrastive examples
mentioned above.

In a context indicating a period of time (“for 2 hours”) and thus implying a pro-
cess of an action represented by the predicate, a conclusive sense of write in has
weitten clashes with the inconclusiveness of the adverbial and makes the whole
sound un-English. Tt is only after the imposing the grammatical meaning of process
by the be | -ing form which restores the harmony between “have been writing”
and “for 2 hours”,

The same difficulty arises when we reverse the situation and put a numeral
side by side with a continuous form of the predicate. When collocated with the
process-form “was writing” and a period of time “all day yesterday”, the definite
number of letters (naturally implying the six already written letters) produces a sort
of contradiction in terms, The dropping of “six” at once removes this contradiction
and restores the correel meaning of the whale utterance.

No problems of this kind exist with inconclusive verbs of the five type. That
is why Allen’s informants could nol see any practical difference between, I've lived
and I've been living in New York for the last ten years (cf. section 11, above),

In view of these facts we must aceept the subdivision of the process verbs into
conclusive and incanclusive, the formal criterion for the division being the possibility
or impossibility of their use in the present perfect with adverbials indicating a period

' G, Howtncor, op, eit, p. 38,
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of time. It should be well noted that both the negative and interrogative sentences
are of no use here becavse they deny or question the performance of an action
itself, let alone the completion of a process implied by it. So, ep
He hasn't written the letter for 2 hours
and
Has he (not) written the letter for 2 hours,

are correct English,

The extreme cases of conclusive forms are verbs like:

break, stop, bring, finish, meet, disappear, drop, fail, hit, catch, kill.

The completion of the action indicated by them takes such a short time that
they can hardly be called process verbs at all. Aceording to Ota's count they practi-
cally never appeared in his corpus in a be | -ing form and, therefore, were treated
by him the same as status verbs, The only imaginable kind of context for them
to come out naturally in the be - -ing forms is a slow motion ilm or an unfinished
series of repeated actions, We shall call them non-durational or momentary verbs*?,

VIL The conclusions of the present study boil down to a general classification
of all English verbs from the viewpoint of their use in the 32 tense forms existing
in the indicative mood. This classification can be represented on a graph as follows:

T-verhs

relationship verbs
miscellancous verbs

Status Verbs

Yerbs
Process Verbs [f:nnc!usi‘-'g
1 inconelusive
The divisions are based on the following formal eriteria:

(1) In contrast to the process verbs, the status verbs do not take the be -+ -fng
forms and are not used in future tenses without an explicit future-time indicator.
(2) Lverbs come out in utterances referring to fiwe pronominal subjects.

(3) Relationship verbs perform copula and copula-like syntactic functions.

(4) Conclusive verbs in opposition to inconclusive ones, reject present perfect
tense in contexts indicating duration. The extreme cases of the conclusive verb
are momentary verbs of the “break” type.

Further investigation is urgently needed to complete the list of the status verbs
and find out more about their semantic and grammatical characteristics,

———

W, B, TwapbeLL, g ity poo 10,
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RYSZARD SZCZEPANSKI

THE SYNTACTIC FUNCTION OF ENGLISH ADIECTIVES IN
ADNOMINAL GROUPS

The purpose of this paper is to present the syntagmatic properties of English
adjectives in prenominal position, By syntagmatic properties are meant here:

(1) syntagmatic relations in a bi-partite structure: attributive (s) + noun-head;

(2) syntagmatic identity of adjectival components, which permits us to establish
various positional classes with different restrictions concerning their co-occurrence;

(3) relevant features underlying the identification.

1. SYNTAGMATIC RELATIONS IN A SEQUENCE OF ELEMENTS

The components of a polysyntagmatic adnominal group constitute different
layers of modification resulting in various types of hicrarchy within a sequence
of linearly arranged elements, A similar situation is to be observed in polymorphemic
formations, e.g.,

- | 2 4
unfevent/lul/ness,

Not always, however, can the complex structure of syntactic hierarchy be assessed
linearly, There are certain non-hierarchized arrangements which cannot be viewed
as parts of ever wider linearly concatenated syntagms of the type

x [y [v (20
€., (the) liberal white Afvican novelist. The phrase sleepy hungry little boy is characte-
ristic of equal hierarchical status of attributive elements in the structure of modi-
fication, with litrle boy as a compound head:

[(x1 [y] [v - 2.

In the construction with a syntagmatic perspective in which x co-occurs and
18 correlative with y, and both with 2, each term of the correlation is the co-term
of the other,

In a sequence of terms, attributive elements are mutually interdependent, forming
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complex syntactic units of different hierarchical order, and as such can themselves
enter into correlation with other complex wheles within the sequence.

It remains to be established in which relational field the component appears
in a given arrangement, In the syntagm a public school boy, public 15 & co-term of
the first part of the compound, i.e. school, and not of the second: g public bop. In
a syntactic arrangement the word fun:;tions not only as a syntagm but alse as a seman-
teme, in its synsemantic environment.

. SYNTAGMATIC IDENTITY: POSITIONAL CLASSES

Attributive elements fall into different classes occupying various positions,
The word as a member of a given class is characterized not only by its
regular occurrence in a position x, but also by its particular transformational
possibilities. The characteristic feature of an adjective as a class of attributives
is not only the position x in:

an X bay, a boy who fs x, the boy is x,
but also the transformability of one construction into another,

Apart from the full syntagmatic identity of a class, there must be distinguished
classes with partial identity as far as the existing restrictions on the order of their
co-occurrence are concerned. There being various selectional restrictions between
different classes, the presence of a certain attributive construction precludes the
occurrence of others, either in preceding or in subsequent position:

* fresh this water, ¥ spring fresh water,

In the phrases a white house, a little house the adjectives may not be syntactically
identical; they may belong to different positional classes. For whereas we may add
fittle to white howse, white does not seem to be able to select ffttle postpositionally
in a free noun phrase: *white little house', :

Along with the existence of selectional restrictions of attributive elements
as syntagms, e.g., *a very schoolboy, they may have a limited co-occurrence as seman-
temes, e.g., "o public boy, *a white, red, flower.

Some attributives co-occur in a definite order of fixed positions, e.g., a little
white howse, others are syntactically free and can admit of inversion without a change
in the structure of modification, e.g., a sleepy, hungry boy; a hungry, sleepy bay

3 FEATURES RELEVANT TO THE DETERMINING OF SYNTAGMATIC RELATIONS

(a) Suprasegmental elements.
The syntagmatic construction of a sequence of constituents in a group cannot
be viewed only as a linear arrangement. There are also present suprasegmental

! The following distination between free phrases and fxed phrases s made by e (p. 173):
L% B £ i "
They are free in that all have (he phirase superfives charactoristic of normal collocations of words,
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elements which form what may be called a superstructure with refercnee to words
and word groups. Tn a syntagmatic make-up of a group two kinds of features can
thus be distinguished. For morphological segmentation the relevant factors are
the quantity, quality, and distribution of words. On the suprasegmental level the
features of relevance are: stress, juncture, and intonation. Although the supraseg-
mental layer does not alter in any way the morphelogical construction of a group,
it fulfils a syntactic function by modifying its semantic field, The signalling value
of suprasegmental clements is essential for distinguishing free noun phrases from
compounds. The former is a group of words with loose semantic linkage; the im-
mediate constituents of the latter display semantic integrity and structural cohesion,
Here the meaning of the whaole is not a sum of its elements, This feature is realized
by a specific stress pattern: primary — tertiary {-} - {=], in contrast with the
pattern in free syntactic collocations with the identical morphological arrangement,
which is: secondary — primary { "} -+ {~ % e,

French ‘houteille Blewe’,
French *blewer’,

a bitte bdtile
a bitebdttle

{(b) Relevant positions.

The determining elements in a nominal group occupy positions which are rele-
vant or non-relevant for the determined noun-head. A word is said to be in a re-
levant position when it is an immediate constituent of the main delermined element
of the whole phrase. Constituents of subsidiary elements determining the centre
of the phrase enter into non-relevant modificational structure,

In some recent works on the syntax of nominal groups six classes ocoupying
relevant positions are mentioned®. The authors, although unanimous in their specifi-
cation of several classes in pre-nominal positions, do not single out within the class
they identify as adjectives its different sub-classes which are syntactically specific
for their various selective functions, Out of the six specified classes we choose for
a more detailed examination only those which appear in the close neighbourhood
of the head, i.e. adjectivals and noun adjuncts,

rather thun the phrase superfises charactecistic of fxed phrases Thus [0 Sldek |- bird 15 a free phrase
with the supeefix {° 24"} eharncteristic of adjective and Tollowing noun, while bldek«-bird 18
o fived phease marked by the superdin of primary — tertiney charactevistic of compoud nouns"

3 The superfies used here have become traditional in American linguistics (el Tragir and
SMimi, 19513, The four-stress system hng been adopted to mark four different grades of loudness
and agcording to the strength of siress they are called primacy {'}, secondary { "} lertiary
), and weak {"}

Y Francs mentions six of them: 1, Predeterminers. (al, hath)y 2. Determiners (a, they my)y
3. Quantificrs (ten, sevaral); 4, Pacticulurizers (other, move, diffevent); 5. Adjectives (big, ofd); 6. Noun
Adjunets (featherifacket, huneiugldog), Cuarsan (p, 83 - 99) also distinguishes six groups: 1, Lis
milers (fusd, aven); 2. Predeterminers, 3, Determiners, 4, Quantifiers { firss, siugle, many), 5, Adjectiv-
als, 6, Moun Adjuncts,
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4, TYPES OF HEADS AND ATTRIBUTIVE ELEMENTS

() Simple and compound heads,

Noun heads can be divided into (1) simple singlesword heads (N), e.g., bird,
boy, and (2) compound heads (X 4 N).

Compound heads can in turn be subdivided into

{2) one-word clements composed internally of two lexical items constituting
a semantic and syntactic complex, such as bdckbird (A - N, schdolbdy (W -- NY;
(b two or even three-word compound heads of formally loose structure, e.g. (a) little
hiv (A M), ddg heise (N NY, déar ald mdn (A A N, (@) wémdn wireléss dperatir
(N N N}

A simple noun enters into a loose syntactic construction with an attributive,
cach of them being semantically independent, e.g. midd ddetdr ‘médecin aliénd’,
bide battle *bouteille bleue’,

A compound tends to become a single, syntactically coherent unit characterized
by a greater or smaller degree of semantic compactness. One of its elements is seman-
tically marked in a specific way so that the meaning ol the whole is not o mere
sum of its elements. Here the syntactic relations of the members to each other
are destroyed by the semantic ones. The former ceases to be essential even though
the two elements seem to be a morphologically loose construction, ¢.g. mdd dietar
‘médecin des aliénés’, bldebdrtle ‘Blenet’,

The integrity of a compound is manifested in ils indivisibility and a fixed word
order, Compounds, often of derivative nalure, are polymorphemic formations
with different relations existing between their members. They may be seen from the
following examples.
Compound nouns:

mill-owner
Hmill own
owner
honeymooner

[mill 4 dwner]

[[*rmill -+ own] |- er]
[[awn] -+ ér]

[*hdney + mdonir]
[[hiney -+ modn] 4 &

Tmooner [[*mdan] |- ér]
lirst nighter [[first -|- night] -} &r]
*nighter [*first -|- nightér]

first comer
Hirst come
camer
Compound adjectives:
clear-mindaod
clearly worded
pood-looking
three drawered (desk)

[First |- edmir]
[[*first ++ come] - er]
[[edime] - ér)

[[eléar -+ mind] 4 &d]
lelarly - wdrdid]
[[goad - ladks] |- ifig)
[[thrée - drwers] - #d]
[[*three - drawer] |- ed]

i

b
=1

(b) Prenominal elements determining the noun-head,
Attributive elements can be divided into three types:
1. Simple one-word modifying elements:

[[A] [H}} {a) small house.
[[N] [H]) (a) brick house

2, Compound adjectival group:
(A A)[H) (a) white-black bird
(A N][H}] (a) high school boy
(N Al H]] strawberry red icecream
(1M i\][H]] eream cheese cake

(cake with cream cheese)

3 Multi-element attributive group of simple or compound or mixed types
of determimng components,

It 15 10 such groups that we find various kinds of hierarchical arrangements
and different selective function

Below are given sets of examples of various types of determining elements and
their noun-heads, arranged in the following way in each set:

1. sumple single noun-heads,

2. compound noun-heads,

3, compound determining elements,

4, polysyntagmatic attributive group of mixed types of determining elements,
(N — noun, A — adjective, Adv — adverh, Det — determiner, © — conjunc-
tion,| — pause),

1, (a) historical play [[A][N]]
¥(a) historical wright
*a second play [[Det][[A][N]])
the second play
{a) second-rate play
2. a historical playwright [[A N - N)
*a rather historical playwright [[[Adv A] NJ 4 ﬁl]
J. (a) rather second-rate playwright [[A(lv Al N I NJ|
4. (a) rather second-rate historical playwright [{mhr AJlIA N] + N)

11
L. (the) first night [[A][N])
(the) successful nlgh!
2. (the) first night [A N)
(the) successful first night ([A) (A N
(the) first nighter [[A N] -+ &)
(the) belated first nighter [[A)[[A N] + &)
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3. (the) first night comers [[A T:E][T‘Cf']]
4. (the) first successful night [[A]J[[ATN]])
*(the) successful first night [[A][[A] ] [N])]

Tl

1. {a) large share
. {a) large sharcholder [[A N] + NJ
(a) happy sharcholder [[A]J[N | NI
3, (a) large and small shareholder [[A C A NJ 4 N]
4. (a) happy large sharcholder [[A)[[A N] + N]]
=(a) happy and large shareholder [[A C A N] -+ NJ

Tt

v

1, (a) tall boy [[AIIN])
*{a) tall school
*{a) public boy
(a)} public school .
*2 very public school [[D&][[Adv A] [N]]]
the very (public) school [[Dét){[A] [[A] [N]]])
#a) hard college
{a) provincial college
2. (a) tall schoolboy [[A] [N + NJj
(a) public schoolboy [[A N] | NJ
*(a) high schoolboy
(a) hard college student [[A] [N NI
(1) provincial college student [[A] ][N NI
3. (a) high-school boy [[A N][N])
(a) provincial college student [[A N [N])
4. (a) tall public schoolboy [[A][[A N+ NJ]
(a) tall high-school boy [(A] [[A N][N])
(2) hard provincial college student [[A] [[A N] | [N]]]
ta) hard provincial college student [[A] ([A] | [N NIl
*(a) provincial hard college student

1. (a) new book [[A][N]]
(a) new seller
2. (a) new bookseller [[A] [N N
(a) new handbook
*a second handbook [[Dé] [[A] [N - N]|)
the second handbook

L.
2i

3.

(a) handbook seller [N + NN ) .
*3 second handbook seller [ID&] [1A] | [[N + N] [N]I]]
the second handbook seller

second-hand books [[A N] [I*'JJ] _ ‘

(a) second-hand bookseller [[A N N;I.":_ N] ’

new and second-hand books [[A C A N]J[N]]

(a) new and second-hand bookseller [[A C A N N] N]

. (a) new sccond-hand bookseller [[A] ([A N N] + N

new second-hand books [(A] ([A N) [¥7]]
new old books [[A] [[A] [N]]]
*old new books

(an) old new and second-hand bookseller [[A] A C A

N N]+ NJ]

(a) new old second-hand bookseller [[A] [[A] [[A N N]+ N))

VI

(a) green house [[A][N]]

(a) greenhouse [A | NJ

(an) old greenhouse [[A] [A - N])

(a) greenhouse plant [[A -+ N] [N]) -

(an) old greenhouse plant [(A]] [[A + N N7
(an) old greenhouse plant [[[A] [A 4 NJ] [N]]

4. (an) old green house [[A] [[A] [N]]]

2,

*(a) green old house

VI

. (a) black bird [[A] [N]]

(an) aquatic bird :

(an) almost black bird [[Adv A]| [N])
*almost aquatic bird

*a numberless bird

numberless birds

(a) blackbird [A 4 N

(a) black blackbird [[A] [A + N])
black bird’s nest [[A)| [N N])

. (a) white-black bird [[A A] [N]]

(a) white-black bird's nest [[[A A] [N]} | (N])
white-black bird’s nest [[A A]| [N N]]
blackbird's nest [|A - N [N])

black bird’s nest [[[A][N]) [N])

. *a white, black bird [[A] | [[A] ] [N]])

(1) black aquatic bird ([A] [(A] N]]]
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*(an) aguatic black bird
(a} white-black aquatic bird [[A A][[A] (N}
numberless white-black aquatic birds [[A] [[A A] [[A] [N])]]
Fwhite-black numberless aquatic birds
*aquatic oumberless birds
black blackbird's nest [[A] [[A + N [N]]]

VIII

L. small writing [[A] [N]]
left hand

2, small handwriting [[A] [N + N]]

X

*left handwriting

. left-hand writing [[A N] | [N]]

school-boy writing [[N N [N]]

small school-boy handwriting [[A] | [N W] [N + N]j]

small school-boy handwriting [[[A] (N NJ] [N + NJ)

small, illegible, school-boy handwriting [[A] ([A] [N N] [N - NJ)]]

IX

. (a) little boy [[A] [N]] (not a big boy)

(@) very little boy [[Adv A][N]] (not a very big boy)
(a) small boy

a mere boy

*the mere boy

. (a) little boy [A NJ (not a little girl)

#(a) very little boy [[Adv] [A NJ)
(a) small little boy [[A][A N)]

. (a) little boy's coat [[A N][N]]

(a) small boy’s coat [[A]| [N N
(a) small boy's coat [[[A] [R]] | [N])

. Ma) little small boy [[A] [[A] [N]])

*a mere small boy
(a) small little boy's coat [[A] | [[A N][N]|]

X

+ (a) short story [[A][N])

(a) very short story [[Adv A] [N]]
(a) short story [A N]

*(a) very short story [[Adv] [A N’]]
(a) long short story [[A][A N]]
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*(a) short long story [[A][A N]]
(a) very realistic short story [[Adv A][A NJ)
#(a) very realistic school of writing

. (a) short story writer [{:i N [M])

(a) short story writer [[A]| [N NJ]
{a) young story writer [[A] | [N N]]
(a) certain story writer [[A] | [N N

. *(a) long short story [[A)| [A]| [N]]

(2) youpg short story writer [[A] [[A N] [N])]

a certain young short story writer [[Dét] [[A][[A] [[A N] (:)))])
Hthe ceftain young short story writer

the certain conclusion (the conclusion which is certain)

¥(a) young certain story wiriter

(a) long forgotten short story [[A] | [[A] [A N])

(a) long-forgotten short story [[A A)[A NJ]

X1

. (1) mad dactor [[A] [N])

{a) thoroughly mad doctor [[Adu A) [N
*(a) stark doctor

2. (a) mad doctor [A N)

(a) thoroughly mad doctor [[Adv] [A N])
*(a) stark mad doctor [[A][A NI

(2) mad mad doctor [[A] [A N

(a) woman mad doctor [[N] [A NJ]

. (a) stark mad doctor [[A f\] [N]]

(a) woman mad doctor ([N A][N]] ¢f. a girl-crazy boy

- *(a) stark mad doctor [[A] | [[A] [NI])

*(a) woman mad doctor [[N] | [[A] | [N]]]
(a) mad woman doctor [|A] [N N

X1

»(an) old servant [[A] tﬂii

(a} very old servant [[Adv A] [N]]

- (an) old maid [A N]

*a very old maid [[Adv][A NJ)

(8) very particular old maid [(Adv A][A N}} (an old maid who is very par-
ticular)

*(a) very particular street corner:

(an) old maidservant [[A] [N +R])



52

. (an} old maid servant [[A N] | [N]]

(a) year-old-maid [[N A][N]]

forty-year old old maids [[A N AJ[A NJ]
forty-odd old maids [[A AJ[A N

*forty | year-old | old maids [A] | [N A][A N]]
forty odd old maids [[A] | [[A][A N]j)

(her) first old maidservant [[A] [[A] N + NJ])
(her) first, old maidservant [[A] | [A] ] [N + NJ]

X0

. good food [[A]{N]]

(the) best food

good fortune [A M)

(the) best good fortune [[A] [A NJ]
*the) best good food

(the) real good fortune [[A] [A NJ|

. (the) real best good fortune [[A] [[A][A NI

X1V

. (a) beautiful woman [[A] [N]]

"1 more woman

a more beautiful waman [[Ded] [[Ady Al (N
more wormen

more beautiful women [[Adv A][N]]

more beautiful wamen [[A] | [[A] [N]]]

. (a) black woman [A N)

() beautiful black woman [[A][A N

"a black beautiful woaman

maore black women |[[A] [A NJ)

(@) black woman doctor [[A] [N | NJ] (a woman doctor who is a Negress)
(a) black woman doctor [[A] ][N NJ) (a black doctor for wWomen)

« (a) black-woman doctor [[A T‘:J} [N]] tu dector for black wanen)

chony-black woman [[N A] [N]]
(a) black woman's bicycle [[A N] [N]]
(a) black silk waistcout [[A N) [N]] (waistcoat of black silk)
(IA] | [N NJJ (silk waistcoat which is black)
(a) black silk wuistcoated man [[A) I{[[ﬁ! NJ Ed] [N])]
(W) black silk waisicoated man [|[[A NJ[N]] + &) (N))
(@) silk waistcoated black man [([N N] - &d] [A N]]

. (a) black woman's bicycle [[A]| [N N

(a) woman’s black bicycle [[N] [JA] [N]1]
(a} black woman’s black bicycle [[A N][[A] [N]])

XY

. (a) missing list [[A][N]]

(a) long list
{a} stained list

. (a) missing list [N N]

(a) long mussing List [[A]| [N N

. (a) long-missing list [[A A] [N])

(the) ink-stained list [N A) [N))
(the) red-ink stamed list [[[A N) [A]] [N])
(the) red-stained list [[A A][N]]

. (the) long nussing list [[A] | [[A) | [M])]

*(the) mussing long list

*(the) ink stained list [[N] | [[A] [N]])

(the) red stained list [[A] | [[A) [N])

(the) red ink-stained list ([A] [ [[N A] [N]]]

(the) red-ink staned white list [[[A NJ[A]] [[A] (N)]]
*(the) red, ink-stained, white list [[A] | [[N A] [[A] [N]]]]

XVI

- {an) old coin [[A] [N]]

fan) old collector

2. (an) old coin-collector [[A] [N N]]
- {an) old-coin collector [[A N][N]]

(an) American old-coin collector [[[A] [A N)J [N]]

- () sad old-coin collector [A] | [[A N][N])

(a) sad, old, coin-collector [[A] | [[A] | [N N
(an) Amenican old-coin collector [[A] | [[A N][NJ})

AVl

. (a) blue bottle [[A] [N])
. (a) blue bottle [A N)

*(an) intense blue bottle [[A] | [A N

- (an) intense blue blue bottle [[A A][A NJ)

very dark blue bottle [[[Adv] [A A) [A N

XV

L. wide windows [[A] [N]]

open windows

T Anglien Weatislaviendn 11
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3, wide-open windows [[A A] [N]] _
large dining-room windows [[[A] [N N]] [N]]
4. wide open windows [[A]][[A] [N]]]
large dining-room windows [[A] | [[N NJ [N]]]

XIX
1. (a)} small house [[E;] M1
(a)} brick house [[N]IN]]
2. (a) dog house [N N]
(a) brick dog house [[N] [N NJj
*(a) dog brick house
(a) small dog house [[A] | [N NJ|
3. *(a) small dog house [[A N] | [N
4. () small brick dog house [[A]][[N][N N
(a) red brick dog house [[A N][N NJ]
¥fa) brick small dog house

X

2. ice-cream [N N]
frash ice-cream [[A] [N NJ
strawberry ice-cream [[N] [N NJ) :

3. fresh strawberry ice-cream [[A NJ [N N]]
“strawberry {resh ice-cream [[N] | [[A] [N N]])
strawberry red ice-cream [[N A] [N NJ] .

4. fresh strawberry ice-cream [[A] | [[N] [N N]]]

COMNCLUSION

The intention of the author was to analyze the syntactic function of adjectives
in prenominal position. The co-oceurrence of several adjectival components and
their correlation with one another and with free phrases and compounds was taken
into consideration. The distinctive features for the determination of positional
status of adjectival members are: (a) the word order, (b) their suprasegmental cha-
racteristics. Some adjectival modifiers occur in fixed positions, others do not always
follow the fixed order. There are normal a@nd abnormal sequences ol adjectives.
There appear to be three major classes of adjectives in fixed positions:

(1) descriptive adjectives which can be compared and submodified by adverbs
of degree;

{2) colour adjectives with their own submodifiers (they can be submodified
by some other adjectives: fnrense, dark, etc));

(3) relative adjectives, . g. provincial, aguatic, realistic — usually derived from
nouns. They are not modified by adverbs of degree, nor do they occur in posipo-
sition unless they belong to the class of descriptive adjectives.
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There are several minor subclasses with rather complicated restrictions. Thus,
for instance, adjectives such as wuwmiberless, numerouws, countless, etc, exclude the
accurrence of guantifiers and the indelinite determiner a, though they require plural
number in noun-heads.

Adjectives belonging to the group of intensifiers, e, g., mere, utter, very® do
nol select prenominal adjectives and exclude the peourrence of some determiners,

The members of the group of particularizers, e g., ceriain, particnfar, come
ketween quantifiers and other prenominal adjectives, They cannot be submaodified
nor do they ocour in postposition unless they are exponents of the class of descrip-
tive adjectives.

Positional relevance and non-relevance of adjectivals were shown in some exam-
ples to illustrate the difference in mesnings,
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LITERATURE

EWA AUMER’

EUGENE O'NEILL'S EXPERIMENTS IN DRAMATIC STRUCTURE AND
STYLIZATION

It would be a commonplace to point out how much O'Neill's dramatic creativity
contributed to the development of American drama. O'Neill was the first American
to initiate an original American drama and to introduce new styles *, techniques
and dramatic devices to the history of the world drama. That is why O'Neill is doubly
appreciated as the creator of American drama and as successful innovator in dramatic
form.

The whole career of O'Neill as a dramatist can be roughly divided into three
‘periods. The first one, defined by the critics as “romantic naturalism” * or “natural-
1stic melodramas” * contains several one-act plays like The Web, Fog, Thirst, Warnings
Recklessness and The S.S. Glencairn series. They were written by a young man as
o literary account of both his youthful experiences: life on the sea and AMOong sea-
men — a trip to Honduras, a long sea voyage to Buenos Aires; and his reading of
London, Conrad and Kipling. His one-act play For shows the strong influence
of Strindberg’s expressionism in characterization as well as in the mood, A full length
Pplay Beyond the Horizon closes the first period of O'Neill's literary activity, establish-
ing his position as a leading dramatist, for in this play he seems for the first time to
reach the depth of his later masterpicces: a profound tragedy of human illusions.

The beginning of the second period of O'Neill’s dramatic career is marked by
the production of The Emperor Jones — a drama which cannot be compared to any

Y By style iy meant ... an individual or typieal way of language expression. It is o constant
tendency in choice of means of expression ) a set of features characteristic of linguistic construction,
We can speak aboul style in reference either 1o o creative individual (an auther or o poem).., or
to o literary genre (epic, Iyrie, drama) (SmRoTwWINsKL, p. B9,

* Humwy, p, 97

! Woonmunoe, 2, 305,
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existing one. The subsequent dramas are unique as well, and this made the crities
define the second period of O'Neill's dramatic creativity as the period of experimen-
tation, The experimentation can be seen in the combination of several dramatic
styles within one drama (The Hairy Ape), in the modern use of masks (Great God
Brown) and in the use of long asides (Strange Interlude).

Now it is difficult to draw a line between the second and the third period,
hecause O'Neill never stopped experimenting though in his last plays he used
experimental devices which were less obvious and less mechanical than those of
such plays as The Emperor Jones, Great God Brown or Mourning Becomes Electra,
In other words, O'Neill replaced the technique of stressing and pointing out by the
technique of suggesting and hinting at the ideas. As regards the dramatic style,
O'Neill's last plays indicate his return to the realistic style of the first period of his
career as a dramatist. The main difference between the first and the last of O’ Neill's
plays is that the latter contain experimental elements and their mood is entirely
pessimistio, even decadent. Therefore one of the critics attempts to define O'Neill's
last plays as those of a “decadent realism”*. The plays of that period: Ah,
Wilderness, A Touch of the Poet, The Iceman Cometh, Long Day's Journey Inio
Night and A Moon for the Misbegotten will not be discussed in a detailed way
in this paper, since the main emphasis is put on the new experimental elements
characteristic of the second period of O'Neill's dramatic career.

Trying to define the first period of O'Neill's development as a dramatist one can
distinguish three phases which reflect the gradual growth of his dramatic skill, The
first phase is marked by the presentation of Thirst and other one-act plays. O'Neill
here gives an account of what he had read and experienced. Fog and Thirst show
his special interest in Strindberg's method of writing and in the expressionistic
style. Homer Woodbridge defines this phase as that of “naturalistic melodramas”?
taking into consideration such plays as Web and Reclclessness, which are naturalistic
in form (because of the fashion of the time) and melodramatic in substance
(probably due to O'Neill’s liking for “strong stuff™).

The sccond phase in the development of O'Neill's dramatic skill is chiefly
represented by The S.S. Glencairn series. The one-acters from The 8.S. Glencairn
series are much finer that the previous ones because, first, they have a freshness and
a flavour of authenticity as being almost entirely a reflection of O'Meill's own ex-
perience of life in the sea and, second, O'Neill already managed to create his own
form of one-act play. He eliminated the action and presented them not as plays but
rather as a series of interesting pictures taken from life on the sea. Therefore one ol
the critics described these plays as those of romantic naturalism®. Here naturalism
would mean the photographic exactness of presentation, considerably enriched by

4 Hervey, p. 9,
* Woonnrroo, p. 307,
. Crank, p.o 2L
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individualization of language {the use of sea-slang). The adjective “romantic™
undoubtedly refers to the mood of the plays. Even H. Woodbridge, pursuing the
melodramatic elements in O'Neill's works, would describe The S.5. Glencairn scries
as plays of honest and vivid naturalism, unmarred by melodrama,

without doubts, the peak of the first period of O'Neill's dramatic career is
veached in his first successful full-length play Beyond the Horizon, Apart from
the fact that the subject of this play for the first time reached the depth of his later
masterpieces, Beyond the Horizon is important as the first sign of O'Neill's own
“dramatic technique (the parallel between the division of ecach act into two scenes
__'5,:1"& the action of the play).

As for O'Neill's dramatic technique, it soon became evident that “technique”
is not a proper word here, Technique is an established way of doing something, and
O'Neill would always oppose any limitation of a dramatic creative way. Each
of his later dramas would have its specifically own dramatic technique. So in O'Neill's

- case we can speak about dramatic technique only in reference to a particular drama.

In the second period of O'Neill's dramatic activity it is difficult, if not im-
‘possible, to define precisely the style in any of his dramas. The reason is obvious:
the presence of new experimentative means of dramatic expression, not to be found
in any existing style, introduced the element of O'Neill's own technique to any
dramatic style he used. Sometimes the new elements of experimentation became
‘predominant, serving both as a motor of action and a means of expressing the central
jdea of the play. To prove this it is necessary to give a thorough analysis of all O'Neill’s
experiments in drama.

The experiments began with The Emperor Jones — a powerful dramatic study in
fear, The plot is a story about an American Negro, a Pullman porter, who made
himself the emperor of an island. Sensing rebellion, he fled to the jungle where he
was finally shot. The play begins with conventional dramatic form of a dialogue and
it ends in the same way. But the development of action is restricted to the monologue
form which the author uses as a specific form of dramatic expression in order to
focus the entire action on the behaviour of o single character. The powerful factor
that determines the main character's behaviour is the feeling of fear, which intensifies
50 enormously that the phantoms evoked by it interfere with reality.

Apart form the indirect influence on the action of the play, fear is analysed as
A separate phenomenon — a force which causes the gradual regress of an individual,
n_:leasing his unconscious, hereditary superstitions, This process is illustrated by
8IX scenes, technically resembling the method of cinema flash-backs, which are
in fact the product of Jones' fear-paralysed imagination. While the first two scenes
deal with reminiscences from Jomes’ own life, the following scenes show the
psychical regress reflecting the hereditary racial fears: the slave auction and the
primeval tribal life in Africa.

The motif of fear is brought out in full relief by the distant beating of the tom-
toms during the Emperor's flight, The beating starts at a rate of a normal pulse, then
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gradually accelerates with the growth of the Emperor’s fear. Again the beating of
the tom-toms associates in the Emperor's consciousness with the inherited remem-
berance of magic powers and drums announcing the primeval Negro war dance. Here
it should be noted that, apart from the archetypal significance, the beating of the
tom-toms serves primarily as the signal for the rebellion,

The entire play is regarded by the majority of critics as written in the ex-
pressionistic style. Yet the comparison of The Emperor Jones with the Strindbergian
expressionism of Fog makes it evident that O'Neill had already worked out his own
sort of expressionism. He abandoned the Strindbergian typization of characters
and exposed the psychological conflict in the play focussing the action in the psyche
of & man, which is ruled by fear, In Strindbergian expressionism the realistic and
fantastic elements are blended completely, while in The Emperor Jones there is
g sharp division between reality and phantasmagoria. In spite of the division the
unity of impression i preserved due to the uninterrupted and symbolic beating of
the tom-toms:

Summing up we might conclude that O'Neill's very use of the devices which are
not characteristic of the expressionistic style — such as the monologue, the cinema
technique and the symbolic beating of the fom-toms — managed to create an ex-
pressionistic drama just hecause of the skilfull combination of these devices.

The next play, The Hairy Ape, is according to O'Neill a direct descendant
of The Emperor Jones. Indeed the action of The Hairy Ape is focused again on the
psyche of an individual and the author uses again the new form of the eight scene
play, The plot of The Hairy Ape is based on the experiences of Yank, the
gigantic, powerfully built stoker, whose sense of self-importance was destroyed by
a4 millionaire’s daughter calling him a “hairy ape”. Yank began to seek revenge
for being insulted, yet at the same time he was subconsciously looking for a new
place in the world, where he could “belong”, Finally he enters the cage of the apes in
the Zoo, where a gorilla kills him.

The play is an extraordinary blend of the naturalistic, expressionistic and
symbolic styles, On the surface that would sound incredible since the naturalistic
and expressionistic styles would eliminate cach other by their very nature. Yet
it can be noticed that, for instance, in the construction of the character of Yank
these opposed styles appear in a harmonious way, Thus, on one hand, the detailed
description of Yank’s outward appearance as well as the motif of social and economic
factors would suggest the use of the naturalistic style while, on the other hand, the
personality of Yank is quite undeveloped, except for his fdée fixe of wanting
to “belong”, so that he becomes a type. This motif indicates the expressionistic
technique. At the end 'of the play, as in The Emperor Jones, the psychological
regression of the main character reaches its climax: in a very pathetic scene Yank
finally tries to “belong” to apes and thus he ceases to be a character and becomes
a symbol. This final interpretation of the leading character throws a new light
upon the whole play, which eventually may be considered as symbolic, and this
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{nterpretation seems to be the most acourate, for the author himself declared Yank to
be ... a symboel of man who has lost his old harmony with nature, the harmony which
he used to have as an animal and has not yet acquired in a spiritual way...”".
still The Hafry Ape is usvally defined as an expressionistic play. Probably it is
due to the fact that the number of the expressionistic elements is greater than that of
any other style (the typization of Yank, the scene about the human marionettes in
Fifth Avenue, the voices of Yank's mates obviously functioning as the ancient

chorus, ete.) But the central ides of the play is conveyed in the symbolic style,
‘and this style is therefore most important here, The element of the naturalistic

style serves only for a better comprehension of the symbolic character of the
play.

O'Neill’s subsequent play, The Fountain, is a fusion of poetic myth with
realistic action. The plot is a search for a fountain of youth, which never existed.
This search symbolizes the eternal human urge for the regaining of youth. From
the stand point of form The Fountain is a conventional poetic drama with some
traces of symbaolism. Besides, considering the shallow sentimentality of both the plot

and the dialogues, this play has proved that poetic drama is the style which

should have never been used by O'Neill.

This statement is confirmed by another O'Neill’s poetic play Marco Millions,
which describes Marco Polo’s journey to Far East, his indifference to love anel
beauty and his particular concern about money-making. The play can be noted
only for a very cleverly done actualization of its subject. After the play is finished, the

audience discover that Marco Polo is one of them. He sits in the first row and

leaves the theatre with the other people. This trick is arranged in order to
ctiticize the contemporary concern about money.

It is really difficult to say anything about O'Neill's subsequent play A/l Fod's
Chillun Got Wings, for the critics discuss the racial problem. The plot con-
cerns the love between a Negro man and a white woman. Although O'Neill
declared that the motif of love itself was of his primary concern in this play, yet
in fact it is the racial problem that has been exposed through numerous mechanical
devices like the symmetric division between the white and black world, the Congo
masks, ete, Besides, there can be no love, since Ella does not treat Jim as a man,
He is sometimes a little boy for her, sometimes an old uncle Jim and always

A “nigger”.

Since it is difficult to grasp the main idea of the play it is even more difficule
to define the form, which introduces the idea. On the whole the play is written in thi
realistic stvle with some symbolic elements like the Congo masks, which are of
secondary importance and therefore cannot be considered as the elements ot
O'Neill's experimental technique.

Although O'Neill's next play Desire Under the Elms is written in the conventional

T CLARK, p. B4,



naturalistic style, vet the experimental clement is developed in the plot, which is
a madernized version of the Myppolytus-Phacdra-Theseus myth,

Ahbie, the voung wite of To-vears-ald Ephraim Cabot, tries to seduce her stepson,
Eben Cabet, Her plan is to have a child by him and to pretend that it is Ephraim's
in order to nherit the farm after Lphraim’s death, Eben at first resists her, but
finally makes love to her and after a time a son is born to them, Then Ephraim
disinherits Fhen and makes the baby-son his only heir, Eben realises that he has been
cheated and decides 1o leave the farm and Abbie. Abbie, who meanwhile really
falls in lave with Eben, decides 1o murder her child in order to prove her love for
Lben. Finally Abbie and Eben, united by love, are waiting for their punishment.

Most likely, O'Neill's aim was to present the eternal tragedy of love; its
birth, growth and consequences. He did it by enacting a classical tragedy in a modern
setling, Besides ben stands here for any American man who is driven by two
powerful forces: the Puritan denial of life, as represented by Ephraim, and the
pagan acceplance of life, as embodied in Abbie, Eben chooses the acceptance which,
when uncontrolled, has o disastrous effect. Then consideration comes, and the
despair which Tollows ennobles Eben, who s now sure of his love and ready to
take his punishment. Thus the plot, although based on the Greek myth, can be roughly
reduced to the old Christian motif’ of “felix culpa®, which has been very popular
in American literature®,

Surmming up the consideration about the plot of Desive Under the Elms it
would be interesting to enumerate the possible interpretations of it. First: we have
a modernized Greek myth, second . the motif of “felix culpa™, meost likely illustrating
O'Neill's theory of “hopeless hope” #) third : the actual sitnation in America resulting
from the mingling ol different cultures, fourth: the autohiographical motif of son-
mother-father relationship based on the OEdipus complex (son loves mother and
hates father as the rival), and, above all, fifth — the analysis of tragic love, its
birth, development and consequences,

The dramatic style of Desire Under the Elms is entirely and conventionally
naturalistic, while the new experimental elements can be found only in the treatment
ol the plot of the play,

An example of the play being experimental both in plot and in dramatic technique
is provided in Mownring Becames Electra *®, The plot is based on the ABschy-
[ean version of the ancient myth of the Agamenmnon tragedy, which O'Neill
reinterpretated in terms of & modern psychological drama. Ezra Mannon (Agamemn-

F Unwrekmevie, vol 1, p. 137,

* *Hopeless hope" — O'Neill's philosophical theory concerning o tragedy, According to
it life is Luilt on dreams that keep ¢ man “fighting, willing, loving”, Dreams cannot be realizable
by their nature, Pursuing the unattainable, man wills his own defeat. Defeat is a failure, o tragedy
But the strpgple ftsell B o success. The man who is defeated in strugeling against his Fate and for.
the realization of his dreams wing in achieving humanity,

Y2 In order to preserve the unity of impression il is necessary to break the chronological
order in which the plays were wrilien.
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non) relurns from the Civil War (Trojan War) to his unfaithlul wile Christine (Cly-
temnestra). Christine poisons Ezra because she wants to marry Adam Brandt
(OLgistus), so Lavinia (Llectra) and Orin (Orestes) murder Brant in revenge.
Christine commits suicide and Orin, puilt-ridden by her death and by his ince-
stuous involvement with Lavinia, follows his mother’s example. Finally Lavinia,
as the last Mannon, condemns hersell to a lile locked away from the world in
the house of the Mannons,

The principal difference between the Greek myth and O'Neill's play is that
in the myth the action and lives of the characters are determined by the will of
gods and therefore the helplessness of the characters is the essence of tragedy,
while in Mowrnning Becomes Electra O'Neill deals with man-to-man relations only,
without the interference of supernatural forees, thus pointing out that the immediate
cause of the tragedy is man himself,

So the life denving Puritanism of the Mannon family is the source of all
tragedy in Mourning Becomes Electra. Basic spontancous, natural drives, thwarted
by the Mannon denial of life find an outlet either in conjugal infidelity (the love
of Christine and Brant), or in tortured, abnormal relationships (the incestuous love
of Lavinia toward her Father and Orin for his mother). These morally repressed people
nurse in their minds the beautiful dream about an escape to the South Sea Islands,
where nakedness is not a shame and love is no longer a sin, But when Lavinia and
Orin are able to realise this dream, they arc already too sick psychically to be
cured,

Apart from this very general interpretation Mowrning Becomes Elecira may
be analysed as the particularly American play *'. The time of action was chosen deli-
berately; the background of the Civil War between the Northern and Southern states
is parallel to the conflict between the Northern Puritan culture and the culture of the
Southern states which inherited much of the African pagan acceptance of life,
brought over to America by the Negro slaves. These two cultures, as represented by
FEzra Mannon and his wife Christing, are in a constant clash so that they finally
became the intepral parts of an American character, Even today in the perso-
nality of an average American, a want far enjoying life fights with Puritan morality'*.

As for the characterization in the play, it should be noted that O'Neill was
not consistent enough in poriraying Ezra Mannon. The plot required Lzra to be
a despotic, cold, even a pitiless old man, while O'Neill presents us with a tired old
man, thirsty for love and cager to be reconciled with his wife, Thus Christine's
murdering him, which had been intended to be an act of justice for ruining her life,
Was in fact merely getting 1id of an old husband in order to marry a young lover.
In this light Christine, instead of being the vietim of both her husband and her own

Y For this information 1 am indebted to Professor Witald Osreowsks, the head of English
Department in £6d2.
12 Unrermever, vol. L p. 231,
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The motif of hatred between Christine and Lavinia is taken from Llecira
by Sophaocles along with the conception of Electra-Lavinia as the central character
of the drama, Although Lavinia is rather idealized by exposing the strength of her
personality, the consistency and logic of her action and steel nerves, yet she has
some moments of weakness in which she is a real young woman and not a mo-
pument. Her brother Orin, however, is a man of weak personality, torn between love
and duty, not to say a regular cry-baby. Being too weak to resist the dominance
of a stronger nature, he is ruled successively by his mother and by his sister. Orin
has no common point with his great archetype Orestes, the central character of
Abschylean Oresteia.

The construction of Oresteia, however, seems to have influenced O'Neill; the
trilogy: Agamemnon, The Libation Bearers, and The Fwwenides correspond in
Mourning Becomes Electra to Homecoming. The Hunted and The Haunted — three
plays being complete in themselves but linked according to the principle: crime —
its consequences. While this device was taken literally from the ancient Greek tra-
dition in order to introduce the mood of classic tragedy, other dramatic devices used
here represent a certain compromise between the ancient and contemporary world.
The house of Mannons has been built in the Neo-Greek style, which was very
popular in America in the 19th century **. The neighbours commenting on the af-
fairs of the Mannons are actually functioning as the ancient Greek chorus,
but their use of the New England dialect indicates the modern character of the
chorus,

The Mannon homestead is described as having a “mask-like quality” and
each of the characters, especially Lavinia, has the countenance resembling the
mask-like portraits on the walls of their library and expressing the Puritanic
denial of life. The function of the mask, which is to give the most characteristic
features of the persons wearing them, is very similar in this play to their function
in the Greek theatre. In other plays, however, O'Neill makes the mask serve
a dilferent purpose, for instance, in Great God Brown a mask principally hides
the character’s true self, In many O’Neill's plays the masks are really present on the
stage, while in Mowrning Becomes Electra they are only suggested by a special make-
up or by the mimicry of the actors, O'Neill was careful not to introduce here any
obvious dramatic device that would disturb the realistic style of the play. But
even the suggested devices made O'Neill define Mourning Becomes Electra as the
play of “unreal realism”.

Another play which in a sense represents “unreal realism" is Strange Interlude.
The action is concentrated on the character of Nina Leeds, After the death of her
fiancé she divides her feelings among four men, each representing a different
kind of love, One of them, Marsden, would fulfill her need for paternal love, the
other one, Darrel, would be her sexual partner, and the third one, Evans, as her

13 e Plays of Eugene O'Nelll, vol. 11, p. 5,
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husband would give her his name and security. The fourth man, her son Gordon,
is the object of her maternal love. These unusual relations are in fact 4 magnified
personiﬁﬂuliun of every woman's love, which is hete the subject of a thorough analy-
sis. The author wanted to show the complexity of what we call simply love and he
attempted to point out that woman's love is complete when she considers a man to
be simultaneously a father, a lover, a husband and a son. Nina is not a realistic
character, she has the proportion of a superwoman, expresses all demands of her
gex, even more, she is the symbol of the Earth Mother. Other characters seem to
exist only for her sake, to fulfill her needs, to form a context for her.

As far as the form is concerned, Strange fnterlude is the play of unusual length;
it consists of 9 acts. Although it is a play from the formal point of view, it lacks
some very important dramatic qualities: in fact it does not have a climax, although
pne expects it at every moment. The second element is the modern use of asides
which apparently serve for revealing the inner thoughts of the characters. The
function of asides is, however, much wider. On one hand, they create the dramatic
tension by building up a sense of foreboding, or by the threat of saying aloud some
secret things, but on the other hand, the nature of asides itself is already non-drama-
tic, because the action is interrupted and reality is mixed with the consciousness of
the characters so that the effect is rather epical than dramatic. Therefore some of
the critics have defined Strange Interfude as a dramatic novel representing the stream
of consciousness trend'®, the asides being regarded as a mode of self-revelation,
However the majority of critics, Woodbridge included, define Strange fnterlude as
“the new masked psychological drama... without masks", as O'Meill himself’ put
it. This assumption is based on the comparison of Strange Interiude with Great
God Brown, where the characters wearing masks were hiding their true selves which
were revealed only in the moments when the masks were taken off. The crities claim
that the same is true of Strange fnferfude. The utterances of the characters in masks
i Great God Brown would correspond to the ,normal™ utterances in Strange Inter-
ludde, while the utterances of the characters without masks in Great God Brown

would be the equivalent of the asides in Strange Interlude.

. To clarify the problem of masks and their different uses, il is necessary to analyse
Great God Brown where this device plays the most important role, Great God Brown
can roughly be characterized as “a dramatic pacan to man's struggle to identify him-
self with the nature™!?, The plot is the story about a frustrated artist Dion Anthony,
wl}o dies of delirium. His friend, a successful businessman Billy Brown, takes after
Dion's death the mask Dion used to wear. With Dion’s mask Brown is accepted
by Dion's wife as real Dion, for she has known and loved only her husband’s mask
and not his true self.

The play is obviously symbolic, The name of the central character Dion Anthony

e

4 Qren, p. 661,
15 Crank, p. 103,
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has a special significance, Thon stands for Dionysus, the symbol of the pagan accep-
tance of life, while Anthony is St. Anthony, the symbol of the life-denying spirit
of Christianity. The constant struggle of these elements seems to preaccupy O'Neill
for he has alrcady dealt with this subject, as we remember, in Desire Linder the
Ehms and Mourning Becomes Eleetra. These forces struggling in the psyche of Dion
Anthony lead him finally to destruction, The deepening divergence briween the
mask and his true self is an illustration of the struggle. A very sensilive man, he
used to wear the cynical mask of an Arcadian god Pan in order Lo protect himself
from being hurt, After a time the cynical mask of Pan became an integral part of
Dion's persenality and collided with his true self so that he could never regain
inner harmony. His friend Billy Brown, who symbolizes the new materialistic myth
of success, is also in a sense dissatisfied with his true self and finally wins a tempora-
ry satisfaction wearing Dion's mask. Margaret, Dion's wife, and Cybel, a prostitute,
also wear masks, but for quite different reasons. Margaret symbolizes an average
womin, while Cybel (the name taken after the Asian goddes of fertility Cybele)
complements her bath in a positive and negative sense.

Another O'Neill's symbolic play is Lazarus Laughed which is based on the bibli-
cal story, Here Lazarus keeps preaching the belief that death does not exist, becanse
it has been overcome by lnughter, the saurce of life. This play should be noted only
for the use of masks which here represent difTerent attitudes to life, ¢. g, The Joyous
One, the Sad One, The Sceptical One, cte,

Before discussing the plays which form the third period of O'Neill's dramatic
activity it is necessary to analyse the two plays which contain the elements charac-
teristic of both second and third period. The plays are: Dymameo and Days
Without Fnd,

The dramatic conflict in Dyname is based on a three-way struggle in Reuben
Light's psyche. In conflict are: Reuben's instinclive yearning for the security of
the “old” discarded religion of his parents, his disillusioned rejection of that reli-
gion in favour of “facts”, and an almost mystical reverence for the life-force of
Electricity. At the end, under the pressure of a desperate need to believe in something,
these three impulses are fused into an insane worship of' Dynanio. In the final scene
Reuben unites himsell with the object of his worship, throwing himsell on the elee-
trades of the dynamo and is killed.

In Dynamio one can perceive the last traces of the expressionistic style, which had
onee fascinated O'Neill, and which he abandoned in search for a new means of dra-
matic expression, The elements of the psychical representation ol the dynamo and
the construction of the third act, which moves us gradually into the “temple” — the
dynamo room — are much in Strindbergian style resembling The Spook Sonata.
1t is interesting that the expressionistic style in Dynamo does not include the typiza-
tion of charaeters as it had been in O'Meill's earlier plays,

The basic conflict of the play — the struggle in Reuben’s psyche — is brought
out in full relief through the use of asides and solilogquies, In this way the forces
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that produce Reuben’s sell~destruction are revealed. At the beginning of the
play, before the conilict arose, the interior monologues in the form of asides served
to clarily the situation that produced the conflict. But the most important function
of the “interior monclogue™ is Lo point out, analyse and develop the leading ideas
of the play which are: that science and materialism have failed o replace the “old
God” who is dead, and that the blind struggle to find meaning for existence in the
vacuum which has resulted, is the “sickness of today”,

The second play Days Withewt End is different hoth in sy Biect and technigue,
The central contrivance is the introduction of the two conflicting impulses of a single
individual in the form of the separate characters: the man and his visible “alter ego” —
man’s split personality made flesh. John, a very sensitive young man, loving and
possessing faith in life and in God, becomes disillusioned by his mother’s death
and gradually builds up a defense against life in the form of an “alter cgo”, Loving
(bearing John's last name) is the utter antithesis of his name; a cynical man hating
love and life he becomes gradually the alienation of John and then, aceording to
Sartre’s theory of alienation, attempts to destroy the very man who projected him
ta life. Yet finally John finds a renewed faith in life at the foot of the cross— the symbol
of love that transcended death, Loving dies and John Loving becomes a unified
personality again.,

The play, in spite of the realistic elements, is obviously fantastic. The device of
presenting a single individual in the form of two separate characters is as mechi-
nical and artificial as the masks or asides. Moreover, it is not original, having its
archetype in Doctor Jekyll and Mr, Hyde by R, L. Stevenson, The main difference
between Stevenson’s and O'Neill's treatment of this problem is that Stevenson's
version is much more logical and consistent. He never let Dactor Jekyll and Mr. Hyde
appear simultancously, thus pointing out that the struggle takes place within one
personality alternatively. O'Neill, on the other hand, allows John and Laving
to Ia:.:t! at the same time, ceeating thus 2 weird and fantastic maood, which is quite
pointless here, The resolution of the problem by these two authors is also guite diffo=
rent. Stevenson does it in a very logical way : the evil personified by Mr, Hyde gradual-
ly .pljwa:'!s and finally Dr, Jekyll, unable Lo control his personality any longer, c.nmmits
suicide. O'Neill, in spite of the fact that the action of the play leads inevitably to
destruction, constructed the ending very much in the technigue “deus ex maching”,
In the moment, when Loving is about to defeat John, a reunion of these two comes
about. John Loving becomes one personality again, good and innocent as if nothing
f;lij{::;zd-‘ Li‘til.‘w.:i\ an ::l}ding does not sailsf}r Il,hl::.uudic.nuc al all. 7 O'Neill wanted
' t} the L{}:I?\"l.-‘lﬁlll:ul ol the I'Iu.:m. he du_i it disearding the rules of logic and pav-
:’h:;f‘};.mll"["!ci iicwua c:if man's split Ipcrwr]zlltr}' being p‘tursﬂrlniflicd, instead ol exposing

al idea of the play, made it almaost utterly unintelligible.
andﬂf:::;‘:i ::td, {J({}-'ﬁ' Wu!ro.:.rf Ened, in :I:pih: ol the :Eiﬂbmnccs in both []'Ii{‘,' subject
. : yle, have certain features in common, First, they both eontain mechi-
ical devices characteristio of the experimentative period of O'Neill's dramatic
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activitics: the asides and soliloguies in Dyname and the visible “alter ego™ in Days
Without Fnd. The other point is that the main characters in both these plays are
constantly looking for “something to believe in”, Both Reuben and John Loving
rejected their “old” religion and they both regained it, dircetly or indirectly. This
fact shows that O'Neill gives up the fight against fate identified with God and now
looks for a way of reconciliation, pointing out at the same time how useless such
a fight can be, This new attitude as reflected in Dyname and Days Withaut End,
indicates their belonging to the third period of ("Neill's dramatic career, the period
of frustration and resignation,

The third and the last stage of O'Neill's dramatic creativity has been defined

by the critics (for instance R, Whitman®9) as a return to the realistic style. Some .

critics, however, have been more precise and taking into account the mood of
O'Neill’s last plays, have defined their style as that of a “decadent realism™ 7, “Deca-
dent”, because O'Neill's style reflects his frustration about himself and his plays.
Hitherta he had attempted to solve the extremely difficult problem of the man-to-fate
relation and the problem of purposefulness of life. Yet he did not manage to solve
these problems and, what is more tragic, the problem of death that he used to ap-
proach {rom a great distance, became now very near and overwhelming. Thus his
concern with man’s attitude to life in its broadest meaning changed into man’s
attitude to death.

O'Neill’s frustration affected also the formal aspect of his plays. He stopped
using “obvious tricks” such as masks and asides. Instead, one of the most striking
qualities, evident in all of his later plays, is the really impressive quantity of alcohol
consumed in each of them!®. This phenomenon represents the technique which
is to serve much the same dramatic function as the more mechanical devices of
the carlier plays. The use of alcahol serves basically two functions: first it permits
the dramatist to show the contrast between a man sober, with his defences up, and
a man drunk, when his subconscious drives become overt, and, second, it allows
the use of contradictory moods and impulses.

Apart from being merely a device, the alcohol serves primarily to kill the fear
of existence of the characters, who being afraid of life and hating it, are equally
afraid of death and try to find at least temporary escape at the bottom of a botile.

Concluding my consideration about the form of O'Neill's plays, I would like
to explain my dealing not only with the form but also with the substance of those
plays. T think that it would not have been possible to discuss the meaning of any
experimental device or to explain the use of any dramatic style while abandoning
the ideclogical base, which involves the plot of the play and its leading idea. Besides,
the experimental elements can be found not only in the form, but also in the substance
of O'Meill’s plays.

MW mTMAN, p. 157,

YT HEmNEy, p. 117,

18 WHaITMAN, .o 160
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HALIMNA FILIPOWICE

THE IDEA OF FATALITY IN EEJGENE O'NEILL'S PLAYS

At the beginning of the twentieth century the position of the American theatre
was very low as compared to the European theatre. The stage was dominated by
melodramas full of sentimentalism and sensationalism. For example, on Broadway
in the last week of July, 1916, “regular playgoers were invited,” writes Alan
5. Downer, “to see The Heart of Wetona, a melodrama about a while man's love
for an American Indian woman, or Common Clay, a sentimentalized problem play,
or Beay Brommel, a costume romance of the early 19th century in England, or
Just @ Woman, a farrago of domesticity, Hall' a century after Thsen and Strind-
berg, several decades after Chekhov and Hauptmann, and the reformers of the
continental theatres and their repertories, theatre in the United States was still
tied to the dramatic forms and conventional attitudes of the past™!.

The reasons were twolold at least. First, performances were financed by theatre
trusts, and it 15 obvious that conventional melodramas were chosen rather than
plays of any imagination since the former offered fast money to share holders, Secon-
dly, companies of actors touring throughout the States had their repertories ar-
ranged according to the scope of parts a star who travelled with a group would
be able to act, and such a repertory was rather limited,

“During the same weeks in 1916 Tour hundred miles north-cast of New York
City in a little fishing village on the tip of Cape Cod, a group of artists
:_‘-f'f many sorts [...] drawn together by the enthusiasm of George Cramm Caok,
Organized themselves into a theatrical group named the Provincetown Plavers,
They rented a fishing shack, [...] built a makeshift stage, and there produced a one-
act play, totally unike anything that eould have been seen at that time in New York

City™, The plot itself is slight. A sailor is dying aboard ship while his comrade
8its beside him and tries to cheer him up. The important message is in the attitude
L ———

! Dowsen, “The Revolt from Brodway”, The Foram Lectures, p. 1,
2 Ibid,, p. 1.
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of the dying Yank and the reactions of the men around him. A mood, not a plot,
matters most in this genuine piece of writing, nad it appeared to be the most striking
novelty. The title of the one-acter was Bound East for Cardiff, and the author's name
was Eugene 0" Neill (1888-1953), whose plays were soon to establish him as the greal-
est American playwright.

There is ohe leading matif which unites all of O'Neill’s plays and this is an
attempt to explain and to justify human suffering which is rooted in a discrepancy

between what man desires and what he actually gets in his life. Many of O'Meill's.

heroes are romantic dreamers fascinated by the ideal of an impossible beauty bey-

ond the horizon, and all of his power of invention dramatized this contrast between |

dreams and reality.

All those dreamers fail to realize what they craved for—happiness, no matter
whether it meant true, passionate love or sexual fulfillment, to have a home one
could call his own, to make money or a career. O'Neill suggested two reasons why
they did not succeed in their lives. In the first period of his writing it was some out-
side power — God, Fate, Mystery ot a motiveless malignity — that was to blame.
Here belong such plays as his carly one-acters: Thirst and Other Che=Act Plays
(1914) and The Moon of the Caribbees and Six Other Plays of the Sea (1919), Beyond
the Horizon (1920) and Amna Christie (1922). This period (1914 -1933) I would
call fatalistic.

It 1926 O'Neill said to Joseph Wood Kruteh: ,,Most modern plays are concerned
with the relation between man and man, but that does not interest me at all, I am
interested only in the relation between man and God™®. But if we read carefully
his later plays, O'Neill appears to be less impressed by relations between man and
God or any other supernatural power beyond our control, and his interest has
shifted to human interrelations as, for example, in A Touch of the Poet (1936} or
in Long Day's Journey into Night (1940). This period (1939 - 1953) 1 would call
deterministic,

(' Neill's characters live in two worlds: one the outward world of physical reality,
the other, a world of unfulfilled and passionate desires. Since the reality is always
ugly and hard to face, his characters escape into the world of their own imagination
seeking the only consolation possible in hopes and dreams, Their escape is suggested
by the characteristic of the dreamy eyes, The favourite character of O'Neill's plays'
has dreamy eyes: he is an incorrigible dreamer like Poet in The Fog, Smitty in The
Glencairn Plays, Robert Mayo in Beyond the Horizon, or Con Melody in A Touch
af the Poer,

But dreams, hopes and wishes are characteristic not only of those who have
the “touch of the poet” in them. Rose, Yank, Driscoll, Olson, Mrs. Keeney, Chris,
Mat and many other plain, rough people are menibers of the same family of dreamers.
A tendency to dream and idealize is a characteristic feature of human nature, and
it reveals itself especially when a man is under stress,

' Quoted in Gewn, p. 602,
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The playwright’s characters imagine the unreal, and the very impossibility of
the dream constitutes 1ts beauty. The heroes seem to idealize it because it can never
be realized. In their epposition of land and sea O'Neill’s plays describe the two
mutually incompatible forms of this romantic ideal, “In the first, characters dream of
perfect peace and security, freed from all the vicissitudes and hardships of the sea.
In the second, they dream of romantic adventure and discovery, freed from all the
drabness and routine of the farm, One group of dreamers possesses what the other
-El-ﬁujg idealizes, and each imagines the other to be perfectly happy. Bath, therclo-
re. seek escape from reality to an impossible 1deal™,

In Bound East for Cardifi O'Neill described the dream of the dying sailor Yank
of “a farm with a house of your own with cows and pigs and chickens, away in the
middle of the land where youh'd never smell the sea or see a ship™. Olson in The
f}f‘,gng Voyage Home, Chris Christopherson and Mat in Aung Christie express the
same longing for having a home they could call their own. All these dreams are
a natural reaction against the hard and meaningless life on “starvation ships™®
'=:_;L.]_'.LE_.'3{1;[0['S of the plays of the sea complain of.

On the other hand, the people who live on land see all mystery and spell in the
life on sca, and their dreams of “the beauty of the far off and the unknown"" are
‘an eseape from a monotony of every-day life. In the play e Mrs. Keeney is brought
‘to disaster by her faith in a false dream of the dangerous and vigorous life on sea,
:Eﬁjiﬂ.ﬁlﬂ,ﬂ}' Robert Mayo (Beyond the Horizon) is a dreamer who is not reconciled
to the life of the farm, who is forever striving for a life that is more than a fife.

In ‘Mownning Becomes Electra (1931) the dreams of seafaring serve the same pur-
pose a8 in fle or in Beyond the Forizen — they offer a possibility to escape into.
‘the world of peace, security, freedom and sinlessness. But the Mannons do not
wish to escape from stupid, monotonous Homeport as Mrs. Keeney used 1o, or
fram a drab reality of farm-life, like Robert Mayo., What they dream of is to escape
the Puritan Lthic which persecutes them.

' - There is another group of seekers who are eraving for something opposite. They
o not want to leave everything behind and to set off on a quest for what is good
and beautiful. All they need is to belong. Yank, the protagonist of The fairy Ape
_{1911.}, and Cornelius Melody, the hero of A Touch of the Poer, begin their stories
“belonging”, but we can see their dreams being destroyed, At the end Yank real-
izes he belongs “neither to steel — the image of himsell as a strong productive power —
nor to ‘de woild’-society, his last resort is to withdraw behind the barrier and sur
render to the only self-image with which he thinks he can become integrated, that

—

* CanrenTr, p, 07,

8B OMNLL, Bownd Eaxt for Cardiffs in The Long Vayage Home, Seven Plays of the Sea, New
York 1946, p, 49 - 50,

& Ibid,, p. 49 - 0.

T B, O'NuLL, Bevend the Horlzon, New York 1967, p. 9
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of the ape™®. Similarly, Melody's image of Himsell as the zallant officer belonging
to the aristocracy |5 destroyed and when he returns to his tavern after the “duel”,
le is o longer the Major he pretended to be, but the son ol the Trish shebeenkecper
whom he really was,

Fugene O Neill makes muech of the fact thal man cannot go on living without
his drenms and hopes. When a dream iy removed man is unable to live, he dies lite-
rally as, for instance, yank or Robert Mayo, of spiritually, as Lavinia Mannon who
separated hersell from the world, or as Mrs, Keeney who went mad, On the other
hand, however, man might will, desire, have good intentions and noble aspirations,
hut if the forces that controlled his destiny were adverse, all of his dreams would
come to nothing. O'Neill, being “temperamentally a mystic”®, had always been
drawn by the idea of Fate. But his views were not produced by a spontancous com-
bustion. The first glimpse of a mystical faith in life foree heyond the individual
life came from the books he had read. Step by step he developed the idea of Fate
and made it an important part of his philosophy, The writers who seem to be the
mast influential upon O'Neill’s conception of Fate are Nietzsche, Strindberg, Wede-
kind, and — especially — Schopenhauer. ) Neill would always agree with Schopen-
hauer's view of individual human life as the expression of vast myslerious forces
beyond itsell. Fate appeats to be one of them.

Auna Christie, like O'Neill's other early plays, is a fatalistic drama, The real
conflict here is between what man desires and what he gets in life.

Chris Christopherson had long been pursued by the fury of the sea which may be
considered as an embodiment of Fate. His family suffered as well as he, although
there was no mention of hereditary evil or of retribution. All the men in his village
wenl 1o the sea and they wore destroyed by it, The same sca which made widows
of so many women of the village caused Chris o neglect his wife and children whom
he loved. He destroyed his own home not coming back for years. There has been
something that did nol let him come home 1o Sweden,

The house of Christopherson is the inexplicable victim of Fate — not a fickle
fate, nor a blind one, but a sinister one. “The action of the play concerns the disco-
very of an additional vietim of the ‘davil sca’, Chris® daughter Anna, who, although
she was kept far inland in Minnesota, was affected nevertheless by the relentless
evil Torce, And with the arrival of Anna from the Middle West a new episode in
the Christopherson struggle begins, with the sea inexorably drawing its prey 10 their

doom™*,

Anna teviews her past from a [latalistic point of view when she tells how she
became a prostitute, Her tragedy was a result of her bad luck, When, early in the
first act: Chris angrily responds (o the bartender’s prophecy that Anna is - destined
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And everything works cut all wrong in the end™®. But “I'm nol a coward”, he
says, “I'll face my fate™!?,

We cannot take Richard and his rebellion seriously, and the play itself marks
a transition to 'Neill's deterministic period in which he broke with the idea of
supernatural powers interfering with human lives, and gave more place to such
factors as heredity and environment, A philosophy of determinism is onc of the
integral parts of naturalism, The movement originated in France, and it scems
O'Neill was influenced by Zola and other French naturalists rather than by the
American version of the movement, represented by the writings of Stephen Crane,
Frank Norris, Jack London and Theodore Dreiser,

Daris Alexander, the biographer of O'Neill's youth, writes thus: “He spent
hours stretched in the pine-paneled living room reading Zola — Germinal, L’ Assom-
mair, La Terre. He was profoundly impressed by Zola’s vision of the lirge biolo-
gical, cconomic and hereditary forces that sweep individuals to destruction’2®,
From Zola he took over a determinism that would influence miuch of his work
but he never used it in its original form. He scemed to believe in the forces of here-
dity and environment like the naturalists, but his conception of these forces was co-
loured much by his reading of Jung and Freud: O'Neill was especially fascinated
by Jung's fundamental premise — the existence and power of the personal and collec-
tive unconscious. The Emperor Jones (1921) is an example,

The play was writtenin the early period when O'Neill insisted that he was interest-
ed “only in the relations between man and God”, not in the relations between man
and man. But the play implics that in the fatalistic period O’Neill was conscious
not anly of some supernatural power beyond the individual life, but also of a Pay-
F:hit:ul as well as a physical continuity between ancestor and descendant, The play
1s a preparation for O'Neill’s deterministic period in that it points out there is always
a link between man’s actual life and the past of his race.

In Monrning Becomes Electra the influence of heredity and environment, combin-
ed with the existence of the personal and collective unconscious, was presented
more broadly, One of the first questions O'Neill asked himself when he began
searching for a modern manner of treating the ancient Electra story is expressed
in his notes:

“Is it possible to get modern psychological approximation of Greek sense of
fate into such a play, which an intelligent audience of today, possessed by no
belief in gods or supernatural retribution, could accept and be moved by?73,

Elis answer is that the psychological fate, springing from the characters’ psyche,
is the modern substitution for the Greek sense of fate,

VB b, p, 205,

Y Thid, o 317,

20 ALEXANDER, . 162,

A Quoted in Wintier, p. 176,
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Tn the trilogy O'Neill assumes a deterministic point of view — the reasons why
our dreams cannot come true are psychological, inward, and not supernatural,
It is not a capricious fate that determines our actions but our psyche which is a fu-
sion of instinets and feelings on the cne hand, and of social behavicur patierns impo-
ged by the society we live in on the other. The Mannons were always torn by these
two opposite forces: their longing for peace, freedom and spontancous love they in-
herited from the female members of the family, and their Puritan conscicnce they
took from the males. They could hardly find any balance between the two. Underneath
the exterior calm therg surged a deep, fiery, passionate life which might had been
for a time suppressed but was never subdued, Their occasional outbursts of love,
hate or jealousy, though checked on the spet by their Puritan temperance, went
on repeating themselves,

It is difficult to judge whether the Mannons acted according to their moral
code or according to what their passions and instinets drove them to, Those two
forces were inseparably interwoven, Behind all Lavinia’s “pretence about Maother’s
murder being an act of justice™®? was her jealousy and hatred, Christing, her mother,
was faithless to her husband and it certainly offended the Mannons' pride. She
had to be punished. But it was not the only force which motivated Lavinia's actions.
In her opinion Christine has stolen the love of both her father and Brant from her,
and 1t was her aim to deprive her mather of the loye of those two men. Years ago,
Abe Mannon, Lavinia’s grandfather, put David, his brother, and his faney woman
out of the house and then disowned and cheated them out of the share of the business
they inherited. He did so not only because David disgraced the family, Tt was also
his jealous revenge that Marie had chosen David, not him,

Those rigid, stubborn, Puritan men fell in love with women who were completely
different from them. It was Marie Brantome who became the type of a woman loved
by the Mannons, All the women of the family, Marie, Christine and Lavinia to
some extent, embodied all what is usually called womanliness — beauty, a peculiar
movement and grace of a body, vitality, voluptuousness. O'Neill ¢mphasizes the
similarity among the men as well. The father, Fzra, bears the characteristics of
the men which constitute the fate of family —pride, Puritanism, and a strong sense
of wvindietive justice (he was Judge Mannon before he became Brigadier-General
Mannon). Those features are the forcés which alway opposed the women’s longing
for warm feelings and free acceptance, and which caused the inevitable chain of
events,

Lavinia says to Seth: “There is no rest in this house which Grandlather built
as a temple of Hate and Death™*?, This is a fact that Seth understood for he had
already said:

22 E O'NELL, Mowning Becomes Elevira; in Nine Plays, New York 1954, 1. 696,
23 Ihid., p. R22.
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T here's been evil in that house sinee it owas built in hate — and it's kepl
growin' there ever since, as what's ha ppened there has proved™?,

But for O'Neill the Past was not a supernatural power which oppressed the
Present and led to the end of the Mannons, He approached the Past from a deter-
ministic point of view. Abe Mannen destroyed his house and built a new one because
his brother ran away with Marie Brantome, a servant girl in the house, Love, jealousy
and hate were the motivating factors as well as the Puritan way of thinking and
acting the Mannons took from their New England Puritan fathers. For O'Neill
the Past meant inheriting some features of a character and the influence of an
environment, Fate is no longer felt as a capricious power but as the incvitable
outcome of character and the unavoidable condition of life.

The Mannons themselves, however, did not realize that. They felt
there was something beyond their control that determined their lives, but what
it exactly was — they did not know, For Anna Christie men were “poor nuts",
For Cliristine it was God who “won’t leave us alone. He twists and wrings and tor-
turcs our lives with others® lives until we poison each other to death”?5.

Orin Mannon was looking for the explanation, too, and he found out that
“a lamp burning out in & room of waiting shadows” symbolizes “man’s feeble striv-
ing to understand himself, to exist for himself in the darkness. [...] Darkness without
a star to guide us! Where are we going?"?%, Nevertheless he wrote a history of the
Mannons in order to seek the causes of the family [ate in the past.

Mary Tyrone (Long Day's Jowrney into Night) is very close to Christine and
Anna, when she says:

“None of us can help the things life has done to us. They're done before you
realize it, and once they're done they make you do other things until at last every-
thing comes between you and what you'd like to be, and you've lost your true self
for ever''?7,

“Let's [...] not try to understand what we cannot understand, or help things
that cannot be helped — the things life has done to us we cannot excuse or explain'*®,

The three women seem to helieve in Fate, in some supernatural power beyond
our control., O'Neill makes much of the fact there is nothing like it; nevertheless
he made the very belief in Fate influence the lives of his characters, especially in
Mowrning Becomes Eleetra, The result is that they refer all their actions to late,
and secondly, they make themselves subservient to their lot, Since one cannot un-
derstand Fate, it is better not to try even and let things be as they are. Anna, Christine

and Mury give up without even attempting to make their dreams come true; they are
pessimistic in their attitude toward life.

2 thid., p. 822,

LE hid., p. T59,

24 fhid., p.o 837 - 838,
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Long Day’s Journey inte Night is not enly an autobiographical document, It is
also a L‘-ltJILr.I.ﬂll document. The culture is New England Irish-Cathalicism. and itlisthis
that provides the folkways and mores, the characler types, the jnr.urrcim'ifms between
characters and the whele attitude toward life, “Historical accounts of the Irish
national character, even in the medieval and antemedieval times™, writes John l-lcn11'
Raleigh in his essay, “sound remarkably like a deseription of the Tyrone 1‘z1rnEJ:.r"2‘5:jf
According to Raleigh, there are ten historical attributes of the Irish character whicJ;
arc taken up by every new peneration. The Trishmen are “excessively familial; l'muum-
munal; sexually chaste; drunken: turbulent; alternately and .-sinmltun-::mw:ly senti-
‘mental and ironical about love; psychologically obsessed with betrayal; religious-
blasphemous; loquacious, [...] To these nine characteristics should be add,cd i tenth
v__fhfuh wis an emergent, post-famine phenomenon, namely, a tendency f.nwardt
less and latter marriage on the part of young men and a tendency, therefore ‘I‘ur
these young men to remain at home with their fathers and mothers™®?, ’

Since the Tyrones have cut themselves from the society and maintain no social
contacts, their present environment has practically no influence upon their lives
_quurn Aanerican society does not exist for the Tyrones, The motives of ti:.ci::
actions may be traced back to their Irish past, but they are also founded in the cha-
racters themselves, The Tyrones are “uncommunal; sexually chaste; drunken; turbu-
lent; alternately and simultaneously obsessed with betrayal; ruiigl'mrs-h!as;}h:.:maus-
loquacious™ not only because the people of their nation have always acted in this:
way, E:-Im. also because they do not do anything to get rid of their habits and customs
And smc? the Tyrones are most profoundly and primarily committed to the ﬁLmiI;
every action has a radiating effect upon the others. No individual eharacter !mi;
15 revealed which does not have a bearing on the lives of the entire family, They
are always swarming all over one another simultaneously loving and torturing
{:ajch :?Ei1cr. Thus, the two major characteristics which define James Tyrone, Sr, —
hfs :q:sur]incss and his career as an actor — are directly related to the 1111',5:.'.1'5.-' of
his \wa'u: and children. But he was not to blame, He was an end-product of the Irish
famine of the late 1840°s which set off the vast migrations to America and which
caused the land hunger that obsessed him. He was poor from his carliest childhoad
tilmn no wonder he obsessively invested his money in land, to the deprivation 0;'
his family.

The factors that shaped the Tyrones' lives are more complex than the idea of
Some supernatural power O'Neill used in his carly plays. All the Tyrones are doomed
tc.' destroy and to be destroyed. Fach of the protagonists is partly responsible for
his own destruction, and partly a vietim of the family fate. As the play closes, all
the Tyrones withdraw into illusions under cover of the night and the fog wLich

2 Tohn Henry Ravmci, ONeil'y ’ / ; - ;
lictsm, in Gﬁssmc: p. 127, Neill's Long Day's Jowrney into Night and New England Irish-Catho-
O Ihid,, p, 128.
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functions like a shroud against the harsh, daylight reality, As Mary says, the fog
hides you “lrom the world and the world from you, You feel that everything has
changed and nothing is what it seemed to be. No one find or touch you
any more”?,

O'Meill’s earliest heroes, Rose Thomas, Olson, Anna Christie and many others,
failed to realize their dreams becaunse Fate played a trick with them. They are but
puppets in the hands of Fate; they zive up without even trying to win, This influ-
ence from outside was called transcendental fate by Tadeusz Zielifski®2. On the
other hand, in such plays as The Lniperor Jones, Mouwrning Becomes Electra and
in the later plays as A Towch of the Poet and Long Day's Jowrney fnto Night the ex-
planation why the characters do not succeed in making their dreams come true
is more complex. Though O'MNeill denied hé was interested in the relationships
between man and man, in the ahove mentioned plays he does not stop at saying
it was some malicious power from outside that erushed the poor people. The cha-
racters of the plays go on believing it was so but O°Neill makes much of the fact
that the forces of heredity and environment were the motivating factors rather
than simply Fate, In Tadeusz Zieliniski’s words, this type of destiny based on heredity
and environment may be called immanent fate,

But is it a pessimistic view of life? O'Neill says: No. “There is a skin deep optimi-
smoand another higher optimism, not skin deep, which is usually confounded with
pessimism. To me, the tragic alone has that significant beauty which is truth. It
is the meaning of life and the hope. The noblest is eternally the most trapgic.
The people who succeed and do not push on to a greater failure are the spiritual
middleclassers, Their stopping at success is the proof of their compromising insigni-
ficance. [...] The man who pursues the mere attainable should be sentenced to pet
it and keep it. Only through the unattainable does man achieve a hope worth living
and dying for — and so attain himself, He with spiritval guerdon of & hope in hope-
lessness is nearest to the stars and the rainbow’s foot™??,

According to O'Neill, it may be that the individual life is not noble and that
is full of pain and defeat. It may seem that Anna Christie, Christine and Mary
Tyrone were betrayed by life. But they were not. Man must realize that lifc is a
hopeless hope but still a hope. And nothing matters il you can conceive the whole
of life. “Fog, fog, fog, all bloody time” — is the chord of resolution of Anna Christie.
“You can't see vhere vou vas going, no. Only dat ole davil, sea — she knows™ 3%, The
individual — in O'Neill’s opinion — dees not know, but life — the sea — knows. The
ecstatic affirmation of life, pure and simple, is salvation. In the face of defeat or
death or pain, man must be proud of life and must know in his heart that the living

O'NEILL'S Longe Day’s Journey...0. 98
ZiELnsKl, Sofokles..., p.o 171,

B} OOMELLs statement gquoled in Carcin, p 104,
- Anna Chelstie, po 93,
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of life can be noble. O'Neill solves the problem by making explicit what men have
always found to be the cssense of tragedy — the courageous aflirmation of life
in the face of individual defeat. But his characters were not philosophers. All they
wnew was they did not succeed in their lives, and they could not find any way out.
They knew nothing of the satisfaction the very fact of living could bring to them.
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WILLIAM GOLDING'S NOVELS AND THE ANGLO-AMERICAN
TRADITION OF ALLEGORY IN FICTION

“T doubl whether any of our action is really anything
hut an allegory. T doubt whether any truth can be told
except in & parable”.

G, K. Chesterton, The Foet and the Lunatics

William Gerald Golding is one of the most exciting and controversial British
post-war novelists, Sometimes he is even called the most important English novelist
~bf ‘the past fifteen vears. Born in Cornwall in 1911, he has not made his début as
& writer until 1954 when his first novel Lord of the Flies attracted the atfention of
both readers and critics, spon winning popular success. Tt was followed by his five

noevels The fnheritors in 1955, Pincher Martin 1956, Free Fall 1964, The Spire 1965
and The Pyramid in 1967, Mr. Golding's play The Brass Butterfly appeared in 1958,

It is generally agreed that the first five novels, including The Spire, belong to one
family in spite of their individual distinctions. Still the problem “what to call those
novels” is repeated in all eritical opinions, It is obvious that those novels cannot
be read as mere stories, that the literal meaning does not exhaust their contents.
The kind of- writing in which at least two levels of meaning can be distinguished
‘which, apart from the meaning tmphad by characters and story, transfer some deeper,
'~_fn'ore general, and universal trath, is deseribed in terms of symbol, developed meta-
‘Phor, fable, allegory, myth or parable. All those literary terms appear often in the
critical studies of Mr. Golding's first five novels,

Angus Fletcher (1964) tends towards the term “fable”, Luis MacNeice (1965)
Prefers the word “parable”, while John Wain describes Golding’s novels as colﬂﬁq;il
ﬂfﬂiﬂiﬂﬂb in metaphor”t. Leighton Hodson (1969) and Walter Allen (1964) stress

; . War, Lord of the Agonies, from magazine Aspect, Aprll 1963 Chuoted affer Machecn,
B | ?
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the allegorical quality of the novels, whereas Maria Kwapiefi (1967) states that they
are neither fully allegorical nor completely realistic, According to David Daiches®
the novels are symbolic; Mark Kinkead Weekes and lan Gregor (1967) choose
the terms: fable, history and myth, while Golding himself? would like one word
“myth" to be applied in the critical works about his books,

The definitions of the terms in question 1aken from dictionaries, theories of

literature and studies of allegory (Shipley, Cassel, Wellek and Warren, Coleridge,
Fletcher, E. Honig, C. 8, Lewis, J. Huzinga, R. Berry, H. Frankfort, J. Kleiner)
try 1o cstablish the difference between symbol and metaphor and between symbol
and allegory. Symbol implics something beyond the object and idea that it denotes,
allegory is a trope in which the deeper meaning can be read beneath the surface
story. Symbol is rather a single thing or phenomenon on its primary level, while
ullegory develops the surface story providing situation, The external meaning
in allegorical writings is subordinated to the inner contents of the work which con-
sists of the set of constant abstract notions transforried into conerete objects on the
surface level, In allegorical writing the ideal — the inner level of meaning — justifies
the existence of the whole work as its central concept. Metaphor, on the other hand,
substitutes onc thing for another, or identifies two things. For all the explanations,
n controversy over the difference between those terms is continuing and the authors
usually conclude that the distinction, specially in the symbol-metaphor and symbol-
allegory relation, is very difficult, nearly impossible. Fable is most often defined
as a short tale teaching a moral which is ol everyday-wisdom quality, whereas
.parable seems to be connected with religion, namely with the parables of the New
Testament, The surface level of the parables, as that of allegories, is well developed,
it is a story in itself. The definitions of the term “myth" are probably the most in-
cunsistent, What seems gencrally agreed is that myths deal with the problems of
self and the universe, they are archetypal and universal in their symbolic represen-
tation and explanation of events and ideas.

Thus, in this paper, the term “allegorical tradition" is to denote not only allegory
itself, but also symbol, developed metaphor, fable, parable and myth as the scopes
of those notions overlap in many points.

Golding's novels certainly belong to the kind of fiction in which the two levels
of meaning enable to decipher some general universal statements about the nature
of human existence, enclosed in concrete objects, situations and relations. Thus they
should be discussed against the background of earlier examples of this kind starting
with Dante and Bunyan, going through Americans: Melville, Hawthorne and Poe
and their twentieth century followers, then returning to England to Powys and

1 DL Dacnes, A Study of Literature for Readves and Critics, New York, Norton, W, W, and
Co. Inc. 1963, after Kwar®, p, 113,

' F. Konwooy, Interview with Golding, BBC Third Programme Discussion of August, 22,
1956, after Hodson, p, A7

-

Lils]

Malcolm Lowry., What all those writers have in common is the treatment of the
general subjects of Life, Love, Death, Good and Evil, Innocence and Experience,
Guilt and Free Will, Original Sin, the Fall of Man, Damnation and Retribution,
the State of Man and the Mind of Man. Mr. Golding has deait with all those religious
and metaphysical subjects in an original way, his originality lying in the treatment
rather and in using the figurative mode of expression for contemporary life, in
combining it with modern scientific outlooks,

Thus the most important thing about Mr. Golding's novels is their universal and
cosmic quality beneath the level of the surface, more or less realistic story. His
novels are universal in the way that they are constantly vital: the duty of the writer,
according to Golding, consists in emphasising the necessity of self-awareness, of
honest evaluation of one’s life. The characters of Mr. Golding’s novels, the situations
they go through, their feelings and motives are the presentation of the way
towards understanding of the darkness of human heart, of the evil that resides
in human soul. The complete understanding is the only way to salvation but it
is possible only for the chosen few, those who are usually called saints or visio-
naries.

The idea of darkness, Golding’s favourite metaphor is connected with different
human viees in his novels. Sometimes it is referred to as the extreme selfishness
and greed, sometimes it is transformed into power, violence, or the sin of using other
people. The contrast between light and darkness in Golding’s writings is expressed,
in terms of innocence and experience, where intellect and experience, inevitably
associated with the Sin, destroy innocence and bring darkness. The evil of human
nature also consists in its being in no way a unity of body and soul, passion and
reason. Analysing the first five novels by Mr. Golding from these points of view
we may risk a statement that they constitute a complete phase of the writer’s work.
After the general treatment of the colleetive problem of evil in the first two novels,
Pincher Martin begins the drama of salvation or perdition of the individual soul,
the conclusion that neither passion nor reason are enough for living becomes more
apparent, the protagonists go further and further in their self-awareness, the progress
from lack of understanding to illumination can be traced and The Spire is the mo-
ment of illumination.

These faots lead to the conclusion that the first five of Golding's novels do not
belong to the simple story-telling tradition but to the tradition of allegory and relat-
ed forms.

Lord of the Flies, the story of a group of small boys evacuated on a desert
island during some atomic' war, brings us into Golding’s world of isolated situ-
ations and setting, There are no grown-ups, metaphorical suggestions associate
the island with the Garden of Eden bul the state of innocence can be questioned
from the very beginning. The murderous inclinations of some boys are exposed,
the instinet not to kill turns out to be only a taboo and the civilization which h_u.s
established it {s falling down. The world appears a beautiful place but the evil and

5 — Angliea Wratislaviensia 1T
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the corruption start to emerge, the threat, “the beastie” exists somewhere, Only
Piggy and Simon come to realize the nature of this threat. By means of quite different
ways of thinking, rationalistic in the case of Piggy and visionary in the case of
Simon, they discover that the source of evil is in people themselves. The children's
world is only a miniature of the grown up world, savagery is everywhere. A rotien
pig's head in the “holy” place of Simon's meditations becomes Lord of the Flies,
Beelzebub, Evil, the Dark and the Devil and it reigns over the flics in the same way
as evil within boys reigns over their actions; it is an external symbol of the darkness
of human nature which is the heritage of the Original Sin, Simon reaches sclf-know-
ledge which, asin the case of Jocelin in The Spire, cannot be combined with ordinary
existence, Both, Simon and Jocelin must die. Simon is a saint, a visionary, a Christ-
like figure suffering for truth,

The final part of the book constitutes the, so called, “gimmick™* ending so
characteristic of nearly all of Golding’s novels. It consists in a complete change
of a viewpoint, it enables the reader to look more objectively at the situation, it
enforces the vision providing somehow different perspective. And though in Lord
of the Flies rescue comes in the last moment, it is not an optimistic solution. The
world of the grewn-ups is not better, a rescuer is an officer involved in killing. Human
depravity is complete, people avoid the truth about themselves. Lord of the Flies
can be seen as an inevitable fall of mankind conditioned both by the Original Sin
and the nature of our civilization which has not succeeded in changing our evil cruel
instincts and, what is more, gave way to the risc of power and corrupt politics.

The fiction of The Iheritors also points to some allegorical double meaning.
It is the story ol the last ape-men, the Meanderthalers, the People who are destroyed
by the New Men — Homo sapiens with whom we are lineally identical. Golding's
Neanderthal Man is truly innocent and good, his attitude towards life originates
from his matriarchal religion and patriarchal government well balanced between
cach other, And suddenly this quiet, Paradise-like world without the Original Sin
is invaded by the New Men with their violence, drunkenness, cruelty, exploitation,
government based upon fear and the domination of men.

Nearly all the time we se¢ the New Men through Lok’s conciousness, through
the mind of this, in fact, pre-verbal man. It is only at the end ol the novel that we
are given an objective passage presenting the view in an impersonal way. Had this
outward presentation been used all the time we would have never been able to un-
derstand Lok's deep humanity, The final perspective brings us into the mind of
Tuami, the representative New Man, It is revealed that the New Men start to see
that there may be clioiee between good and evil and realize that though they can
kill one another they cannot fight “the Darkness of the world”®, The passing of

YW, Goueing, Lovd of the Figs, London, Faber, 1962, p. 46,
? The term is GoLnma's own consult Keesope, alter Hopsow, p. 35,
* W. GoLving, The Inkeritors, London, Faber, 1965, p. 23.
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Lok and the People and the coming of the New Man conveys the idea of innocence
being killed by knowledge, experience and evil of the New Men's nature.

Pincher Martin, Golding’s third novel, is a story of a drowning sailor of World
War 11 who struggles foe survival on a rock in Mid-Atlantic after his ship has been
torpedocd. But the gimmick ending changes the angle of presentation completely.
Pincher has been dead since the beginning of the novel, the Naval Authorities find
out that he has hardly suffered at all before his death. Thus, the readers are made
aware that the story concerns Martin's torments in spirit in some Kind of after-life
when he is trying to invent his own world in which his ego can exist under his own
control. His imagination is protecting his “sclf” against death. e opposes God, he
would not accept his own extinction. The reasons for his attitude towards himself
and existence can be found in his previous life among people, in his selfishness,
cruelty, using other people as things, imposition of his will on everybody, His idea
of life was “cat or be eaten”, Now, on the rock, his will creates a non-existent world
to prove to himsell that all is under his control. Yet, what he creates is rather a terri-
fying vision of Hell.

Pincher's Week of Creation must stop at the beginning of the Seventh day when
he himself should be created. He refuses to face the truth about himself and ignoring
the fact that this self-awareness is a necessary part-of creation, goes on accusing
some outward power as responsible for all evil.

Pincher Martin is a fallen man; the novel refers to ordinary life, to human ne-
cessity of understanding the truth. Taking a different perspective it may be regarded
as a vision of Hell waiting for every sinner, Among all Golding's novels Pincher
Martin seems to be the most universal, the tragedy of Pincher is the tragedy of
mankind presented in terms of man alone, facing God or Void in a timeless situ-
ation. Martin is Everyman, lie reminds us of Prometheus, Ajax or Atlas, yet he
is not typical, what is more, he is highly distinctive and individual,

Samuel Mountjoy, the hero of Golding’s Free Fall, is seeking to discover how
he his become what he is looking for the precise moment when his childhood’s
innocence was lost. He is attempting to trace back the first conscious choice of his
will which, in turn, influgnced all his future choices. He decides to review his life trying
to undersiand his motives, to solve the darkness which is inside him. Sammy is
also searching for the moment of his self-awareness, for the start of responsibility,
marking the end of innocence.

When Sammy’s moment of choice came, sex was for him the measure of all
things, he chose the physical, abandoning the spiritual, rejecting the soul for the
body. His choice was Beatrice Ifor and he was ready to sacrifice everything. This
decision, wrong because centred on himsell, determined all his future decisions
and he set on falling free. Sammy becomes conscious of the dichotomy in the world,
realizes that the worlds of body and spirit exist parallel to each other. People can

' W. GoLpixg, Pincher Martin, London, Faber, 1966, p. 197.
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change, go from one world to another but the two states cannot be combined:
“There is no bridge"®. Sammy achieves self-understanding but the truth cannot
be adapted to ordinary cxistence,

The Spire is again the novel in the tradition of allegory employing the method
of double meaning or mystical experience. Jocelin of The Spire is the dean of a ca-
thedral who has had a vision and believes that God commanded him to build a spire
over his church. He is determined to fulfil this task though everything is against
him and, in his contempt for all that is not spiritual, he goes on with his work agai-
nst people, against reason, sacrificing everything and everybody, exploiting people,
manipulating them as things. All the tragic events which accompany the construcs
tion of the spire make Jocelin look into himsell and finish with self-deception; he
will admit the truth about his own nature and his motives. After his three confron-
tations, with Lady Alison, Father Anselm and Roger he comes to realize his sins.
In the last chapter, lying on his death-bed, Jocelin achieves selfknowledge. He sees
thit humanity consists in treating people as people, “IF T could go back [ would
take Good as lying between people and to be found there™?. Yet, the whole truth
“What it is to be human” cannot be decoded, it must be experienced,

The solution of human problems of evil, innocence and experience, the balance
between body and soul lies in realizing the truth and that is not available but for
the few. Only innocence is the time of full happiness yet it cannot be combined
with ordinary existence and that is the core of human tragedy,

William Golding comes as the youngest English writer continuing the allegorical
tradition, There arises the question "What is his place in the tradition? What line is
he following?" :

Allegorical fictions from the very beginning of the genre to Golding seem to
be more closely connected with ane another than with any other kinds of contem-
porary fiction in the respective periods. Periods and fashions aside, allegories have
always been concerned with similar ideas, they have always dealt with the nature
of man, Myth, archetypal situntions, and characters serve to represent symbolically
the problems of human existence and destiny. Author's precccupation with an
inner reality determines strong spiritual or mystical character of allegorical fiction
and the writer must be guided by some sort of vision connecled with his decpest
convictions,

This specific approach defines the scope of the themes of allegorical fictions,
‘Thus, in his concern with the salvation or perdition of human soul, which is so clears
ly visible in Pincher Martin, Golding seems to follow the earlier specimens of the
genre, specially Bunyan's Pilgrim's Progress, But while Bunyan provides the direct
teaching about salvation, a moral therapy for a hesitating conscience, Golding's
novels can be described as a warning against the very nature of man’s soul. Unlike

YW, Goroimg, Free Falf, Harmondsworth, Penguin Books Lid, 1964, p, 192,
* W. GoLbing, The Spire, London, Faber, 1964, p. 220,
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 peckett and Kafka, Mr, Golding is not very much concerned with the hope of sal-

yation through the working of grace. Among his characters only saints and visio-
narics can be saved when they realize the evil of the world has its roots in the inborn

il of human nature. _ : R
g In this point Golding seems to be very close to the American writers. In Melville's

Moby Dick and in Lord of the Flies alike the evil in mnn‘is the cause of the oxtml'.nal
~ chaos and all attempts to deny it are futile. Hawthorne’s Ethan :Hruqd alter i]‘r I_f:;
Jong search of the unpardonable sin finds the source of curl"!lp'llﬂn in himself.

~in the case of Jocelin and Simon, this knowledge separates him from other people

- and he dies.

Malcolm Lowry in his masterpiece Under the Volcano also traces the universal

~ evil, degeneration into savagery and bestiality back to the human soul, The world

under Popocatépetl, as that of Lord of the Flies and Pincher Martin is in irnngu_ of
hell, an image of life threatened by constant nightmare of destruction, I:r:,r the fecling
ol i:lll-bi]it}' to escape, by the futility of all human effort to fight against the evil

“celf. In William Faulkner's novels the South has become a metaphor for the human

situation in general. His heroes commit the same sinas Cn!iimin Ahab, Pincher Martin
and Jocelin — they do not regard human beings as ends in the-:m&clvcs t?ut s means,
as things, as property. And this is also an element of the un‘wcrs.nl F\ul. ;
The theme of innocence frequently appears in f’juldings creation, Snrnmy. in
Free Fall speaks about the lost innocence of his childhood, but at the same tgnu
the innocence of the children in Lord of the F.'i'n_ seems very much !:lrcml.'ut'ul.I o;
Golding, innocence i not naturally associated with childhood but it rm:ans nct
of expetience and thus, his Neanderthal Men in The Inheritors can be trul:,lr mno:;n -
Truman Capote's conclusion in Other Voices Other Roafm ur. in The Grass I:;ﬂ
is quite different; according to him the valucal 4.17-1' the children's world are, on the
le, better than those of the grown up world, .
WhOMcluillc's Billy Budd and Scott Fitzgerald's Gatsby are the cm!!odlimnnt ::nf
innocence, they are as unconscious of evil in the coFrupt wc!rld as Golding's Fcnip M
but here we touch a different group of subjects which require @ short intraduetion.
The Puritan habit of looking for some hidden meaning pmmd the way fo;
the symbolism of the literature of American Transcendentalism mltlm ntncleu.mth
century and that of Faulkner, Carson MeCullers and Truman Cnpnt_u in the twnr.uilzn
century, Golding's terms of reference are certainly lhorni: of spccuﬁca!ly Christ n;
writer, but his Protestantism, as that of the American writers -:)It 1I}u m:d-nlnct:entd
century, seems to contain some Manichaean features, The dunlu_mc th?olow :?:n
upon the elementary opposition of light and darkness reflected in the Jlux.ln?os: i 2
of good and evil, the soul and the body, is one of thr.! mast [:hﬂrtmtl.'ﬂlist.lﬁ a}a ul':H
of Golding’s work. As was already mentioned, he ballu\ru.s that man i r;t;tcr ;u cu :
and corrupt, but he does not reject the existence of mul'.thetud and mlod ;
As the Manichees, he sees the only way of liberation of man in his full @ll‘»knnw :;.u.
It is difficult to say whether Golding inherited this Manichacan attitude from his



T

American predecessors: perhaps the sources are somewhere else, Nevertheless in
this point he is clearly connected with the American writers of allegorical fiction,

The idea of oppositional relationship, so prominent in Golding's novels, has
certainly its deepest roots in The Bible where Genesis presents the creation out
of chaps as a separation between light and darkness, Thus, in allegory life is usually
presented by means of the original polarities, Archetypal situations, so characteris-
tic of allegory, also invelve the dynamic interplay of two antagonistic forces, The
basic dychotomy of good and evil represented in terms of fight and darkness is
specially powerlul in American literature (E. A, Poe’s The Mask of the Red Death),
Melville's Moby Dick presents the image of the whale as an essentially dualistic
creature sugpestive of good and evil. 1t is, however, extremely difficult for a man
to reconcile the opposites. Captain Ahab in Maoby Dick, Sammy in Free Fall, Jocelin
in The Spire and Martin in Pincher Martin are unable to balance values, to live
contemplating those opposing concepts simultaneously, Golding’s heroes, living
cither only in the world of physical values (Martin, Sammy) or in the world of
spirit (Joceling, illustrate the author's doctrine of the lack of bridge between the bady
and the soul. Melville suggests that man can be happy only when he accepts his
primitive, physical nature!'?,

In Goldings Free Fall the conflict of the two worlds can also be interpreted in
the modern terms of the two, apparently opposced, outlooks: scientific and religious.
Golding admits the reality and undoubted existence of the two spheres but, here
again, there is no connecting thread; people are unable to combine the values of
seicnee and religion, The very Taet of Golding's treatment of the theme of natural
polaritics in this extremely modern way points to the originality of his conceptions,
to his ability of sceing the classical subject in a new light of our present reality,

Two mutualy excluding forces may take the shape of innocence and knowledge.
The natural illustration of this principle is the juxtaposition of matriarchal and
patriarchal values, but it seems that nobody treated it in so explicit a way as Golding
in The ftheritors, where the female attributes of love, equality, peace, mercy are
counterbalanced by the male authority of the NMew Men representing doubtful
values of civilization, power and conscience,

Edgar Allan Poe’s The Fall of the Howse of Usher s a very sophisticated example
of the principle of antagonistic forces and human effort to return 1o totality, as
the dissociation takes place in Roderick Usher himself, Though in different terms
and showing more extreme and unusual situations, this short story always presents
the same principle that full human life is possible only when totality and the balance
of values are achieved. And Poe, once again, sees the human tragedy in man’s inability
of reconciliation and return 1o onencss.

Thus the allegorical hero is usually invelved in an archetypal pattern of actions
I_emling to _tlm achievement of complete self-consciousness. The hero's awareness is

I Maby Dick the spivitual marriage of Tshmnel and Gueequeg unifies the spiritual with the
physical.

it ¥

growing as the dramatic episodes unfold the cosmic meaning. Those episodes have
formed the guest: a journey ar a battle where adventures and various trials, cach
of them being fraught with allegorical meaning, were to reveal new aspects of the
idea which the hero was representing, and led him to his destiny,

Golding's novels show how the quest, from being a series of external episodes,
turned to the inner process of the hero's complicated responses 1o experience. Yet,
because of the very nature of this quest, the life of the allegorical heroes is built
out of tiny segments completing one another until they create the whole in the final
revelation. As the world of the writers of allegorical fictions is often very complicated,
their heroes ate rarely restricted to represent a single idea and they may have real
human features. Dante’s, Spenser's and Bunyan's heroes are hardly one-sided
characters, bearers of a single meaning. But there always seems to be one dominant
driving lorce in the personality of the allegorical hera, he is usually obsessed -:-.fith
only one idea puiding his life according to some rigid pattern. Therelore, the saints,
the travellers, the characters of obviously demoniac pature!t are the natural heroes
of allegorical fictions. Because of their monomania thay may appear tor stand on
{he verge of insanity, theit visions may be explained by a sort of epileptic state or
drinking.

The typical allegorical heroes, specially those who are brought nearest to th_e
stage of revelation, have usually something very peculiar about them, thus, 1'1::1::!*31' s
able to recognize “what™ the hero is by his clothing, his actions, the symbolic ps:.-
raphernalia he carries, The first descriptions ol Bunyan’s Christian, of I-liav:'L]mIrnc 5
IHester Prynne, Poe's intruder in The Mask of the Red Death and Golding's Simon
are very meaninglul and prophetic, they allow to predict certain events as they are
presenting the hero as a missioner.

Some nineteenth and twentieth century allegorical heroes seem o have gone
very far from Bunyan’s Christinn who was imitating Christ’s pattern of sul'f{.-‘ringl in
arder to get his heavenly reward. Poe, Melville and, above all, Fuulkner and (_'Hl:rld'll'lg
created a monstrous egoist remaking the world in his own image and then b:'mgulng
everything to destruction. In the same time there alviously exists the lrudi!inn which
can be traced back to the Medicval literature, of the allegorical hero being Every-
man and of his inner world standing for the experience of mankind'?, The modern
allggorical hero has the altributes of liveryman without being typical. e'l'.]fhnugh
very specific in character, the tragedics of Lowry's Consull. l-‘uulklnurl’s idiots or
Golding's Pincher Martin symbolize the drama af mankind, their inner wc:rld
stands for the universal experience. Representative, however, docs not mean typical
and what is more, the apparent distinctiveness of these madern heroes has hecome
the basis for great universal metaphores, The modern allegorical heroes are Every-

1 gee the discussion of the demonine agent in allegorieal writings b:.rl FLETCHIT,

12 Phe fdeas: of an allegorical hero being presented as o misslonary, his being Everyman nn::l
the frequent wse of the drcam deviee are discussed by Honig, Medicval allegorics and Kafka's
novels serve ns exnmples,
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men very much in the twenticth century context, they are specially representative
of the problems of the contemporary world.

The principle of Everyman is connected with the modern allegorists’ concern
with the problem of identity which in some works has become the central point of
the story hinging on the “Who am 1"? question. This idea is very explicit in forcign
authors: Ihsen (Peer Gynt), Kafka and Beckett (Malone Dies) and it seems to have
influenced Golding, becoming very powerful in Pincher Martin®,

The nature of the allegorical hero determines his being an cstranged’ and solitary
man, alienated from his society or, in the most extreme cases, shut out from the
world. The problem of alienation of the character became very prominent in the
ninetienth century American fiction, to mention Hawthorne’s Ethan Brand, Melville’s
Moby Dick, In the twenticth century this problem is reflected not only in the works
of the Americans: Faulkner, Scott Fitzgerald, Carson McCullers and Truman Capote,
but also in Kafka's novels and Beckett’s plays. Golding’s main protagonists are
no less solitary than these of Beckett; Pincher Martin even recalls Malone in that
they are both completely isolated and stripped of everything.

Without even undertaking the traditional journcy Golding’s heroes are involved
in a sort of an inner guest revealing the force which is directing their existence.
In the same way as the American writers and his great predecessor in England,
Lowry, Golding makes his heroes both representative and individual, alone and
fighting for their identity. And here another interesting comparison can be made,
In the general outline of his novels, specially in The Spire, Golding seems to approach
very closely Melville’s pattern of Moby Dick as far as the theme, characters and
the nature of the symbols are concerned. There appears to exist very clear-cut pa-
rallelism between the protagonists of the two novels. They both seek to impose
their will on the outside world. Being driven by the obssession, Ahab — of killing
Moby Dick, Jocelin — of building a spire, they do not want to acknowledge the
madness of their resolutions. Ahab's crew and Jocelin's builders realize the folly

of their leaders but they are overcome by their deception and their power of will,
Ahab and Jocelin sin against God and men exploiting other poeple and manipu-
lating them as if they were things. Ahab refuses to help in the search for lost sailors
because he is afraid that he can lose the track of the whale. Jocelin does not hesitate
to sacrifice Goody when he sees her as a means of keeping his master-builder at
work. In their desperate pursuit of what they consider the greatest benefit for the
world (Ahab wants to sweep cvil out of the world by killing the whale — the incarna-
tion of evil for him; Jocelin imagines his spire to be the only good thing in the world)
they trample human values and make use of the evil means. Moby Dick and The
Spire provide multiple possibilities of interpretation of their central symbaols which
are contained in the titles of the novels. Thus Moby Dick and the spire stand for

'* Pincher Martin is asking himself, “How can 1 have a complete identity without a mitror?. .
Iam in danger of losing definition", Golding, W.. Picher Martin, pp. 131 - 132,
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goodness, innocence, purity, religion, virtue, divjnitly, magniﬁucncc,rjjay, supremacy,
on the one hand, and for vice, death, terror and evil, on the atlher. T'hus the duah.tiy
in the whole world is reflected in those symbol*sl z:n;l, as mar_: 15 unable to reconcle
the opposing principles thase symbols hold different meanings for the nmnoma(;
niac heroes and for the objective onlookers. In the final moment botlh Ahab an :
Jocelin find the courage to face the truth abm]i. themselves. Yet -Gﬂldll'lg has_ gone
further than Melville in leading his protagonist t.awat‘ds the universal revelation.
Jocelin creates himself anew on his death bed, having nndcmtunfl ﬂ?ﬁ deepest mcn;:-
ing of the word “humanity” and sceing the essence nf.gnad life in Ibalazlc;rng.t e
original values. He cannot live with this know]edge. He dies. The alppm_ent. i :n.}tm:
in the treatment of the central symbols by Gnld{ng _aud hyIMu;flwlI; lies in t L‘h:lc
that Jocelin has succeeded in creating the spire whn?.hr:s standing in spite of everyt ;g
while Ahab did not kill Moby Dick. Yet on examining the problem one more par r«
fel is revealed, as both the symbols survive after l.hey have l.:rruug:ht upon the self-
awareness, and then — death of people whose lives were m!I.crlmked‘w;ﬂ? tlfifmi
The allegorical heroes usually create their own worlds.whmh- makq_. t mrf] eas
stand out more clearly. There are the worlds with unspccu!ied d:mu:lnsmns o 'u;nc
and space and for that reason thery require some sort of Imtrodugﬂqn. N-:;L m.:;
quently this is done by means of the dream device. Dream is u_scd in ma:y s8i :
and modern allegories. The allegorical narrative may :1I+_'.o be introduce i.:-y n:ln:a;\il
of a certain symbolic emblem as in Melville's Mab;f Diek or Hﬁwthom‘o sLScared
Letter. Tn The Spire the model of the cathedral dcscnbc-:_l fut the very b.?i,n:im;fn::e :
recalling a man suffering and crucified delineates Icrr:a!m 5 fatr.-'. Gult-lll;lg.ﬂm :
Martin begins with a pointed episode of a little figure in a glafs jar wl:uc |;h recue
in the course of the narrative, serving as a symbol of the hcrc_. s situation. The sabrer;s
device is used in Free Fall when the incident with Minuilc wlymi? .Safmmy rcme;a] :
from his school days, occurs again after several years durmg_ his visit in the m::ntd 13'“
pital where he has come to see Beatrice. Thus the dream device, the clmbiem!;..an \:;ich
specially chosen episodes open the self-contained worlds of allegorical ficl;i?ns,ﬂ i
does not necessarily mean that those worlds are vemoved very far from re:1a ity. : i ?
contrary, they usually have an immediate reference to the wc!rld of universal e:tp:b
rience outside them. In the great American novels of 1h¢_nmu1.u:nth mnt;_ry, £
action is rarcly placed in the contemporary world and, pu:ss:bi_v, timeless a?_;g 1i|p'a :
less situations are chosen. Something similar happcnslm nlearly all of 2 mfhe
novels, but they certainly serve as parables of human Sltgatmn tqday. I..ar :{ad}r
Flies approaches Kafka as its implications all;nl: :1? read it as a frightening p
r modern socicty, displaying the image o ¥ _ ; :
= oﬁunlding pmvides}thc most extreme examples of isointmnlpnssmlc,l yv.:;t 1::[[ h:;
novels strictly refer to the present situation of our wurld: H;s‘nllf:@p:nru:i:1L ! Df}'ﬁﬁ
expression does mot oppose a realistic account n:.‘rl' .“]e universe; by mea s
symbolic method and without imitating life as it {s, he ach_levcs _th.e rc'; l:ﬂ o
of presenting the things of everyday acceptance in new  dimensions,
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layer of Golding's novels is so rich that it muy seduce the reader away from the
decper message contained in it. But like Dante, Spenser and Bunyan before him,
Golding oficn gives a commentary on his own aims',

Golding's preocenpation with universal themes, his unfailing interest in an inner
reality, in the idea of good and evil in the world and in human soul, his concern
with the problem of the oppositional relationships and archetypal situations, as
well as his treatment of characters and setiings, and, above all, the religious vision
of the world in his novels prove that William Golding is the writer of allegorical
tradition, The way in which he is dealing with the subject points to his alfinity with
the American writers of the midnineteenth century, especially with Melville. Certain
features of his work show him as a true descendant of the old moralities and of
Bunyan's religious allegories. Among his contemporarics he seems nearest to William
Faulkner in America and to Maleoln Lowry in England.

Golding’s novels present the new possibilities of dealing with the oldest ideas,
the relevance of the universal principles (o the contemporary world, And thus,
Golding's interest in civilization, political power, science, alienation of the modern
man, is reflected in his work. His novels have at once the qualities of the oldest book,
where conscious artistry is often replaced by an art of discovery, and the very modern
spirit of personal vonlession. His apocaliptic visions of the world serves to transmit
the eriticism of the contemporary,

William Golding is concerned with the problems which are alien to definition,
accordingly, in his novels, which form a sequence from Lord of the Fifes to The Spive,
explanations have given way to explorations and a parable of human condition
hits become o myth of the sell and of the universe, the quest after the revelation of
the truth.
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