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LANGUAGE

JAN CYGAN

FPROBLEMS OF GRAMMAR AND SEMANTICS — I
ENGLISH NOUN CATEGORIES*

In a language text we have to do with relations of two kinds: inter-
nal and external. Internal relations are the dependencies between ele-
ments of the text itsell: they are formal, grammatical relations. Exter-
nal relations are 'dependencies between elements of the text (and their
formal relations) and the non-linguistic elements of situation (reality):
these are semantic relations,

Both types of relations are the concern of linguistics and must be ac-
counted for in linguistic description, bul one of the axioms of contempo-
rary linguistics is that categories of deseription should be based on for-
mal criteria (such as have their exponents in the, phonic or graphie,
substance of language) rather than on notional criteria, Therefore the
internal linguistic categories are defined first, and only after their for-
mal properties have been examined, can we proceed with discussion of
the external, semantic meanings of those categaries,

We say ‘semantic meanings’ and not just 'meanings’, because 'form’
is also meaningful in language. Formal (grammatical, structural) meaning
can thus be opposed to semantic (situational) meaning, but an opposi-
tion of ‘meaning’ and form’ would be a false one. The moment such an
opposition between form and meaning is established, meaning iz bound

e

* I am indebted to 7.C, Catford for most of the material used for this exposition.
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to be considered as something extra-linguistic, independent of language.
Such a view has led in the past to attempts at defining linguislic cate-
gories on the basis of the concepts thal they were supposed to express.
As a result of baszing linguistic descriplion on notional (logical) ecatego-
ries, grammatical categories were introduced which did not exist in the
language under desecription, since they had no exponents in linguisiic
substance, Instead of looking for definite exponents on which to base their
grammatical categories, grammarians would reject formal eriteria alto-
gether and replace them by notional erileria, Hence such deflinitions as,
e.g. that mouns are words referring to persons or things. It would follow
from such a definition that departure refers to a person or thing, while he
does not, It would also be rather difficult to explain, on that basis, why
multiplication is a noun, while somebody is not.

On the other hand, exclusion of semantics from deseription would
also be wrong, since all linguistic analysis is a study of meaning, and
linguistic description without a consideration of meaning would be im-
possible, The point is to assign semantics its proper place in the descrip-
tion: semantic (siluational) meaning should follow formal description.
And above all, the two types of relations have to be kept apart. Many
complications encountered in grammar textbhooks are due to a confusion
of grammatical and semantic problems.

The lollowing remarks are an attempt to scparate those two kinds of
problems in the domain of the word class of noun in English,

The English moun distinguishes three grammatical categories: num-
ber, case, and gender. We shall discuss them below in that order, trying
to separate in each case grammatical and semantic problems, We will,
of course, restrict ourselves to the most general remarks, since the aim
of the present article is not to replace a grammar textbook but rather
to elucidate the problem [rom a theoretical point of view,

THE CATEGORY OF NUMBRR

(@) Grammar

The overwhelming majority of nouns in English have two number
forms: Singular and Plural. The singular form may be regarded as a
base form, the plural form as derived, since it is formed from the singu-
lar e.g. by adding an inflectional ending (book - books, o - oxen), or by
a change in the root vowel (foot - feet, mouse - mice), ote. Details con-
cerning the formation of plural in particular cases are given in grammar
textbooks, and will mot interest us here; we will only point out that the
most frequent plural inflection is the morpheme {s} (with its allo-
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morphs), so in what follows we will label the singular noun form by N,
and the plural noun form hy Ns.

Formal exponents of the plural, however, are not alwawvs, and not
only, inflectional endings (or other types of inflection) perceptible in the
noun form itself. The exponents can be found, above all, in the surround-
ing context, and consist in mulual expectancies between particular
nouns and certain verb-forms, pronouns and determiners, This is im-
portant particularly in the case of nouns having one form only (e.g.
sheep), such form being grammatically neutral, since it may refer to both
singular (5) and plural (P), unless occurring in a definite context, e.g,

These sheep are not white; they are black. (Plural)

Here it is the conlext, and context only, that tells us that the form
sheep refers to plural. This is shown by

(1) the determiner these preceding it,

(2) the verb are following it,

(3) the pronoun they replacing it

We can see, then, that the exponents of the category of number in
English are the following:

(1) determiners: (S) this, that, each, one ...
(P) these, those, many, two, three, ete,
{S) he, she, it
(P) they

(2} pronouns:

(3) verbs: (S) is, was, has, does, -5
(F} are, were, have, do, —
{4) nouns: (S) N (book, ox, foot, ete.)

(P} Ns (books, oxen, feet, ete.)

As can be seen form the above tabulation, number-forms of nouns are
only partial exponents of number. But — with rare exceptions — the
category is formally manifested every time a noun occurs in a gentence.
Such ecategories have been termed by B.L, Whorf 'overt categories’ or
‘phenotypes',

We have said above that some nouns have only one form. In the
absence of a formal contrast N~-Ng, this unique form cannol properly
be labelled either ‘singular’ or ‘plural', It is, however, of practical value
to label those forms which resemble singulars (without the typical -8
ending) as ‘pseudo-singular’, and those which resemble plurals (-s end-
ing) as 'pseudo-plural’. They will bo represonted by symbols in inverted
commas: 'N' and 'Ns', respectively.

* Whorf, Benjamin L, "Grammatical categories.” Langunge 21 (1945), 1 - 11, (Re-
printed in Languege, Thoupht and Reallty: Selected Paperg, od, by John B. Carroll
New Yorlk: Wiley, 1966, pp, 87 = 101),
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On the basis of the above mentioned exponents, English nouns can
be classified in several groups, depending on

(1)} how many forms they have, and

(2) what their grammatical meanings are,
{(By ‘grammatical meanings’ are meant formal correlations with the cor-
responding exponents of number, enumerated earlier).

I. Group One includes nouns having one form (thus 'pseudo-singular’
or ‘pseudo-plural’) and one grammatical meaning only. Since, as already
shown, the noun form itself does not infallibly indicate the grammatical
number, four cases are theoretically possible, viz.

(1) Form 'N' — meaning 5,

e.g, furtiture, information, knowledge, progress
cf, This information is good,

(2) Form 'N' — meaning P,

e, cattle, clergy, police;
also adjectives in noun function: the poor, the English
of. These cattle are good.
(3) Form ‘Ng' — meaning P,
e.g. riches, scissors, shears, trousers
cf. These trousers are good,

(4) Form 'Ns' — meaning S,
e.g. billiards, measles, news, phonetics
(and other names of sciences in -ics)
¢f. This news is good.

II. Group Two also includes nouns of one form only, but expressing
two meanings, singular and plural, There are two theoretically possible
cases; '

() Form 'N' — meaning S or P,

e.g. sheep, deer, salmon (and other 'fishermen’s fish'),
heathen, Swiss, Chinese
cf. This sheep is good./These sheep are good.
(6) Form 'Ns’ — meaning S or P (S/P),
e.g. series, species
cf. This series is good./These series are good.

III. Group Three includes nouns with two forms and two meanings.
Two cases have 10 be distinguished:
(7) Form N — meaning 8, form Ns — meaning P,
Here belong the overwhelming majority of English nouns (regard-
less of the way of forming the plural), e.g.
book, art, man, house, goose

English Nown Categories 9

cf. This book is good. These books are good.
The other, much rarer, case is where
(8) form Ns = always P, but form N = S/P,
e.g. Jish, lon, duck (and other nouns referring to 'game’ animals
or birds not in class 5),
cf. This fish is good. These fish are good;
but also: These fishes are good.

IV. Group Four includes nouns with two forms used in there mea-
nings, namely:
(9) Form Ns=always P, but form N=8 or semi-P
(in the 'semi-plural’ the noun-forms and determiners are singular,
but the verb-forms and pronouns are plural),
e.g. class, group, committee, army (and other collective nouns)
cf. This group is good./This group are good;
and, of course: These groups are good,
One might postulate one more group, which would include nouns with
three forms and two numbers, e.g.
(5) penny (F} pennies / pence,
index indexes / indices, ete.
It seems, however, that we have to do here with nouns used in different
situational meanings; the problem should then rather be discussed under
semantics.

(b) Semantics

It is important to distinguish between grammar and semantics. If a
foreigner pointing to a picture says “Here are three objects, Should 1 say
‘These are three pennies’ or ‘These are three pence'?” the answer is
"The objects are coins. Therefore say pennies,” This is semantics, not
grammar, If, pointing to another pieture, he says "Here are some ani-
mals. Should I say "This cattle is in the field’ or 'These cattle are in the
field'?” The answer is "The word you are using is 'cattle’. Tt belongs to
Number group I (3), and therefore has Plural concord. Say 'These cattle
are..' " This is grammar not semantics,

The number categories can be correlated semantically with the "nu-
merosity” of things in the situation, but there is no exact correspondence
between the grammatical and the semantic categories of number. Gene-
rally grammatical singular refers to one referent in extralinguistic rea-
lity, and plural to more than one. More exactly, Singular refers
either (a) 'generically’, to the class referred to by the moun as a whole,
or (b) 'specifically’, to one member of the class:

Plural refers to more than one member of the class.
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‘Somi-Plural’ mentioned in group I'V (9) refers to the constituents of a

group which iz itself one member of the class referred to by the noun,

cf.

(8) The/A commitiee has been meefing (reference to one member of the
class referred to by committee)

(P) (The) commitiees have been meeling (reference to more than one
member of the class referred to by committee)

{semi-P) The/d committee have been meeting (reference to the consti-

 tuent members of a group which is itsclf one member of the class
referred to by commiltee),

Another semantie problem is raised by the plural forms of Group 111
(8): duck/duecks, However, these are not number distinetions, since the
two forms are equally plural, both grammatically (requiring a plural
verb form) and semantically (referring to more than one specimen of
a class). The problem is one of collocations: the N forms refer o a situa-
tion relating to hunting, shooling, ete, the Ns forms refer to other si-
tuations, of.

(a) Duck is good to eat. (S)

(b) Dudk are plentiful on the marshes. | (P)

(e} Dugks are plentiful in the market, I

For items in group (I - 4), which have only one number, the guestion
of a semanlic distinetion between {reference lo) 'one' and (reference to)
‘more than one' does not arize at all. Each of these has only one form
which cannot be correlated with either type of mumerosity'. In other
words, where two number forms (the book is/the books are) are availab-
le, the speaker must make a choice, This choice is determined semanti-
cally (situationally) by the numerosity of books relerred to, But in the
case of the cattle are there iz no alternative, and the numerosity thus
cannot be a relevant feature of the situation; cattle is grammatically
plural, but semantically ncutral with reference to numerosity, That is
why there are disagreements between English and Polish in the case
of the grammatical concord of some of the so-called singularia and pli=

ralia tantum, of. E. cattle (P) — P, bydio (), ete,

THE CATEGORY OF CASE

fa) Grammar

The English noun dislinguishes formally only two cases: the “com-
mon case” (N), and the “possessive case”, marked in writing by an apo-
strophe with or without s, hence our symbol N'. Both cases have similar

English Noun Categories i1

syntactical functions, bul differ slightly in their functions in the Nomi-
nal phrasze,
(I) Both N and N’ can oceur as modifier before a noun, e,
a lady doetor, a chicken liver (INN)
a lady's doctor, a chicken's liver (N'N),
(II) But the noun in the possessive case can oceur in the plural in
such structures, while the noun in the eommon case cannot, e.g,
the ladies’ doctor, the chickens' livers

but not j
o *the ladies doctor(s), *the chickens liver(s).

(IIT) Similarly, in groups with the modifying noun in the possessive
case an adjeclive may be inserted between that noun and the modified
noun, but not in groups with the modifying noun in the common case, ef.
the womuan’s old doctor (N'AN)

but not
L sthe woman old doctor,

(IV) If, however, the adjective occurs before the whole structure, the
division into immediate constituents is different in each case, viz,
Wit th.e old woman's / doctor ((AN)N
the old / woman doctor A(NN).

The possessive case is most commonly used with nouns referring to
human beings but it exists potentially for all, though for some its use
1s heavily restricted collocationally or stylistically, e.g. a boat's length
a hair’s breadth, a stone’s throw, an hour's walk, yvesterday’s nc:cuc'.u:ﬁ'r‘c,j
at his wit's end, out of harm's way, his heart's content, the mind's e:.re:
htis money's worth, life's journey, England's interests, April's showers,
ete,

(b) Semantics

The only semantic contrast belween N* and N in the same position can
be observed in nominal groups of type (I} above: N'N vs. NN, In both of
Fheam the first N has adjectival function (is replaceable by A), but there
15 a semantic difference bolween them,

In NN the second N refers to (a momber of) a class which is also
{a }:’nelmher of) the cls_uss referred to by the first N: a lady doctor is a doctor
;uhi:i{]:nu}sn?egt;fldyr a chicken liver is a liver which is also a specimen of

_In NN, N refers to (a member of) a class which is related to (a mem-
ber of) the class referred to by N', In other words, in the structure NN the
tvfo classes relerred 1o by the nouns are overlapping or co-extensive: in
NN the two classes are related but not necessarily overlapping, TI:ma
a lady's doctor is a doctor who is related (professionally or otherwise) 1.1.;:
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a lady, but the doctor himself may be a man, and thus excluded from 1:1}&
class referred to by ludy. A chicken's liver is a liver which is related in
some way to a chicken, but it could be, say, a beef liver, which the chicken
is to eat, and thus excluded from the class referred to by chicken.

The above semantic considerations explain the observed syntactic pe-
culiarities, namely a close connection in the case of NN (no possibility of
plural form or separation of the elements), and, conversely, a loose con-
nection in the nominal phrase of the N'N type.

THE CATEGORY OF GENDER

(a) Grammar

The category of gender in English is different from the two above
mentioned categories in that it is not manifested in every occurrence of
a noun in a text, but only in some instances, This is o, because the carrier
of grammatical gender in language is normally the adjective whose ?a—
radigm has the corresponding gender forms, But in Englizh the adj?ct}ve
form does not distinguish genders. The whole problem of distinguishing
the gender would then be non-existent, if it was not for the (rather fre-
quent) necessity to replace the (singular) noun-form by a personal pro-
noun. It is in such cases only that the category of gender is revealed; this
is termed a ‘covert category’ or 'cryptotype’ in Whorf's terminology. .

Exponents of the category of gender are then mutual expectancies
between particular nouns and the gender pronouns he, she, it. There are
seven ‘gender’ classes of nouns in this sense:

(1) replaced always by he

e.g. man, father, actor, boy-friend, John
(2) replaced always by she
e.g. woman, mother, actress, girl-f riend, Mary
(8) replaced by he or she
e person, parent, student, friend, Evelyn
(4) replaced by it
e.g, cake, box, insect, nature, faith
(5) replaced by it or he
e.g, bull, ram, cock, horse
(6) replaced by it or she
e.g. cow, ewe, hen, mare;
boat, car, train (and other names of machines),
England (and other names of countries and places),
Nature, Faith (eapitalized abstract nouns).

English Nown Categories 158

(71 replaced by it or he or she
e.g. child, baby, dog, cat,

Note, Since the whole classification of gender, as a covert category, is
based on the replacement (substitution) of nouns by corresponding pro-
nouns, it is consequently necessary to distinguish in class (4) certain mi-
nor, also cryptotype sub-classes of

(a) place names, and

(b) nouns referring to times (names of days and months, dates, clock-

-limes, ele)
Both sub-~classes are marked by avoidance of it after prepositions,
In sub-class (a) at it, in it, etc. are replaced by here/there,
e.g. This iz London, I live here, not: I live in it.
ef. Thisis my house, I live in it.
In sub-class (b} at it, on it, etc. are replaced by then, e.g.
We meet at six o'clock. I'll see you then,

{(b) Semantics

English gender is usually said to be 'natural’, i.e. the selection of re-
ference pronouns he, she, it is said to be determined by the (real or postu-
lated) sex (or absence of sex) of the referent of the noun,

Up to a point this is true. It is true that with nouns of multi-pronoun
concord (classes 3, 5, 6, T) the selection of a particular pronoun in a given
situation is largely determined situationally, ie. semantically. (But the
selection may be partly stylistic: of. England ... it/she.)

The principal situational features which determine the selection of
pronouns where a choice exists are:

(i} the real or presumed or postulated sex of the referent of the noun;
(ii) the speaker’s interest in, experience of, relation to the referent of
the noun;

(iid) the speaker's knowledge of the hearer's relation to the referent of

the noun;

(iv) the speaker's relation to Lhe hearer.

In one-pronoun gender groups (1 — he, 2 — she, 4 — it) the gender is
purely grammatical: pronoun selection is decided by the moun and the
speaker has no situationally determined choice to make.

In two-pronoun gender groups (3 — heflshe, 5 — it/he, 6 — ft/she) the
membership of a given noun in group 3, 5, or 6 is grammatical; the selec-
tion of a particular reference pronoun within each group is semantic.

In class 3 (he/she) the situational determining factor is the actual or
presumed sex of the referent of the noun, In situations where the sex of
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the referent is unknown and mnot inferrable, there is a preference for
he, a.g.
Send for a doctor. He will tell you what to de,

The semantic ambiguily is sometimes evaded by use of he or she:
this is pedantic. On the other hand the plural pronoun they is
occasionally used in a similar evasive way (evasive because they is gram-
matically and semantically neutral with respect to gender/sex), e.g,

If a person wants to do this, they must ...
This use of they, however, is frowned on by purists.

In class 5 {it/she) the situational determining factor is the speaker’s
relation to the referent (ii) and to the hearer (iii) (iv). A speaker interested
in and familiar with bulls, rams, horses, ete. tends to refer to them as he,
but he may change to it in talking to certain people (e.g. a farmer refer-
ring to his male animals may use it in talking to an ignorani townsman),
Sometimes the semantically sex-emphasising pronoun may be avoided out
of delicacy in talking to a person of the opposite sex (iv). A speaker not
familiar or sympathetic to the animals concerned normally uses it, but
may change to he in conditions (iii) (iv), Children are commonly fond of
animals and like to use the (humanizing) sex pronouns in reference to
them; a normally it-using adult may therefore use he in talking to a child.
A few words normally of it-class may be used as he/it words when writ-
ten with a capital letter, e.g. Time, Death, cf.

“Tf you knew Time as well as T do,” sald the Hatter, "you wouldn't talk about

wasting £, It's him."
{Lewls Carroll, Alice's Adventures in Wonderland)

In group 6 (it/she) the situational factor determining the choice of pro-
noun is not reference to sex, but the speaker's relation to the referent
and/or hearer, Almost any machine, vehicle, ¢te. may be referred to as
she by a person who iz familiar with and enthusiastically or professional-
ly interested in it (e.g. an engineer, mechanic, motorist, ete). A person
not sharing this interest normally uses it, but may use she in talking to
a hearer who is interested, Whether he does so or not is partly determined
by his knowledge of the hearer's interest (iii) and his relation (respect,
friendship, contempt, ete) to the hearer {iv).

In group 7 (it/he/she) the situational determining factors are: first,
speaker's relation to referent and/or hearer (this determines the cholce of
either it or he/she); secondly, the real or presumed or postulated sex of
the referent (this determines the choice between he and she),

As can be seen from the above considerations, grammatical and seman-
tie aspects overlap. Their distinction, however, seems to be desirable in
linguistic deseription, In grammar, as in lexis, it is better to keep apart
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different phenomena (which can always be cumulated when necessary)
than to mix up different things, which are then often difficult to separate,
This is not a complication of description. Description and theory are in a
relationship to cach other which is inversely proportional; the more com-
plicated the theory, the simpler the description, Le. the explanation of
facts by it. And, vice verse, complicated descriptions so often encountered
in grammar textbooks, follow mostly from the fact that they are based on
too much simplified a theory,



R N

A0 DA UMY ERBITATIES WEATISLAVIENSIS
No 233

Anpglica Wratislaviensia 1V Wroctaw 1574

JAN CYGAN

PROBLEMS OF GRAMMAR AND SEMANTICS — II
ENGLISH PERSONAL PRONOUNS*®

In contradistinction to such parts of speech as noun or verb, pronouns
do not constitute a homogeneous class, but a very heterogeneous one which
can be subdivided into a number of minor subclasses. This follows from
the fact that the pronoun as such has mo specific syntactic function of its
own, but fulfils the functions of a number of other parts of speech (noun,
adjective, adverb). The distinctness of the pronoun as a class is not syn-
tactical: it consists in a special technique of representation which is de-
monstrative rather than syvmbolie as with other word classes,

The great diversity of forms, funclions and meanings of pronouns
makes it difficult to discuss them all exhaustively in a short article.
Rather than superficially discuss the class in its entirety, we have there-
fore chosen to restrict ourselves here to a part of it only, namely to the
group of the so-called personal pronouns, in the broadest sense of the
term. We will try, however, to present this group in as systematic a way
as possible, discussing in turn their morphological forms and syntactic
funetions (grammar), and their situational meanings (semantics). We will
conclude by discussing the very concept of "person’ in grammar.

—_——ee

* 1 am indebted to J.C. Catford and Martin Joos for some of the material in
this article:
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GRAMMAR

A. Forms (morphology)
The forms included in the so-called personal pronouns group are shown

in the table below,

M B c 1 E 3
I me my mike mysell —
we s our OuUrs ourself purselves
¥l IO FOUTH yourself vourselves
they them their theirs — themselves
he him hiz himself —
she her ners herzelf -
it its itzelf -
oI one's — onescli —

It is striking that, though thiy iz the most compact sysitem among
English pronouns, every single line in {he above table looks Eflffer:-mt, The
differences are not only in the number of forms of the partlcu_]ar IpE:I‘S{m
(the numbers varying from 3 ta 6 forms), but also in their distribution, cf.

' 5 forms; no I* form

‘we': 6 forms: the only complete set

'vou's 5 forms; lorm B = A

‘they': 5 forms; no E form

the' 4 forms; form D = C, no F form

'she': 4 formg; C=B,no F

i 3forms: B=A,D=C,no F

‘one”: 3 forms; B = A, no D and no F.

Forms A and B are normally labelled case forms of personal pronouns
(subject and object cases); forms C and D are possessive adjectives and
possessive pronouns respectively; forms K and F — reflexive pronouns.
As will be seen presently, the labels are not quite gecurate, since forms B
and C can also refer to the subject, forms C and D are also case forms,
and forms E and F have yet other functions, apart from reflexivity. That
is why we shall not use those {raditional and somewhat misleading terms,
but stick to the neutral letter notations.

B. Funections (syntax)

Forms A to D divide between them the syntactie functions of the two
case forms of nouns: forms A and B correlate with the common case of
the noun, forms C and D — with the possessive case. In particular the
functions of pronoun forms are the following.

English Personal Pronowuns 19

Form A functions as subject (5) of a clause whose predicator contains
a finite verb form, e.g.

He is writing. What are we to do? 1 am thinking,

If the subject is a compound one, ie consisting of more than one
pronoun, or & pronoun and a noun, a fixed relative order of pronouns,
dictated by reasons of politeness, is obligatory, namely the second person
pronoun comes first, the firsl person pronoun comes last, thus eg,

He and I can do it. You and he can do it.
Proper hames occur in the ke/she position, e.g.

John and I can do it. You and John can do it
Their order relative to he/she is irrelevant, thus

John and she ... or Sheand John ..

Form B in standard English (contrary to the substandard usage) does
not funection as subject of a clause with a finite verb form. But it oceurs
in all other syntactic functions fulfilled by the noun (apart from those
fulfilled by form D),

Thus form B is found first of all in the function of object (O):

(a) direct object, e.g. We saw them. They saw us.

(b) indirect object, eg. We gave them the hooks, He told us a story,

{c) prepositional object, e.g. This is for them. They went with us,

It also occurs as subject complement, e.g. It's me. Was it him? School-
room ‘genteelism’ demands form A here (It's 1. Was it he?), but the form
ig little spread in normal use outside school, Incidentally, the schoolroom
fraining in this hypercorrectness and the use of forms like you and I
sometimes leads to the use of T after and even in the object funclion or
after a preposition, e.g.

He invited Mary and I; between you and T.
There is good, even Royal authority for this, but the usage is not recom-
mended.

Form B oceurs also in the function of subjeet when the predicator is
a non-finite verb, i.e. an infinitive (with or without to) or a participle.

Examples with infinitives as predicator:

(without te) What! Them do that!

We heard him sing (‘accusative with infinitive’)

(with to) Do you want us to go?

For them to do that would be unwise,

Note for as a marker of subject in the last example, This marker is
sometimes essential to avoid ambiguity, where an unmarked noun may
be the object of a to-infinitive, ef.

For the baby to eat is what we want.
The baby to eat is what we want.
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(The first of the above sentences could be spoken by norma] parents, the
second only by cannibals),

Examples of form B with predication in the -ing form:

Them doing that caused a lot of trouble.
We heard him singing,
With the -ing predicator, however, form C is perhaps more common,
e.g.
Their doing that caused a lot of trouble.
The railings prevented his falling.
We were surprised by his asking us to dinner,

The use of form C as subject of an -ing form predicator can also lead
to structural ambiguity, especially in cases where an -ing form can be
either verbal or fully nominal, e.g.

Did his painting annoy you?
Here his painting can be either (a) a pronoun subject plus an -ing form
predicator, or (b) a nominal group consisting of a noun preceded by a pro-
noun. The ambiguity is resclved

(1) by expansion, e.g

Did his painting so carelessly annoy you? (=a)
Did his beautiful painting annoy you? {(=h)
(2) by supplying the context ol situation, e.g.
(Did his painting annoy you?)
Yes, he made a terrible mess. (=a)
Yes, I can't stand abstracts. (=h)
TForm C functions primarily, however, as a modifier of a noun, e.g. my

boolk, his father, cte,
Form D occurs in various functions parallel to those of the possessive

case of noun, of.
{That book is John's) This is mine, Where's yours?
{(The boys’ shoes are here) Ours are over there,

Forms E and I' correlate with forms A and B as indicated in the pro-
noun table. We and you each have two correlative forms: ourself/oursel-
ves, yourself/yourselves, The distinction between the members of these
pairs is semantic (and in the case of ourself stylistic), and will be discus-
sed later while discussing semanties, Nolice the difference in the morpho-
logy of the forms E/F depending on person: in the first and second per-
sons (upper part of the table) '

E/F = C + -self/-selves;
in the third person (lower portion of the table)

E/F = B + -gelf/-selves,
(The difference is obseured in the form herself, but the principle is evident
from the whole of the {able,)
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In texts forms E/F correlate with nouns or pronouns: thus they nor-
mally occur in senlences which also contain a pronoun or noun correlate,
e.g.

He did it hitmself, We made ourselves some lea,
We saw the man himself. The boy hurt himself,
There is no such correlation in imperative sentences, where it wrould
refer to the subject which is not expressed, e.g.
Do it yourself. Behave yourselves.
(Tf, however, form E/F in an imperative sentence refers to an object, the
correlation is of course present, g, '
Ask the man himself
cf. Ask the man yourself))

Forms E/F have two functions, reflexive and emphatic. The syntactical
function of an emphatic B/T is the same as that of the correlating pronoun
or noun; the syntactical function of a reflexive /T ig different from that
of its correlate which is always a subject, ef.

femphatic) I did it myself (S—8)

We saw the man himself (0—0)
The teacher was John himself (SC—8C)

(reflexive) He hurt himsell  ($ — DO)

He made himself some tea (S —10)
His only enemy was himself (S—8SC)

Ambiguity may oceur when post-verbal B/F form can be either subject
(emphatic function) or object or subject complement (reflexive funection),
e

He dressed himself (S—Sor8—0)
He was himself (8 —8 or 8 — 80).

This ambiguity may be resolved in spoken English by intonation and

stress: a pronoun in emphatic function is usually strongly stressed, cf.
He dréssed himself (reflexive function, 8 — )
ITe dressed himsélf (emphatic function, § — 8,

An E/F form may be interrupted, usually by very or own (in literary,
not usually colloquial, style), e.g. my own self, Note, that in these cases
the pronoun is always in form C (his .. self, their ... selves, ete), the re-
sult being a possessive adjective plus the noun self (pl, selves),

The discussion thus far concerned the verlical columns, As concerns
the horizontal lines, it is difficult to find grammatical (syntagmatic) eri-
teria for setting up a system of persong and numbers on traditional lines.
The difference between he, she, and it helongs, as shown elsewhere, to the
Brammar and semantics of the noun. The differentiation of we and you,
which behave in an identical way syntactically, is also semantle, As con-
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cerns humber, there may be grounds for calling they ‘plural of he/shefit'
in view of such alternances as e.g.

This is the man. He did it, (Singular)

These are the men. They did it. (Plural)
Of the E/F forms, note that ourself, yourself are grammatically (formally)
plural, cf.

We ourself are considering ...

You yoursell are considering ..
It seems, however, that these problems belong already to semantics.

SEMANTICS

Unlike nouns, pronouns refer not to clagses definable without reference
to participation in the speech situation, but explicitly to classes of parti-
cipants in the speech situalion. For the description of the gituational
meanings of English personal pronouns three participant roles are
relevant:

1. Performer (speaker, writer)

2. Interpreter (hearer, reader)

4. Other{s).

Each pronoun refers to one of these, or to a combination of them, In
the following table 1 == performer, 2 = interpreter, 3 = other, Notations
like 2 (2) will denote one or more than one member of the class 2: 33 —
more than one member of the class 3, Where such o distinetion scems
desirable, commoner or more central referential uses are labelled (a), more
marginal uses (b), The meanings of the pronouns can be tabulated as
follows.

I 1
We: (a) 1~ 2(2) + 3(3)
1 -1~ 8(3)
(b) 1
2(2)
3(3)
You: 2(2) == 3(3)
He,she,it: ]
They: (a) 43
(b a(3)

The pronoun I refers to the performer alone,

The pronoun we means:

(a) in its basic funclions either (1) performer and interpreter (s) plus
Possibly other (s), or (2) only the performer and other (s), The interpreter

English Personal Pronouns 24

may thus be included or excluded, The inclusive/exclusive distinetion is
not basically relevant in English, excepl marginally in the distinetion ‘sfus
alter let, of.

Let's go (inclusive) “lst person plural imperative"

Let us go (exclusive) = "Allow us to go".

(b) Marginally we refers to

(1) the performer — in regal, editorial or essayist style:

(2) the interpreter (8), e.g, doctor to patient (g):

Well, how are we today?
(3) ather (s), e.g. nurse to doctor, referring to patients):
We haven't taken our medicine, doctor,

Use of we with reference to the performer is stylistic, and virtually
obligatory in this style. Use of we with reference to the interpreter or
other (s} is not obligatory, and is indeed often resented since it implies
a rather prapriefary self-identification of the performer with the inter-
preter or other (s).

The pronoun you refers to the interpreter (s) with ot without other (s).

The pronouns he, she, it refer to one other. (Note it as mere filler of
subject place in it's reining, ete,, virtually deveold of situational meaning.)

The pronoun they refers to

{a) more than one other,

{b} one other or indeterminale with reference to numerosity, e.g.

Someone rang you up. They didn't give a name,
I anybody calls, tell them to wait, efe.

The pronoun one does not refer to any specific participant, though
perhaps it always includes the performer, Its meaning is a slightly self-
conscious depersonalization of reference, frowned on in colloguial, com-
monest in scientifie or technical writing, You, we, and they are also used
as pronouns of generalized relerence, in this usage alwavs unstressed and
reduced, o.q.

In France théy speak French,

The -selff-selves pronouns have the same referent as the correlated
noun or pronoun. Reflexive -self/-selves marks identity of referent of
object, subject complement, ete. with referent of subject, and is obliga-
tory when subject referent is identical with object, etq, referent, Empha-
tic ~self/-selves likewise refers to the same referent as ils correlate but
contrastively singles out this referent from other elements in the situa-
tlon, Preverbal -self/-selves has only this function of explicit singling out
by implicit contrast, e.q.

I mysell did it (no matter what others may have done),
Postverbal -self/-selves may carry a further implication of absence of
co-operation or assistance, e.g.
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I did it myself (no matler what others may have done,

and/or without assistance [rom anyone else).
The basic semantically distinctive [eature of the emphatic pronouns is
undoubtedly (contrastive) singling out; the implicalion of absence of
co-operation is a secondary semantic leature, present only in certain
contexis.

THE NOTTON OF PERSON'

The heterogeneousness of personal pronouns is due not only to diffe-
rences in function of the vertical columns (A to F) in our {irst table, bui
above all to the differences between the horizontal lines, ie. the diffe-
rences of ‘person’. This is due to the fact that traditional division into
1st, 2nd and 3rd persons is at variance with the very concept of "person’
in grammar. Traditionally the 1st person is defined as the person speak-
ing, 2nd — as the one spoken to, and 3rd — as the one spoken of, This
is not a true distinction, since e.g. in such sentences as I am hungry or
You must go the persons spoken of arc doubtless the 1st and 2nd person
respectively. But that is not the most important thing, The most impor-
tant thing for grammar is the dichotomous distinction between ‘persons’
in the sense of ‘dramatis personae’, i.e. the participants in a linguistic situa-
tion (specch act) and any other persons, that do not partake in the dialogue.
In this sense only the lst and 2nd persons (performer and interpreter)
are 'persons’ al all, never the so-called 3rd person. The latter, inciden-
tally, need not at all be a person in the general meaning of the word:
the best grammatical term would be a ‘thing’ (object of conversation),
covering things, persons, notions, phenomena, cte,, ie, any possible refe-
rents of nouns. The 3rd person is mostly represented by nouns (which
may, in turn, be replaced by pronouns)®.

The basic opposition, then, is the oppaosition of the dramatis personae
(1st and 2nd persons) on the one hand, and the things spoken of (the
so-called 3rd person) on the other. With this in mind one can belter
understand the striking differences in the use of the particular personal
forms in language. One can imagine, e.g. a long text, say a scientific
thesis without a single occurrence of the 1st or 2nd persons, and, con-
versely, it would be difficull to imagine even a short conversation with-
out 1st and 2nd person being used. The forms of the 1st and 2nd per-
sons refer every time to a specific utterance. Thus I denotes the person

* Cf. Benveniste, E. ,La nature des pronoms” in For Roman Jakobson: Essoys
on the occasion of his sixtieth birthday, The Hague: Mouton, 1850,

English Perzonal Pronouns o5

pronouneing the uiterance which confains that 1. Every ulterance of I
is unique and valid only wilh reference to that particular ulterance.
Who such an [ refers to, can only be identified on the basis of the uite-
rance in which it oceurs, the ldentification being valid only for this one
utterance. The form I, then, refers to the person uttering the given spe-
cific utterance containing the linguistic form I. The same is true of the
ond person: the form you refers to the person (s), to whom a specific
utterance, containing the linguistic form you, is directed.

But in the case of the so-called 3rd person the situation is quite dif-
ferent, The Srd person refers to a certain objective situation, It does not
refer to any person connected with the given utterance, but may refer
to anvone {(or anything) not pa rticipating in the conversation but having
an objective referent.

In this respect forms of the lst and 2nd persons are reminiscent of
such linguistic forms as

here, today, yesterday, now ... (1)
as opposed to such forms as

there, that day, the day before, then ... (2).
The forms of (1) do not refer to any fixed, 'objective’ points in space or
time, but to concrete unique utterances in which they occur (here refers
to a different point in every place, now to a different moment every
time, cte). They are, then, 'empty’ signs, with no objective referents,
always available to the speaker, and becoming ‘full' signs the moment
the speaker uses them at a given time, That is why the pronouns of the
1st and 2nd persons are ‘mobile’ in the sense that they oscillate between
the participants in a conversation, referring now (o one, now to the
other party, corresponding to the constant change of the roles of speaker
and interpreter in the course of the conversation.

That does not hold for such forms as he, she, it, they, one which
function only as abbreviations for elements of an utterance. The func-
tion has nothing in common with that of indicating a dramatis persona;
but it is analogous to the representative function of noun, Thus the pro-
nouns of the so-called 3rd person are quite different from those of the
Ist and 2nd persoms, both in their nature and in their function.

In this light a number of formal differences between the pronouns
become clear, E.g. the 1st and 2nd person pronouns do not show the gen-
der difference: the pronouns of the 3rd person distinguish between
masculine, feminine, and neuter genders, the distinction being dictated
by the nouns to which they refer.

Instructive are also peculiaritics of behaviour of the pronouns if the
text is rendered into reported (indirect) speech, where the 1st and 2nd
person pronouns are regularly replaced by 3rd person pronouns, parallel
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to the replacement of interrogative word-order by declarative, of impera-
tive mood by infinitive, of non-past by past tense, and of the above men-
tioned =series (1) this, here, wow, ago, today ... by (2) that, there, then,
before, that day, ete. the moment the utterance is transferred from: the
concrete momentary, passing speech situation (here and now’ to a histo-
rical, factual, objective reality ("there and then').

In our discussion of the English personal pronouns we have purpose-
fully omiited the old pronoun of the 2nd person singular, thow, since it is
now restricted to religious language only, Tis form distribution (morpho-
logy) is exactly like that of I, of.

A B C D E F
thou thee thy thine thyself —

and the meaning is similarly unambiguous, always 2.

On the other hand, our iable given at the beginning of the article
might also include forms of the pronoun who (A: who, B: who (m), C = D:
whose), The distribution of forms in this case i3 again quite different from
those of other personal pronouns, ef.

3 forms; D = C,no E or F.
But in view of both their syntactic functions and their meanings the
forms of who should rather be aligned with such forms as what, which,
where, when, how and why, which however belong to a different system
in English grammar.
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ENGLISH LITERATURE

DANUTA PIESTREYNSK A

LANGUAGE AND ALLUSIONS TO EASTERN TALES
IN BYRON'S AND MOORE'S VERSE TALES

While reading the English literature of the carly 19th century the
reader is struck by the abundance of literary works with Oriental settings
and a number of Oriental details in them.

This European interest in Eastern malters virtually dates back to the
17th century, but it is the beginning of the 19th century which saw the
real invasion of the Orient in European literature and arts. Numerous
discoveries in the field of Oriental literature and philosophy, increasing
commercial relations of England and France with the Orient, and the de-
velopment of capitalism, which resulted in the interest of great industrial
Powers in Eastern countries as would-be colonies — all helped 1o ereate fa-
vourable conditions for orientalism in Europe in general and in Enpgland
especially,

Of greatl importance to the wave of orientalism in English literature of
the period under examination was the publication of Galland's Arabian
Nights and also W. Beckford's tale entitled Caliph Vathek. The Bast that
emerged from these and other writings was the region of blazing sun and
Mmagnificent nature, the land of colours and immense riches, the land of
caliphs, jinns, dives and peris, the land of mysterious demons, the land
of violent feclings. No wonder, then, that the romantie poets searching for
originality and exoticism, magnificent landscapes and picturesqueness
turned {6 the East as a new source of inspiration,

Thus the Orient found its way into Byron's and Moore's tales and its
reflected in both the setting and the language of these poems.
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The characteristic feaiure of the latter in general is the abundance of
Bastern words — partipularly Turkish, Arnbic and Persian — referring
to FBastern literature and myLlhology, religion and Bastern realily, Usually
such words are chosen that show typlcally Eustern liking for luxury. Also
such words were picked out that arc unusual or bizarre in their pronuncia-
tion thus enhancing the general atmosphere ol exolicism that can be felt
in the tales,

This is mot only true as far as common nouns are concerned but also
largely in the case of proper nouns, One [inds the names of places like:
Cadessia’s bloody plains, Mossian moeuntains, the towns of Istakar and Sa-
mareand, Bendemeer, Cashmere, Fuicharia, the edifices of Chilminar and
Baalbee, Bahrein's groves of palm, the lake of Shalimar, Kishma's amber
wines and the like,

The expressive tendency of the vocabulary is further reflected in the
choice of proper names. The names most often introduced are: Zuleika,
Leila, Gulbeyaz, Selim, Nourmahal, Gulnara, Giaflir, Hassan, Azim and
Lalla Hookh (Tulip's Cheel).

A large group of words refer to particular details of Eastern costume.
Chiefly those words are picked out which show Fastern luxury and mag-
nificence. T'o this group belong among others:

Jerreed or Djerrid — a blunted Turkish favelin

ataghan — @ dagger worn with pistols in the belt in a melal scabbard
#enerally of gilver

palampore — g flowered shawl

musnud — a cushioned seat

calpae - 8 solid cap or the central part of the head dress, the shawl
is wound round it and forms the turban

chibougue — the Turkish pipe, of which the amber mouthpiece iz adorned
with precious stones

kubdeh — a large golden knob, generally in the shape of n pine-apple

an the top of the canapy

A handful of words refer to Eastern ranks both military and civil i.e.
those given to people serving at courts. Owing to the settings of their
tales (Greece and Asia Minor in Byron's tales and India and Persin in
Moore's tale) Byron makes frequent mention of Turkish and Arabic ranks

whereas Moore of Indian and Persian ones, Pashas, emirs, rajahs, agas, |

musselims, Great Nazir (chamberlain) and tchocodars (one of the atten-

dants who precede the man of authority) — these are the titles to be found |

mast often in the tales.
Mythological ereatures, gods and places are well represented too:

Maonkir and Nekir
Chrishna
Simaorgh

— the bwo inquisitors of the dead
— ihe Indlan equivalent of Apcllo
— Perslan Phoenix
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— demons of Arable mytholagy

ghuls and afrits
— demons of Persian mythology

dives :

peris — ereatures of the air

Rustam — Persion Heroules

Al-Sirat — lhe bridge narrower than the thread of @ spider ower which
the Mussulmans must skate into Paradise

Fblis — Bastern Lucipher

Most of the explanations given above are according to Byron who through
his stay in Greeece and Asia Minor got to know the East very well, It is
characterisic of him to supply his tales with notes in which he meticu-
lously explains all the wards he introduces,

Apart from the Oriental words referring to Eastern reality or way of
life what the tales abound in are allusions to famous literar y motifs or
legends and heroes of the East. At the turn of the 18th and the 19th cen-
turies a number of valuable discoveries in the field of Eastern literatures
were made and both of the poets hastened to make use of them.

Love stories of the Eastern literatures proved to be the most popular
as the numerous allusions show it. The words most often found- "bulbul”
and “gul” refer to a favourite motif of Persian poetry which is the love af
the nightingale (bulbul) and the rose (gul). Eastern poets were particularly
fond of this motif for it is to be found in the poetry of the most outstand-
ing of them such as Hafiz, Saadi and Omar Khayyam, In Persian love
poetry conversations of the rose and the nightingale were often introdu-
ced,

The allusions to this famous fable and its heroes can be found in most
of the poems by Byron and in Moore's Lalla Rookh, In the Giaour the rose
is presented as the “sultana of the nightingale”, In a note the poet ex-
plains thatl, “The attachment of the nightingale to the rose iz a well
known Persian fable, If I mistake not, the «Bulbul of a thousand tales-
is ome of his appellations. (Byron n.d.: 151), As the note shows Byron was
familiar with another Oriental expression referring to the nightingale
which is in fact a descriptive name of the bird, In the Persian language
it is "hazar dastan” which translated l;tf‘r;:lly means "thousand tales.
This is exactly the way Byron put it

In the Bride of Abydos one can come across the following line:

This rose to caltm my bBrother's cares
A messoge from the Bulbul bears.

Similar allusions may be found in Moore's Lalla Rookh, the name “bul-

| bul” being mentioned too.

And when she sung to her lute’s touching sirain
"Twas like the notes, hall ecstasy, half pain,
The bulbul utlers
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Such frequent mentions of the word prove that il was not an accidental
borrowing but that it constituted part of the vocabulary of the romantic
poets. Indeed, through Byron's poelry it came to be wsed not only by the
English poets, but by the poets on the Continent as well (cf. the poetry
of Mickiewicz and Stowacki).

In Moore's Lalia Rookh, in the story of Paradise and the Peri there iz
an allusion to a well known Eastern legendary character of Giamschid,

1 know teo, where the Genii hid

The jewelled cup of their king Jamschid

With life's elixir sparkling high-
King Jamschid or Giamschid is one of the heroes of a clasgical Persian
poem Shah-naagme by Firdousi, one of the most outstanding poets of the
Middle Ages. The king is said to have founded not only Persepolis, the an-
cient capital of Persia, but also the whole civilization of Iran.
According to legends one could see the reflection of the world in his cup.
The cup, which is alluded to by Moore, was found when digging for the
foundations of Persepolis; it was formed out of a carbuncle or ruby.

As has been remarked earlier, the king and his cup are often referred

to by Eastern poets e.g. by Omar Khayyam in his celebrated Rubayat
(R.VI),

Iram indeed is gone with all its Rose
And Jamschid's Sevin-ring’d Cup where no one knows

The fabulous ruby of King Giamschid is mentioned by Byron too in the
tale of the Ginour serving him to form a comparison,

Bright as the jewel of Giamschid

In the Bride of Abydos there is an allusion to the story of Romeo and
Juliet of Persian literalure whose names in Persian according Byron are
Leila ad Mejnun,

The story of Leila and Mejnun was extremely popular with Persian
poets, which resulted in a great many poems on the two lovers, One of the
best known is the poem Leila and Mejnun by Zizami which tells of the
melancholy infatuation of the desert poets Quais for the lovely Laila and
the disastrous fate that overtook them both.

There linger'd we, beguil'd too long
With Meinoun's tale, or Sadi's song.

is the line from the Bride of Abydos.
In the prose part of Lalla Rookh Moore mentions the names of other

famous lovers of Eagtern literature,

Labout the loves of Wamalk and Ezra, the fair-haired Zal and his mi-
_ helms is compared 10 a grove in winler,

alress Rodahwer,
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Wamak and Ezra were two lovers who lived before the time of Mahomet.
The story of their love is teld in the romance written in verse under the
title Wemakweazre. And the story of Zal and his mistress is recounted in
the famous classical Persian poem entitled Shah-naame.

8o on, through scenes past all imagining,

More like the luxuries of that impious King

Whom Death's davk Angel, with his lighting torch

Struck down and blasted ev'n in Pleasure's parch
{Lalla Hookh)

The "impious King" of thiz passage is King Shedad, another legendary
character. &g the legend tells us, Shedad made the delicious gardens of
Irim in imitation of Paradise, and was destroyed by lightning the first
time he aliempled to enter them.

In another tale from Lallg Reookh — The Light of Haram — we find
the name of Kublai Khan, who is so well known from Coleridge's poem,
alluded to. The king of Zailan was said to have the finest ruby that
was ever seen, Kublai Khan sent and offered the value of a city for it,
but the king answered he would not give it for the treasure of the whole
world — this iz what the legend tells us. Moore must have known the
story very well as the following lines show,

Agcif that jowel, large and rare
The ruby for which Kublai Khan

Offer'd a city's wealth, was blushing
Melted within the goblets there.

The language of the tales is further made Oriental by successful imi-
tations of the Eastern mode of speaking which is characterized by a liking
for exaggeration, colourful way of expressing feelings and a preference
for lofty and far-fetched similes, hyperboles and persanifications. Since
“exaggeration” and “picturesqueness” were the most distinet traits of
Eastern speech the Eastern style came to be associated basically with
them. The romantic poets, then, understood the Fastern way of speaking
as the one abundan{ in bold similes and metaphors, and elaborate hyper-
boles. Obviously, such a language appealed to them particularly because
there was an air of novelty and originality about it which the romantics
sought afler so much.

In this respect both Byron and Moore were equally impressed and they
were only too eager to furnish the speech of their heroes with similes and
Comparisons after the Eastern manner,

The tendency to exaggeration is well reflected in the following exam-
Ples. In Lalle Rookh one comes across a passage in which the plumage of
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tne milk-white plumage of their helms thev zeamed
Like a chenar treg grove when winter Lhrows
o'er all its tufted heads his feathering snaws

and then,

with turban’d heads of every hue and race
Howing before that veil'd and awint face

Like tulip-beds of different shapes and dyes
fending beneath the invisible West-wind's sighs

The heroine's weeping is compared to rills let loose in spring [rom the
snowy hills,

— tears, floods of tears

Long frozen at her heari, but now like rills

Let lopse in spring-lime from the snowy hills

And gushing warm, after a sleep of frost
Through walleys where their flow had long been lost.

The description of her love for a young man is cspecially elaborate,

She loves — but knows nol whom she loves
Wor what his race, nor whenee he came —
Like one who meets in ITndisn groves

Some beauteous hird with a name

Brought by Lhe last ambrosial breeze

From isles in the undiscover'd seas,

To show his plumage for a day

Ta wondering eves, and wing away!

In order to deseribe the force of his passion the hero of the Gisour com-
pares it to a voleano,
Their love can scarce deserve the name

But mine was lilke the lava flood
That boils in Acina’s breast of flame

The similar tendeney to exaggeration is reflected in the form of addressing
people,

Bride of the Sun! and Sister of the Moon! and Empress of the Earth!
{Don Juan)

The peculiar language of these people is in keeping with the romantic
idea of a primitive man. Eastern people were looked upon as children of
nature because they were brought up outside sociely, Therefore they knew
nothing of its customs and conventions, which resulted in their passions
and feelings being more natural, strong and true since they were less un-
der restraint. The laws of society did not hamper their imagination and a
natural tendency to speak an emphatic language. Being fond of picture-
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The Mind that breods o'er guilty woes
Iz lilke Lhe Scorpion girt by fire,

{The Ginour)

Her eyes’ darlz charm "twere vain to tell
But gare on that of the Gazella

(The Caour)

He watch'd me like a lon's whelp
That gnaws and yet may break his chain

(Bride of Abydos)
- Numerous metaphors also add to the picturesqueness of language. :

Ee thou the rainbow to the stormas of life!

claims the here of the Bride of Abydos to his beloved. Tn the same tale
hi gf,_gpmkir_lg about the heroine’s death Byron says, '

_ The star hath zet that shone on Helle's stream,
| Maore describes the nightfall in the following way,
But minutes speed — night gems the skies,

-i@)_f-h@r typically Eastern expressions that have been observed and made
of will be seen in the lines to follow. Instead of saying simply that
A went by the poet uses a more descriptive and at the same time a
ore colourful expression,

o the maiden saw two surmmers roll

Their suns away...
_— (Lalla Rookh)

d similarly,
Twice hath the sun upon their conflict set,
And risen again, and found them grapeling yet,
(Laila Roakh)

The question that may arise is whether the vocabulary and all those
Elliarltms were meant in any way lo reflect Eastern reality very accu-
Y. For the most part of the vocabulary it is not the case. Generally
words found their way into the tales that convey the exoticism of
East and Eastern way of life and reflect this peculiar Bastern liking
ches, luxury and magnificence,

lea Wratislaviensin 1V :
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Although some of the words to be found especially in Byron's tales
such as e.g. Ramazan or Bairam referring to holidays in Islam and the
customs connected with them do give a touch of realism to the poems,
this is by no means the primary reason for their being there. Rather, as
has been observed, they were chosen because of their strange pronuncia-
tion thus adding to the atmeosphere of exoticism that can be felt in the
tales, Both of the poets were [ascinated with Eastern exoticism and
picturesqueness and the language is one the ways in which they are

shown,
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JULIUSZ K. PALCZEWSKL
H.G. WELLS REVALUED?

One may raise the question at the outset, whether recognition in one's
lifetime outweighs oblivion afterwards, This seems to have been the case
with H.G. Wells in the years that followed immediately upon his death:
the nineteen forties and fifties. Without any doubt the writer himself had
a hand in shaping opinion toward that end: his latest pranouncements
were casting a shadow on everything said by him hitherto. But a hard-won
reputation dies hard, Critical works have appeared in recent years which
aim not merely al restoring what Wells had last by veering from art to
undisguised social propaganda; they point at an artist with a newly acqui-
red significance, at a work of as vet unexplored richness, an unexploited
mine of interweaving myth and symbal, On the other hand, they also at-
tempt a salvage of the man of ideas, of some definite implications of his
inherent prophetic strain,

Let us first concentrate on the former aspect.

The fin-de-sidele atmosphere with ita fin-du-globe overtones is echoed
in the catastrophic in Wells so characteristically manifested in his seience
fiction of the period. The Time Machine (1895) reveals a biological night-
mare following upon social disaster — deepening class alienation of upper-
world leisure and enjoyment and nether-world toil and productive effort
leading to gradual differentiation and final division inte two distinet bio-
logical species. However, that is not yet the end: the Time Traveller, urged
on by an irrepressible sense of adventure, witnesses the last throbs of life

on a dying planet, this weird cosmic panorama classed by Norman Nichol-
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son “among the most significant passages in the popular literature of the
last sixty years.” (Nicholson 1951 : 32),

Critical opinion appropriately hailed and acclaimed the work imme-
diately after its publication. The version of 1895 was indeed [ifth in suc-
cession after the original fragment entitled "The Chronic Argonauts” had
been published in The Science School Journal in 1888. “The Argonauts”
were left unfinished — young Wells had been so unhappy about the ven-
ture that he simply could not bring himself to complete it. Much later, in
his Experiment in Autobiography (1934), he remarked that had a literary
beginner offercd him a similar product for assessment, his advice to him
would simply be to give up writing allogether. However, the glaring im-
maturity of “The Argonaufs” turned lo the dazzling accomplishment of
The Time Machine, in its now familiar form. Indeed, the finest traits of
Wellsian craftsmanship are there: imaginative and visionary power, atten-
tion to detail that reduces distances, both temporal and spatial, to mere
insignificance, exoticism of the habitual, and that peculiarly overpowering
plasticity of the unknown,

The Time Machine was concerned with the ultimate decline and deca-
dence of man, whilst the short novel that followed a year later, The Is-
land of Dr. Moreau, dealt with his origin and beginnings. Dr. Moreau, the
central figure, an incarnation of the Nictzschean ideal of a Super-being,
transforms animals into humans, a process both painful and arduocus in
view of the incessant recurrence and relentless onslaught of animalism
in the creatures operated on. The onslaught is irreversible despite counter
mensures involving further surgery, a sacral and a legal code, as wel] as
a strietly imposed discipline. All this, no doubt, is telling artistic comment
on the nature of Evolution, on ils apparently disastrous effects and con-
sequences, To Wells it has all the characteristics of “A blind fate, a vast
pitiless mechanism” which “seemed to cut and shape the fabric of exi-
stence, and I, Moreau by his passion for research, Montgomery by his
passion for drink, the Beast People with their instinets and mental re-
strictions, were torn and crushed, ruthlessly, inevitably, amid the infinite
complexity of its incessant wheels,” (The Island,.. p 109)

Instinet overpowers reason on the island — this manifest anlirationa-
lism is a vivid echo of Nietzsche, Schopenhauer and Bergson. Natural ba-
lance and biological integrity are disturbed and unsettied by the dawning
of intellect,

The duality and beastliness of human nature had in no way been
Wells's own discovery in the field of literature — he had predecessors
such as Swift or Robert Louis Stevenson, to mention but two — neverthe-
less, despite all the horrors, a rare exoticism, a haunting nostalgia visit
the reader’s mind long after he has closed the last page, And this seems
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: ‘be the finest testimony to the vividness of the author's hmagery and to
brilliance of his suggestive power.
The Invisible Man (1897) presents scientific inventiveness linked in a
more straightforward manner to personal ambition bordering on the eri-
g al. All the mysterious paraphernalia attending the scientist's arrival
| and conduct are strongly reminiscent of Dr. Nebogipfel in the unfinished
ronic Argonauts”, Common traits can also be identilicd belween the
‘er and Dostoyevsky's Raskolnikov in the novel Crime and Punish-
at, as well as with Markheim in R.L. Stevenson’s tale entitled after trfe
hero. Wells's novel, however, is rather more loosely constructed than his
aarlier works and bears distinet traces of haste on the part of a writer
yard set on winning the reader's market.
" The War of the Worlds (1898) was in many ways a lerrifyingly aceura-
“te prophecy of total future warfare. Apart from specific details such as
Jaser rays and poison gas, the book conjures up the general atrpnsphf‘:re
of modern armed conflict, for the first time in literature .showmg with
‘compelling force how it equally affects the regular front-line combatant
“and the civilian in the rear. Also, the apocalyptic vision of the collective
 exodus from London, of erowds flooding the roads and blindly rushing
‘in all directions, is both a memorable passage in modern literature and a
preview of real days to come, The intensity of design and portrayal of
ayents in the novel were hest reflected perhaps in the panic that seized
a large part of the United States when in October of 1938 the famous Or-
son Welles version of it was broadeast on sound radio.

The book further develops Wells's idea of evolution, The Martians,
with their hypertrophied intellect and radically simplified inner organs,
are an embodiment of augmented energy and efficiency of the looming
man of the future. At the same time their emotional capacities are con-
siderably constricted and reduced.

All the works so far mentioned have been imaginatively and poetic-
ally organized, with meanings expressed symbolically as myths or social
parables. It is here primarily, rather than in his neo-Dickensian novels
of manners, that the writer stands out as an accomplished and supreme
artist, And this is the measure of novelty as applied to the man and his
work, since formerly he had been mainly regarded as the author of
a handful of comedies such as Love and Mr. Lewisham (1900), Kipps
{1905) or The History of Mr. Polly (1910), the otherwise hidden artist
only there apparently come into the open and to his own. Wells eagerly
helped to create this image of himself as publivist, chronicler and edu-
cator when he wrote for instance in a letter to Henry James: "I had

rather be called a journalist than an artist, that is the essence of it."
(Edel & Ray 1959 : 264), Today, however, he reveals himsell as an
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authentic artist first of all, and does that on the very threshold of his
ereative career,

After 1808 the scientilic romances proper display an ever growing
tendency toward dircct intellectual discussion and analysis rather than
to the mnythopoeic treatment of the earlier years,

When the Sleeper Wakes (1899; republished in 1910 as The Sleeper
Awales) iz an overelaborate vision of the standardized and regimented
civilization of vast urban agglomerations at the beginning of the twenty-
-second century. Tt sufiers from a superabundance of detail = SUrprising
liability here, although elsewherc customarily an asset in Wells,

The writer’s attitude, if still far removed from the overt journalism
of his later works, is more and more clearly identifiable with a straight-
forward debate of issues such as mass urbanization, artificial child feed-
ing and upbringing in nurseries immediately after birth, psychosurgery,
ie shaping and conditioning of human habits, preferences, desires by
means of mesmerism and hypnosis, growing moral permissiveness (1), di-
minution berdering on abolition of external distinctions between the
sexes (e.g. long curling hair worn by males!) ete, The productive process
goes on far helow the surface of the carth — above the surface are the
numerous Pleasure Cities for the wealthy. Society is well on its way
towards (he shape it assumes in The Time Machine.

In The Sleeper Wells anticipates a number of later inventions and
contrivances such as television, the escalator, hard surface bwo-way mo-
torways; he actually uses the word motor-car.

The First Men in the Moon (1901), beside extreme pictorial effective-
ness, carries on the discussion about technology and human evolution in
the more undisguisedly analytical terms, The author's attention is centr-
ed on the grotesquely exaggerated functional specialization and hierar-
chy of Selenite soeiety. In each individual appropriate and desired
organs are deliberately fostered and sustained, while the rest under
g0 alrophy. There follows an identification of mental and emotional
states tantamoun( o complete loss of personality,

Science, technology, assume a sinister shape in this context: “Science
has toiled too long Torging weapons for fools to use. It is time she held

her hand.” (The First Men .. p. 180)

Let us now pass on to the second mentioned aspect,

From the beginning of the present ventury more and more signifi-
r_ta-ntl_:f did Wells weer from the world of art to his peculiar brand of
Journalism, towards blueprints for world reconstruction. Much of what
he .proposed has been dismissed as undigested, undignified, impracticahle
or 1-11?1-:1Laiure. Still, a rational core in the body of his thought can safely
be distinguished, over hall a century ago foreshadowing changes which

H.G. Wells Revalued? an

are now faking shape before our eyes. Wells, it seems, had been more
successful in anticipating the nature of some of the actual forees at work
within the framework of modern civilization than in his comprehensive
schemes for human betierment. The manager and research worker as
planner, surveyor and controller — there lics the significance of the
Samural” in A Modern Ufopia (1905), of Airmen in The Shape of Things
To Come (1833) and others in between — promoters of scientific advan-
cement, technological change and economic efficiency, in short — helms-
men of the coming scientific and technological revolution,

One specific instance of this kind of foresight is so astonishing and
so uncannily correct in the working out of its various details, that it is
worth quoting at some considerable length, It concerns a supra-national
economic community to be formed around the industrial centres of
Western Europe, "a great urban region that will arise about the Rhine.
Politically this region lies now in six independent States(!), but economi-
cally it must become one in the next fifty wvears(!). It will almost cer-
tainly be the greatest urban region in all the world except that which
will arise in the eastern States of North America, and that which may
arise somewhere about Hankow. It will stretch from Lille to Kiel, it will
drive extensions aleng the Bhine valley into Switzerland [...] it will be
the industrial capital of the old world, Paris will be its West End, and
it will sireteh a spider’s web of railways and great roads of the new sort
over the whole continent.” This was wrilten in Awnticipations (p. 218), in
1901, well over seventy vears ago!

Integrating trends, communal and global considerations, lie at the
root of Wells's historical thinking in works such as The Ouiline of Histo-
ry (1920) and A Shori History of the World ({1922). It reveals an antici-
patory awareness, generally conceded nowadays, of the priority of wider
interests and motives shaping the contemporary human scene. Scientific
and technological development, the educational impact, the idea of a
World-5tate, have been present and operative throughout the Wellsian
conception of history as factors of economic, soeial and political integra-
tion. A socialistic world federation, the present-day universal quality
and mission of socialism, are outright manifestations of these phenomena.

Last of all, comes the Wellsian warning of impending disaster if
humanity does not adapt itself to the mew conditions with “history be-
coming ecology” as he says in the heading of section four in The Fate
of Homo Sapiens (1939), explaining: “We have, flowing into the problem
of human society, a continually more acute analysis of its popula-
tion movements, of its economic processes, of the relation of its
activities to the aciual resources awvailable” (p. 11). An extract from
The Times of 27 January, 1972, is worth comparing with the writer’s
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further enunciations on the subject: "Is the human race, in its pursuit
of growth, affluence and convenience, heading for 'the breakdown of
society, and the irreversible disruption of the lifesupport systems on
this planet, possibly by the end of the century, certainly within the life-
-time of our children?"

That is what Sir Frank Fraser Darling, Sir Julian Huxley and thirty-
-one other distinguished scientists and conservationisis broadly put their
names to two weeks ago when theyv signed a staicment supporting The
Ecologist magazine’s ‘Blueprint for Survival' declaration.

What does the lay public make of all this? Nature regarded it as
reprehensible that scientists should “lend their names to attempts like
these to fan public anxiety about problems which have either been
-exaggerated or which are non-existent’,

And that, surely, would have been the response of most ‘sound men’,
whether scientists or politicians, two or three years ago, But now the
climate has changed. Nature's outburst put many ‘sound’ men's back
_up.”¢

H.G. Wells tackled these problems seriously not two or three, but
more than thirty years ago. In his own words: "It is a swift, distressful
impoverishment of life that is now going on. And this time the biologist
notes a swifter and stranger agent of change than any phase of the
fossil past can show — man who will leave nothing undisturbed from
the ocean bottom to the stratosphere, and who bids fair to extinguish
himself in the process.”” (The Fate... p. 20-30). And, similarly, in his last
published work: “Foremost in this scruliny is the abrupt revelation of
a hitherto unsuspected upward limit to the quantitative material adjus-
tability”. (Mind... p.'4)

This has the unmistakable ring of our contemporary language of
science. In the nineteen forties and fifties it would have been referred
to or possibly altogether dismissed as all-too-passionate or even morbid
despair. But today one can only wonder at the writer's perspicacity and
intuitive insight which enabled him to conjure up the not so obvious
shapes of things to come,

If Wells taught his generation to dream, he also showed, in the first
and last phases of his creative career, that dreams could become night-
mares. When he altempted to clear the way, he did not pretend that his
lighting was either particularly bright or penetrating or revealing. His
Positions were always shifting, and this he did acknowledge. He also
acknowledged the kinetic, not static, nature of his ideas and the experi-
menfal character of his assumptions. His deflections and aberrations of

* Tony Aldous, Ecological Blucprint. Empliasis added,
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attitude may sometimes exasperate, but at lea}st the:?r disclose
integrity than the beaten tracks of ready recipes, Finally, he
¢ been vindicated in terms of a paradox: both
to have contained a sediment oi

od and
a greater

y be looked upon to hav
ptimism and his pessimism appear
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- MARIA GOTTWALD

AN INSPECTOR CALLS: A PROBLEM PLAY OR A MODERN
MORALITY!?

An Ingpector Calls (written during the winter of 1944-1945, first pro-
duced in October, 1946) is generally classed as Priestley’s “middle-class
domeslic play”, with an implication of its being somewhat inferior, or
at least less ambitious than the experimental prewar drama involving an
imaginative handling of the question of time, On account of ils dramatic
t_gdhnique, the play has been compared with one of fhe author's carliest
plays, Dangerous Corner (1932). 1t might be added, too, that both plays
lead to embarassing revelations affecting all the main characters. Yet the
nature and the implications of the later play are cssentially different;
this can be seen even from a cursory examination of the play,

On the surface, the selting of An Inspector Calls appears lo be rather
conventional. The scene is an imaginary town in North Midlands in the
spring of 1012; we are introduced to a respectable upper middle-class
family, the Birlings. Arthur Birling, a “prosperous manufacturcr” and
his wife Sybil are celebrating the engagement of thelr only daughter
Sheila to Gerald Croff, son of another local tycoon, The party of which
Erie, the Birlings' son is another member, is being suddenly interrupted
by an unexpected arrival of a police officer, Inspector Goole who insiats
on obtaining some information in connection with a case of guicide. What
follows is a gradual disclosing of the darker secrets of the Birlings' lives

UThe feem “modern morality” oceurs in Fraser who considers the moral of the
Play o be “that there are skelelons in the most prosperous cupboards and that we
Jare all members of one another'' {1070: 198),
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and characters; Gerald Croft, the prospective member af the family,
appears to be involved as well,

Inspector Goole states his case plainly: a young girl Eva Smith, aged
24, had committed o sulcide by taking a streng disinfeetant, She dicd
in great agony al the local Inflirmary. From the papers she had left the
Inspector learned she had been once employed in Mr, Birling's works.
Having been told the vietim’s name and shown her photograph, Mr Bir«
ling is forced to admit he had dismissed the girl cighteen months ago
although she was a good worker and had fair prospects of being promot-
ed. Her only fault was that she happened to be one of the sirile leaders,
and when the strike failed she was immediately discharged.

For the following two months she was out of work and rather des-
perate as she had no money and no relatives to help her. Then by a plece
of sheer good luck she got a position in a big shop, She really liked
her new work which was easier and more interesting than her former
job in the factory, but after two months she was suddenly dismissed,
She did nothing wrong and the sole reason for her discharge was a cus-
tomer's complaint. Presented with the girl's photograph, Sheila Birling
realizes to her horror that her spite had caused the girl's misery. For it
was Sheila who had insisted on the girl's immediate dismis=al. That was
Eva Smith's last regular job,

Inspector Goole further reveals that the girl was eventually persuad-
ed to try her luck in the bar of the local music hall under the assumed
name of Daisy Renton, It was there that she attracted the attention of
Gerald Crolt who rescued her from her vulgar companion and though,
apparently, he was sorry for the girl and genuinely wanted to help her,
nevertheless took advantage of his position and made her his mistross.
He was kind to the girl yet she knew hers was a hopeless love and she
did not blame Gerald when he was deserting her six months later.

Two months elapsed before she reappeared in the same bar, obvious-
ly in straits, to be picked up and seduced by Frie Birling, Erie stole some
money from his father's office lo support her when she told him he had
made her pregnant. However, on learning how Eric had acquired the
money she refused to accept from him further allowanece. Eventually,
driven by the hopelessness of her position, she appealed for relief to the
local charity organization, There she was confronted by Mrs, Birling
who was presiding over the committee and who ruthlessly used her
power to refuse the assistance. When the fact was exposed by the Inspec-
tor Mrs. Birling, still unrclenting, put all the blame on the child's father
only to learn in good time that it was her son Erle who was responsible
for the girl's predicament,

Erie’s violent reaction, ideed his onslaught on his mother ls reminis-

“An Inspector Calls” J‘E

cent of Vivie's denunciation of Mrs, Warren, It might be contended, too,
that An fuspector Cails, like Shaw's unpleasant play, is a pi¢ce @ thése
with a social problem convincingly demonstrated and a solution hinted
at. Bernard Shaw's plays are frankly and emphatically problem plays
and the plea for reform is his constant preoccupation. Now if we turn to
Priestley’s play the case scems o be different. On the one hand, it can-
not be denied that some social evils are brought to light: Eva Smith is
a vietim of an unsuccessful strike; her subsequent career is wrecked by
a rich girl's caprice; a prolonged unemployment forced on her a degrad-
ing life, and the sellish, irresponsible rich men she met in the bar cven-
tually contributed to her ruin; finally, a self-opinionated, cruel woman
posing for a philantropist pushed the desperate girl to suicide.

On Lhe other hand, it is plain that social eriticism iz hardly a central
jssue. It is more or less incidental, subordinate to the main design which
is focussed on the question of guilt and moral responsibility. Besides,
Eva Smith cannot be regarded as a protagonist: she is dead and th-::-u;h
she is constantly and most sympathetically referred to, her memory is
being manipulated primarily as a reminder of other people’s guilt,
Actually we are not even certain as to her identity. She may have been
the same girl maltreated by all the Birlings and abandoned by Gerald
Croft, or, as Gerald is suggesting In the final scene, they may haw:.
wronged four or five different girls, It is, howewver, 1rnmat£.!r!a‘1 whether
they have caused immense suffering and death of a single girl or if their
selfishness has affected more than one person. Even if it had been true,
as Clerald was claiming, that no girl died at the local Infirmary they
were still responsible for what they had done. Sheila sums up the situa-
tion in her sarcastic commentary on Gerald's revelation:

S0 nothing really happened. So there's nothing Lo be sorry for, nothing to learn.
We can go on behaving just as we did. ... I suppose Wwe're all nice people now, (I1L:

a2z, 310
Similarly, it makes no difference if Inspector Goole was an uuthentic
police inspector or not, Again Sheila is entrusted with the task of lflter-

preting:

But don’'t you see, if all that's come out tonight is true, then it doesn't much mat-
ter whe it was who made us confess, And it was true, wasn't it? You turned the
girl out of one Job, and 1 helpod to turn her out of another. Gerald keplt her — llnt
the tirne, as he told us, he was Loo busy Lo gee me, Erle — well we know what Erie
did, And mother hardened her heart and gave her the final push that finished ber. ..
Relween us we drove that girl to commit suicide, (IIT; $13, $18)

 All quotations are from vol. $ of Priestley’s plays, the Roman and Arabic nu-
merals peferring to aets und poges, respectively.
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It is therefore the moral message that is essential for a proper under-
standing of the play.

Bath the type of didactic material brought to the stage and a number
of characteristic devices clearly point to moralily play tradition. Inspece-
tor Goole whoe is wringing forced confessions actually does the waork of
Conscience, that well-known figure of morality plays. Again and again
he is trying to make his interlocutors aware of the wrongs they have
committed and frequenily indulgges in direct moralizing — another famil-
iar device of morality plays — as, e.g., when he is reprimanding them
callectively:

This girl killed herself and died a horrible death, But each of you helped o
keill her, Remember that, Never forget it (1113 810)

or individually:

Remember what you did, Mre. Birling, You turned her away when ghe most
needed help, You refused her even the pitiable 1ittle bit of organized charity you had
in your power to grant her, [To Erie] Remember whol you did, Just uged her for the
end of a stupld drunken evening, as if she was an animal, a thing, not o person.
(TIT: 810)

Finally, to hammer out his positive lesson, he has recourse to blunt ser-
monizing, addressing — no doubl — the general public as well as his
geleet audience on the stage:

But just remember this, One BEva Smith has gone — but there are millions and
millions of Eva Smiths and John Smiths still laft with us, with their lves, their
hopes and fears, thelr suffering, and chanece of hoppiness, all intertwined with our
Uves, with what we think and say and do, We are responsible for each other, (111
a1y

This is exactly what Mr, Birling has been denying, “T can't accept
any responsibility”, he keeps saying to the Tnspector. His outlook of life
as imparted 1o his son and his future son-in-law, is that of "a hard-
headed, practical man of business”, a successful self-made man:

A man has to make his own way — hos to look after himself — and his family
tag, of course, when he hog one — and %o long o8 he doss that lie won't come to
much harm, But the way some of these cranks talk and wrile now, yvou'd think ave-
1wybody has to look after everybody else, oz if we were all mized up together like
bees in a hive — community and all that nonsenss, Dut take my word for it — and
I have learnt in the good hard school of expericnce — that w man has to mind his
own buginess and lool after himself and his own — (It 277 - 274)

The two programs are diametrically opposed and so are their expo-
nents, Inspector Goole is not merely "an embodiment of a collective
conscience” or “a catalyst for truth” (Evans 1964: 208, 206); he stands for
Conscience and Truth and Justice, for Charity and Love, For all his
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modern garb and efficient methods of eliciting evidence, his function in
the play is parallel to that of Virtues in traditional moralities, In partic-
ular, he successfully does the job of both Conscience and Justice by
“pricking” and “condemning”® as a rule, his procedure conforms to the
Virtues' standard behaviour — he exhorts and rebukes the human pro-
tagonists, uses every means at his disposal to bring them to repentance;
he actually wins Sheila and BEric over to follow his drift — they have
learned the lesson; he rebukes the reprobate and warns them of forth-
coming punishment. Religious categories are never mentloned, never-
theless the well-tried scheme; confession, repentence, reform and its alter-
native: refusal 1o follow good advice and mend one's ways, followed by
punishment — are both there.

Characteristically enough, the Inspector makes the Birlings aware of
cosmic justice operaling in their lives: he teaches Sheila to regard Ge-
rald’s love-affair with the girl she had wronged as a kind of retribution.
To Mr, Birling he is speaking even more bluntly:

You made the girl pay a heavy price for asking twenty-five shillings o week
instead of twenty-two and sixpence. And now she will make you pay a hewvier
price still, (T11: 311)

For Mr. Birling and his wife, in contradistinction to their children,
are so hardened in their selfish, self-complacent attitudes that they
would vield to no persuasion. And even when Mr. Birling is finally
brought to declare "“he is ready to give thousands” we instantly realize
it is not to atone for his guill which he would not condescent to admit;
the money he is offering is to hush up the impending public scandal
that would ruin his chance of being knighted. Signilicantly enough, as
soon ag Inspector Goole leaves them, both Mr, and Mrs, Birling relapse
to their old ways: they would acknowledge no responsibilities and
eagerly accept Gerald's suggestion that they have all fallen vietims of
some spiteful mystification. A new shock is required to frighten them
again, A telephone call from the local police, announcing the arrival of
an officer to carry on investigation may be regarded as a modern coun-
terpart of the summoning of Everyman,

There can be no doubt that the configuration of characters in the play
reflects some staple patterns of moralities — those of Virtue(s) opposing
Vice, Virtue(s) leading to salvation the corrupl human protagonist, Vice
tempting the human prolagonist, In the modern play, Virtue iz one
and indivisible while the human protagonist is individualized; the uni-
versal Virtue dressed as a plain-clothes police officer is facing mankind
as exemplified in the memboers of wealthy upper-middle clags families.

8O, Applus and Virginde, 1660 - 1567 [n Dodsley 1874: vol. IV.
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The sharp division between Lhe young who are conscience-siricken and
repenting, on the one hand, and the old — the obdurate, world-wise par-
ents, on the other, may be reminiscent of the bifurcation of the human
protagonist into good and bad characters, geourring in later moralily plays
(Bevington 1962 : 150 ff). Or else, the grouping of characters in the
Priestley play: Inspector Goole — young Birlings and Gerald — Mr. and
Mrs. Birling reflects the traditional pattern of Virtue — Mankind — Vice,
respectively. The latter seems more convineing since both Mr. and
Mrs. Birling actually display some traits characteristic of medieval Vice:
they represent false standars and altitudes and, moreover, they are trying
to impose these upon their children; in their dealing with the Inspector,
which is obviously a classical contest between Virtue and Viee, they prac-
tice deception and inlimidation. Apart from lemptation and deception,
two common attributes of Vice, it is significant, too, that they emerge
from the combat utterly discredited. Mr, Birling’s sell-complacent atti-
tudes, his social and political insights are shown to be ridiculous and ab-
surd, and his own son is not slow in pointing that out. Mrs. Birling's
perverse and malignant condemnation of the girl is being turned against
herself, exactly as Sheila has predicted, since it becomes an indictment of
Eric whom she has been trying to shield. Both Eric and Sheila, the re-
formed specimens of Humanum Genus, turn away from their parents —
a familiar sight in the morality play. Similarly, the closing scene of the
play with the impending investigation, scandal and the ruin of the Bir-
lings’ most cherished hopes, affords a parallel with Vice's traditional dis-
comfiture.

The antithetic structure of the play (Janicka 1972 : Part I, Chaps. 1-2,
Part II, Chap. 1) is apparent not only in the juxtaposition of characters
{whatever pattern of arrangement is accepted), but also in the opposition
of right and wrong standards, true and false values, as exemplified in the
respective gospels of the Inspector and Mr. Birling; it is also palpable
in the contrast between respectable appearances and grim realities, in the
conflict between individual or narrow group interests and the interests
of community. And though the criticism is mild enough when compared
with Shaw's vociferous pronuncements? yet the problem of more honest,
sounder human relations has a universal appeal.

In conclusion we might as well atlempt a lerse answer to the ques-
tion contained in the title.

An Inspector Calls is a morality play not merely because of its preoc-
cupation with moral problems, those of guilt and responsibility, justice

£ Tronically enough, the Pricsiley’s play seems to be encumbered with the same
weakness the author has spotted in the work of John Galsworthy — the absence of
“tolal self-commitment" (Priestley 1080: 354),
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and punishment, snd because it 1s clearly meant to instruet, but also on
qecount of the patterns and devices characteristic of the genre, particu-
larly the organizing principle of antithesis.

It is a modern morality in so far as it submifs to a critical examination
and exposure the attitudes and standards of the preceding age; also by
virtue of its thriller technique.

It is a lay morality for its has dispensed altogether with religious
categories and replaced them by the notions of universal brotherhood
involving both communal loyalties and mutual responsibilites.
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THE STRUCTURE OF LOOK BACK IN ANGER

Much has been written about Leook Back in Anger and there is little
doubt that the play constitutes an extremely important point in the his-
tory of English drama. Even the most general studies of the subject
atiribute to it the virtue of starting the new era, the play itself marking
the birth of modern English drama. “It was not until the third produc-
tion on 8 May [ie, 1956] that year, Look Back in Anger by a twenty-
-six-year-old dramatist, John Osborne (b, 1929) that the English Stage
Company found itself leading an insurrection with drum and trumpet...
Everything now in modern British drama is before or after May 1956 and
that is John Osborne's achievement.. Look Back in Anger was a title
that would also christen a transient period of anger in our literature,”
(Trewin 1985 : 22,28), The expression ‘angry yvoung men’ was being ap-
plied to young frustrated peaple of Osborne's generation, Jimmy Porter,
the main character of the play, growing into a hero and leader of the
angry flight against the Establishment conventional maorality and British
society in general,

There is no question, thercfore, as to the importance of the play, Yet,
as usually happens with the best known works of art, in spite of the
great abundance of critical studies, some very vital aspects of the play
have not heen explored, The eritics are mainly precccupled with the per-
son of Jimmy Porter, examining his character by means of psychological
analysis, looking for autobiographical clements, finding in the lulile fight
Some resemblance to the Romantic hero, comparing him to Hamlet, The
problem of Jimmy's anger seems to have been of greatest inspiration e
such critics as A.E. Dyson and B, Gascolgne.
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Az already stated, the play was universally proncunced to be modern,
Working class and the new middle clazs made their appearance in English
drama which stopped to provide mere enfertainment and turned {o con-
temporary vital problems. The “pecaliar quality of frustration in Jimmy’s
anger” (Dyson 1968 : 49) was allribuled {o the psychological impact of the
H-Bomb era. The protests against “the Establishment”, the hypocrisy in
Church and administration, not being different in content from those of
early twentieth century writers, were said to have, nevertheless, something
different in tone. Moral problems were also freated in a new modern way;
maritial fidelity does nol consist here in the misconceived sexual fidelily,
it aims al spiritual unity and trathfulness. The language of the play is
another, generally acknowledged, novelty of the play. Artificial theatrical
way of cxpression, the heritage of B, Shaw and Oscar Wilde, has been
replaced by real Englizh idiom, everyday contemporary speech, highly
individual, avoiding long complex sentences and sophisticated wit. (Semil
1969 ¢ 111-114)

The importance of Look Back in Anger as a modern play is acknowledg-
ed. Still nearly all critics find in it something unsatisfactory. Bamber
Gascoigne finds the weakness of the play “in the more intellectual side of
playwriting, in the organization of the whole play and in ils meaning”
For him the end of Look Back in Anger was “particularly unsatisfactory”
and he accuses Oshorne of a "false note of happiness” (Gascoigne 1962 @ 97).
John Russel Brown states that “Osborne’s first plays were structurally
conventional: Look Back in Anger and FEpitaph for George Dillon
are three-act plays set within realistic walls like most of their immediate
predecessors, Exposition, development, and conclusion, clear character
presentation and progressive building of conflict and tenslon are all duly
there, What was new was the kind of life these plays mirrared in detail..”
(Brown, Russel, ed, 1968 : 9). I.C. Trewin is sharing the same aftitude
"The play — and this i3 odd — was not at all experimental in from.
Well-made, in the old manner, it had five characters and an attic box-
-set.” (Trewin 1965; 22)

The same opinions are present in Polish criticism, Maltgorzata Semil
in the guoted artiele writes asbout the lack of any new dramatic teeh-
nigques in modern English drama and she stresses the fact that the tradi-
tional construction is still preserved.

To sum up, Look Back in Anger, acclaimed as a modern play in view
of its content, tone, and language, has been dismissed on the level of
structure as following the traditional conventions of a well-made play. Few
critics find otherwise. Gascoigne’s aceount of his understanding of the
play after the first night performance provides a different perspective,
“The play ends with them [iLe. Jimmy and Alison] in each other's arms
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playing their old game of bears and squirrels, a childish fantasy which had
been the only level on which their love could function, Tn the theatre this
seemed a painfully geod ending, admirable in its irony. The pattern of
the play was clearly a circle; we were back where we started and to-
morrow the agony would begin all over again” But then, he withdraws
to join the advocates of the conventional construetion. “But in a debate
alter the performance the director, Tony Richardson. denied that this
was the meaning. Tt was a hopeful play, he said, Their relationship had
improved, they were playing the game of bears and squirrels with irony
and for the last time, The published text confirmed this” {Gascuign;z
1962; 197

Certlainly, hardly any critic failed to notice that act one and sct three
begin with the same situation, the fact which is obvious and striking
enough. ¥el the conclusions of the crities are not very enlightening to
the structure of the play, Even those who find in Look Buck in Anger
the closed-circle construction do not support their statement by any de-
tailed analysis of the play and finally admit that it is built upon tradi-
tional lines, Simon Trussler, the author of The Plays of John Osborne
subtitled “An assessment of the worls of the most important English dram-
atist of our time” writes of Look Back in Anger: “It i a far more
technically mature Osborne, however, who dares to open his lirst and
third act in identical settings — Helena merely suceeeding Alison al the
ironing board, and Alison instead of Helena disrupling the domesticity,
This looking-glass effect not only succeeds theatrically but shapes the ac-
tion into a closed-cirle entirely appropriate to its theme” (Trussler 1972:
42). Yet, at the same thme, Trussler discusses the play in terms of exposi-
tion, development, elimax, that is, elements characteristic of 8 traditional
triatigular play with the solution at the end. “A firstoaci exposition cul-
minates in the arrival of an outsider to develop situation, as Helena duly
develops it in act two, and the final act restores a kind of precarvious sta-
tus quo™ (Trussler 1971: 44)

To my knowledge, none of the crities, even among those who pointed
out the circular construetion of the play, tried to apply modern structur-
al method in analysing this play, Tmpressionist reflections, even the
brightest ones, cannot substituie salid knowledge of all the structural me-
chanjsms of the play.

The clue to the understanding of the play lies in its structure. Yef,
applying traditional analysis, that is, searching for exposition, climax, the
solution seems highly inadequate, One should not be seduced by the ap-
parent presence of “action” and well developed characters, Viewed from
this angle the play offers a conventional and even melodramatic situation
of & young unhappy couple reunited into tender relationship, or failing
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to live together in the full meaning of the word, after climacteric sep-
aration, the young husband becoming aware ol his former cruelty aller
his wife had lost her baby. The strong triangular construction of the play
dissolves, however, when we penetrate into ils struclural elements and
when we consider the rolationships between those elements, The alin
of the present paper is to find certain constants, certain recurrent cle-
ments which mark the construction of Look Back in Anger and which
can, perhaps, introduce something new to our understunding of the play.

The most striking thing on the first reading is the recurrence of some
scenes; symbols, and situations. The pattern of act one iz the first to be
analysed, ns some imporlant elements are very clearly visible there, The
opening situation contains all the factors which are to dominate the play
and create this stufly oppressive, waste-land almogphere of barren life.
This Sunday evening exlstence jg concentrated around the tea-pot, Sun-
day papers, ironing board, concerts on the radio. The symbolic device
of the church bells is of double function here, Its structural role ton-
sists in announcing the approaching outburst, but at the same time, it
gserves fo reveal Jimmy's attitude to the institution of the church. On
the symbolic level it may be also considered in connection with the
Protestant doetrine, so typical of the atmosphere of the play. The sound
of bells is to remind us of the Last Judgement, of the Doomsday, Eval-
uation and punishment are always present in Jimmy's anger and, at the
same time, each outburst makes a kind of Doomsday. Duly heralded by
the church bells the explosion, Jimmy's outburst of rage, follows. It
takes the shape of physical viclence and Alison's physical suffering marls
its turning point. The moment of apparent reconeciliation brings Jimmy's
kindness to Alison its result being the bears and squirrels game symbolic
of their animal love, the only possibility of their accepting each other.
Nobody, however, would be misled to assume that the relationship of
Jimmy and Alison has improved after their physical reunion, The text
clearly indicates that what is to follow is merely the return to the Open -
ing situation, Jimmy's kindness is only a momentary change brought
upon by his hesitunt conscience after he has hurt Alison and caused her
suffering. A small und unimportant incident can unhinge him again and
destroy his seeming balance (in this case a telephone [35] and a letter
found in Alison's handbag [36])", In this way the circle of the first act
is closed, one phase being over we are where we weroe, ready for a new
outburst,

The construction of the first scene of act two reveals exactly the
same pattern. The opening scene offers the same Sunday situation with

! Pages In square brackets following certain quotations and allusions refer to
the text of Look Back in Anger as published by Faber and Faber, London 1871
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the ever-present lea-pot, Sunday papers, The musical motif of the first
act — the radio concert — reappears by means of Jimmy’s trumpet. The
paradox remains; music supposed to beautify life and to ennoble man is
as discording in this household as the sound of trumpet habitually asso-
ciated with the joyful victory in the battle. The only difference here is
the presence of the outsider, Helena (the pattern of the characters' appear-
ance will be dealt with later in this paper). The motif of church returns
this time mot in form of the church bells but in Alison and Helena's
mention of their going to church ([48] and culminates when Jimmy hears
about it [51]). Its function, however, remains the same, it forecasts the
approaching storm. As in the first act, the turning point of Jimmy's
explosion (he is abusing Alison’s parents [51-55] and Helena [56]) is con-
nected with the pain of suffering. He suffers when he remembers the
death of his father [57-58] and when he learns about Hugh's mother's
illness {61], The paltern, once more, proves valid when the turning point
is followed by the apparent reconciliation and a moment of Jimmy's calm-
ing down, After remembering his father's death he adresses Alison “I've
given you just everything, Doesn't il mean anything to you?" [58], when he
learns aboul Hugh's mother he also turns to Alison for support, "1 ... need
you... to come with me." [62]

Yet, there are certain facts proving that the explosion is not ended
and that it will develop In the nexl scene of the same act, Bears and
squirrels are mentioned just as the church bells start ringing (stage
directions [62] and [63]). Physical communication by means of bears and
squirrels has been denled to Jimmy and Alison, lhe status guo cannol
be reestablished, the explosion has to continue marked, as before, by the
church reference, It actually goes on in the next scene embodied in
Alison's departure, Cliff’s suffering [71], the toy bear In Helena's hands
[72] and, above all, in the effect of Alison's decision — in Jimmy's out-
burst (72, 73], After the turning point when Helena slaps Jimmy's face and
he suffers (“all that Is left is pain' [74]) the situation, throughoul the con-
stant reference ending the explosion (that is physical love, as in the first
act), returns to its primary state, The dramatis personae are different,
vet the sliuation remaing the same, The second cirele is closed, the
second phase is ended. It became visible in this act that the explosion
may consist of several outbursts each, however, framed by the constant
references, that of the church as the starting one and that of sex as the
closing one,

The recurrent opening scene ls clearly restored in act three, The
third phase, as the preceding ones, begins on Sunday evening and all the
necessary attributes are present: Sunday papers, tea-pot, ironing board,
trumpet, even a concert is mentioned [78], The smallest details are re-
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peated. Helena who takes the place of Alison at the ironing hoard is
also threatened by Jimmy's physical violence (act one: “Jimmy rnakes
a frantic, deliberate effor!, and manages to push ClIf on to the ironing
board, and into Alison, The board collapses” [26); act three: Jirmmy
“hurls a cushion at her [IHelena], which hits the ironing board?”. [81]). At
the end of scene one Alison appears and in the following scene Helena
decides to leave. "Outside the church bells starl ringing”” [93] and again
it can be treated as the constant reference opening the explosion. Vio-
lent verbal struggle between Alison and Jimmy culminates in Alison's
passionate words describing her suffering at the death of her bakby,
Onee again suffering marks the turning point of the explosion, Jimmy
is, somehow, morally resposible for the death of the baby, as he had
once wished it. As in the preceding acts his awakened conscience gives
birth to the outflow of kindness. The constant reference closing the
explosion, the sexual game of bears and squirrels constitutes the end
of the play. The third phase is finished as well, the third circle is
completed. The pattern of the opening situation, explosion, and return
to the previous state has been carefully followed for the third time, all
constant references have been preserved,

In view of the pattern the only thing we can expect is the re-estah-
lishment of the opening situation. In this way the play has no end as
it had no beginning, One phase is ended, the play returng to the open-
ing situation, only for the next phase to begin?, We do not have to be
told that the same phases (outhursis and apparent reunions) had delin-
eated the life of the main characters since their marriage. In the same
way the last scene is merely the final element of one of the numerous
phases and according to the established pattern it must lead to the new
phase. Hence, we may speak about the explosive structure of Look
Back in Anger which can be presented by raeans of a diagram where:

A — opening situalion; B — constant reference indicating the approach-

ing explosion; C — explosion: D — turning point of the explosion;
E — apparent reconcilialion; I — constant reference resulling of the
apparent reconeciliation; A — return fo the opening situation,

| Th_i’s fart is stressed by Richard Schechner in “Preyezynele do teorii § kevtyrki
dramatu”, Dialog, 120, 1.1.1967, pp. 77- 101, Schechner mentions it in connection with
Beckett's and Ioneseo’s plays, p. 91,
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As already pointed out, the number of explosions may be varied, yet,
they are always framed by two constant reforences (B and Fy.

It must be remembered that the reconcilialion following the explosion
is only the apparent one and it never brings upon any solution: it solely
restores the opening state of affairs. Thence, the last scene of the play may
reinfroduce its first scene in the same way as it may lead to any of the
opening situations. They are all Lhe same, The final scene reinforces only
the depressing feeling of inability of escape, the feeling that the charac-
ters are imprisoned in the recurring phases of their exislence, that their
life is completely barren as even the child is lost,

The phase constraclion appears not only in the structure of the play

taken as a whole. Certain elements of the siructure, such as time and cha-
racters, are also subject to the phase recurrences. It is not accidental that
each act begins on Sunday evening, always the same, always repeating
previous Sunday evenings, and giving no prospect for any difference in
future, It is hardly accidental, ag well, thal the very first sentence of the
play refers to this problem. Jimmy says, "Why do [ do this every Sun-
day? Even the book reviews seem to be the same as last week's,” [10]
And again, "God, how I hate Sundaws! Tt's always so deprossing
alwaye the same We never seem to get any further, do we? Al-
ways the same ritual. Reading the papers, drinking tea, ironing.
A few more hours, and another week gone™ [14, 15] "Just another Sun-
day evening.” [17] The same impression of everything being always the
same is implied in Jimmy’s words about Alison, "I watch her do the
same things every night” and later, "I've watched her doing it night
after night.”” [24]% To sum up it may be said that the series of events
constituting one phase always begins on Sunday and the atmosphere of
this particular Sunday being just a repelition of any other Sunday is care-
fully rendered,

The device of using identical setting for all acts has been mentioned,
the appearance of characters, however, deserves some more attention. The
interplay of dramatis personae reminds of some ancient dance in which
Jimmy changes his partners. Helena replaces Alison fo be succeeded by
her in the last act; the partners change, the dance remains the same A
new dancer, though not mentioned, is {0 be expected, the game has to
continue and Alison in her utier submission can hardly mske a good part-
ner for Jimmy, Cliff hag his important place in the game, he iz Jimmy’s
partner in friendship. The gquestion whether he finally leaves or stays re-
mainag open. Cliff iz also involved in some significant scenes of recurrent

# Emphazis added.
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character. Alizon and Helena are introduced into identical situations o=
nected with CHIE (Alison — ironing Clill's trousers [16], Helena — washing
his shirt [83]). In this way the recurrent pattern is also followed in the
interplay of the main characters of the play.

The language of Look Baclk in Anger does not remain free from wer-
bal repetitions. They are certainly typical of everyday speoch but they
also help to build up the feeling of samencss!

Repetilions, recurrences, phases, vircles — all are to be found in the
structure of Look Back in Anger. The play reveals the characleriste fea-
tures of modern open play, open — as lacking the proper beginning and the
end which would provide the solution of the main problem, and which
would change the situation existing in the exposition. The construclion
of the play is based ugon phases of explosive Lype.

It should be stressed that similar phase structure is to be found in
other modern plays, in Eugene O'Neill's Long Day's Jouwrney into Night
and in the plays of Samuel Beckett and Tonescos,

The problem, however, iz not purely formal. The phase structure in
Look Back tn Anger creates the feeling of the universal inability of cseape,
of the life guided by the cosmic principles of constant repetition, Seen in
this light the play offers new possibilities of more profound interpretation.
The melodramatic solution and the happy end become inadmissible, In
this play certain mechanisms operate as they do in real life, the life-game
holding and limiting all human beings by its ever-repeating rules. Look
Back in Anger becomes a modern play not only in the sphere of language,
lreatment, and tone but also in the sphere of struciure, thus consituling
the real turning point in the history of new English drama,
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AMERICAN LITERATURE
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FORM AND SUBSTANCE IN EARLY AMERICAN DRAMA
(FROM DARBY TO O’NEILL)

American drama, like the people who created it, had its beginnings in
Europe and gradually developed a character of its own, Ils first maodels
were the lofly tragedies and extravagant comedies popular in England in
the second part of the seventeenth cenlury. But the history of American
drama is the story of the movement towards the political and cultural
independence,

The main point of the following paper will therefore be a discussion
of earliest plays written in America, with special Tegard to the above
mentioned tendencies. The plays discussed can be grouped under the fol-
lowing headlines: pre-Revolution plays exposing everyday problems of
the early colonists; anti-British plays showing strong dissalisfaction with
the British authorities; Revolution dramas manifesting hostile attitudes
towards Britain and reflecting the rise of intense patriotic feelings. The
second phase in the development of drama in America starts with the pro-
duction of first American play The Contrast and includes romantic dra-
mas (,noble savage” plays and romantic tragedy); native character plays
introducing the Yankee character; dramatized novels and melodramas. The
third phase — a step beyond conventional realism of setting — includes
problem plays not infrequently identified with sorial drama as well as the
plays following Ihsen's inner realism. A considerable departure from the
realistic style in drama is marked by the appearance of romantic fantasy
and by early experiments in dramatic form culminating in production of
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O'Neill’s dramas. The article will be coneluded with an aliempt to deter-
mine the significance of early American drama,

Frank Hill in his Bibliogrephy of American Droma lists anly twenty
seven plays written by the colonists before the Hevolution (among others
the set of propaganda pieces). Besides thore was a long list of plavs impor-
ted from Britain and staged alter the mid cighteenth century by the first
troupe of actors to remain in colonies. The obstacles in the development
of theatre in America were mainl ¥ caused by Puritans' and Quakers' atti-
tude to "evils of dramatic entertainment" or entertainment of any sort,

The first English play to be written at this side of the Atlantic was
Darby's Ye Bare and Ye Cubb (1663). In 1714 Governor Hunter wrote
Androboros, after which a long pause followed until 1761, when A Dia-
logue and Ode Sacred to the Memory.., of George the I was writlen in
order to commemorate the death of the British king, In 1762 there ap-
peared the anonymous The Military Victory of Great Britain praiging (he
victory over the French and Indian troops that kept invading British eolo-
nial haldings. The form of these lasl two picces can be defined as the “com-
mencement exercise and dialogue”, that is, works, which are hardly dra-
matic. Still the elements of scores for musical parts together with a nar-
rative for four spealers, glorifying battles and heroes of the war intrg-
duce the mood peculiar to the theatre. The year 1763 brought the play
The Paxton Boys, a local drama concerned with a group of frontiersmen
who, having attacked some Indians, escaped to Pennsylvania and were
finally arrested there,

One of the last of pro-British plays, The Conquest of Canada wag writ-
ten by George Cockins in 1766, The play can be defined as the herocic-dra-
matic pacan to the might and glory of Britain, There is as much allegory
as drama and the play renders the history of the battle into jambic hy-
perbole,

The transitional step from commencement exercises or blank verse
tragedies to a more conventional play form was made by Colonel Robert
Munford's play The Candidates, written in 1770, This typical comedy of
manners included the satirical deseription of unserupulous techniques in
loeal election, Eventually, in spite of intrigues, the best man wins and
the local authoritics, still loyal to Britain, are formed.

It would be too carly to state that a clearcut eonclusion can be drawn
from the few extant plays, dialogues and commencement exercises dating
from {he beginning of colonization to the mid eighteenth century, There
Wwits no Ameriean national drama sinece there was no American nation, but
people representing at least several nations from all over the world, The
other point is that by its nature drama is the effect of a conflict, The first
serlous conflict to arise in America was that of the colonists' with their
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Mother Country. The carly altempts to unify the nation — the natural
eifect of French and Tndian wars (1756 - 1763) promised the nexl step:
aiming at political and economic independence, which was then encouraged
and reinforced by a scries of acts passed by the British parliament. The
acts such as Currency Act, Sugar Aect, Quartering Act, and finally the
Stamp Act (1765), which were aiming al subordination, both political and
economie, of the colonies Lo their Mother Country, [inally caused the out-
burst of American Revolution in 1775, .
One of the symptoms of the approaching changes in the cultural field
was the fact that in 1766 Lewis Hallam's troupe of actors changed its
name fram The London Company to The Americen Company. Although
this fact had not heen followed by production of American plays I{thlﬂre
having been none of the kind) still we can speak, in a sense, aboul Llhe birth
of American theatre. The plays written shortly before the revolution can-
not, for obvious reasons, be called American plays, they still cqntain a
slrong note of dissatisfaction with British authorities, ar?d manifest an
aititude townrds the British ag peaple apart from and hostile la w11;:1;1{:.~1n
be deseribed as American nation in the making, The SnOnYymous play 1 1:1:&1
of Atticus before Justice Beauw written in I77] only superficially :;lealrsj vfrllh
the case of Allicus aceused of rape. Actually it is a polemie against injus-
tice performed by the colonial officers of the Crown, The plays of Mercy
Otis Warren The Adulateur (1773) and The Group (1775) express strong
dislike for those colonists wha sympathized with the British government.
From the point of view of form, these plays represented the go-called
“eloset drama’, that is, plays meant to be read rather than acted upon
SmgTEI-m next important step leading toward the birth of A-mcricanl drama
was marked by dramas about Revolution written in the years 1773 - 1788
{till the Constitution was ratified), The patriotism expressed llzy :iuchtpluy-
wrights as Hugh Brackenridge in The Battle of ﬂu?lfﬁ‘-‘?'s'f'{ lTlrEWTﬁ‘l and
The Death of General Montgomery (1717), or John Leacock in The Fall of
British Tyranny (1776) turned the native British into monsters, or else into
blockheads and cowards as in the anonymous The Blockheads or the
Affrighted Officers (1'776). :
The year 1787 brought aboul the first genuine Fsmﬂriz(‘.‘ﬂn plla;:,' — I"hﬂ'
Contrast by Royall Tyler, The plot involves the romantic af_fu‘:r of ]3111};
Dimple, a wealthy Anglophile, whose cngﬂgummft to clever Ma I‘1.EI. cmnsltme
prevent him {rom flirting with other women, Dimple will eventually GIE;
Marin to the austere but attractive Caplain Manly, a Revolutionary c:fl -
cer. The play's aim is to show the contrast between the treacherous ﬁr:l;i{e:-
phile Billy Dimple and the Revolutionary officer Cnptﬂlln Manly. Nf:f b ;:
to say the author favours Manly who ls depicted as being endowned w
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all virtues such as rectitude, patriotism, courage. The contrast is also shown
between Dimple's servant Jessamy aping his master and Manly's “waiter”
Jonathan — a comic [igure whose plain practicality and wisdom make him
a symbol of rural virtue. The character of Jonathan is also the first char-
agler of a Yankee on American stage — the {rue and typical citizen of
the new-born country. The play was obviously wrilten under the influence
of Sheridan’s School for Scandal, and accordingly follows the genre of its
model.

The Contrast represents the turning point in the development of dra-
ma in America since it marks the birth of American drama. Inspired by
Tyler's success, William Dunlap started to write his own plays and be-
came one of the most prolific playwrights of his time and the following
half century. He was also the first man to write The History of the Amer-
ican Theatre (1832). Dunlap’s most noteworthy play André (1798) had
been a failure and was laler rewritten under the title The Glory of Col-
wmbia (1803), The technique of this play follows the familiar pattern —
the common affairs (soldiers’ talks) are presented in a plain dialogue of
Neo-Classical style, whereas the lofty utterances (the general's speech)
are presented in blank verse, The whole play is enlivened with some songs
— both the lofty ones and those of Yankee Doodle type.

The plays such as The Contrast or The Glory of Columbia were fo]-
lowed by numerous plays dealing with the subject of victorious Revolu-
tion in a more or less successful way. Some of the playwrights found the
typically American themes: the motif of revolt against tyranny, in the
history of other countries, as R, Montgomery did in his tragedies: Pelo-
pidas, The Gladiator and Oraloosa. Another play of that kind, which at
the same time meets the need for romantic patriotism and melodrama,
was Susanna Rowson's Slaves in Algiers (1794). The plot deals with Mulej
Moloe, the Dey of Algiers who frees his slaves and declares his country
a republic having been influenced by American captives pralsing the vir-
tues of demoeracy,

The reason why the playwrights looked abroad for the subject matter
seems 1o be the increasing tendency for myth-making. One of the numer-
ous definitions of myth deseriboes it as “a series of stories invented by the
people to explain some mystery of nature or of their own racial personal-
ity. In other words myth explaing in human terms what the social group
believes to be true and the stories determine the basie patterns of action
and the characteristic features of the heroes and villains, Myths have thus
both a soclal and a literary function, and if there are none burled in a
nution's past it {s necessary either to look abroad for their prototypes,
or fo invent them”, (Downer 1954 : 4)

The tendency of myth-making together with such motifs ay closeness
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gonge of impertance of the individual's peculiar self, or emo-
:?a;l::urr:s:;iuu to -:-wntl.:, contributed altogether to the rise of romantic
drama in America. The first group of plays charu:te_-ristic of &mclricatr';
romantic drama can be defined as Indian plays or "noble savage plays',
The first Indian play written in America was Poniteach or the Savages utj;
America written by Major Robert Roger in blank verse 1?.1 1766, Pontt-:::;
it the name of the chief of the unsuccesstul Indian uprising uguinaﬁd 19
British in 1763 - 1764, One of the first Indian plays to be p;:urm ; r;
Ameriea was The Indian Princess by James N, Burkrfr {13083. fﬂ;;{'c (e ud
Indian plays was continued by Lewis Defllenbach's Oola tlc: { njg i;u
Georgge Custis' The Indian Prophecy (1827), the latter dealing :r D
incident from the lifc of George Washington who had been p;*o.;;i emelaos
a great future by an Indian chief. Another of the thwt_:,r-fh.re ol :-n gt ie
of “noble savage” type of that period was Metamwf; wmltfan hi Jud n.d ;} 5
in response lo Edwin Forrest's promise of awarding a Ewe bunt ::ﬂ E;
lars prize and half the proceeds of the thirdlnight for “the ;s x hi a};:
in five acts, of which the hero or princfpal character sh al o
aboriginal of this country” (Gallagher 1954 : 137). Metamuru,ft eial?al S
ly noble Indian chief embodies the ram;mtic_ mutives_af .ﬂIT hcmtns'
courage and a stoic acceptance of death. The historical figure n:aacm_gé
the daughter of the Indian chief, influenced the Imagination o

Custis wha wrote the play Pocahontas in 1830. The main character, re-

presented here by a noble Indian girl, rescues the British leader, which

ultimately leads to British-Indian friendship. Th:; Piﬂ? Wﬂﬂﬁ‘;‘;‘;“fﬁ:ﬂt;’;
— lesgue
86 as Pocahontas or the Gentle Savage a bur :
:::blc Indian motif in the plays. Seventy-five 1:rr-:imn playst:;:lt;tn:r:: trl::
i n
enth century fulfilled to some extent the young m
:ri::‘:a past and Lru}:;liti:m. On the other hand, as regards the development ni
.ﬂ.mEI:i:rlln drama, the Indian plays cvidently contributed to the ri:ui o
romantic drama in America: the gentle, noble savage fighting againsgt tyr-
; tie hero.

anny and oppression makes a perfect roman '

TYhe romantic drama in America was also represented by .Iurrm:1 FE},‘t
son's tragedy Superstition (1824) dealing with persecution for witf. t.rtad
in early New England. Romantic tragedy in verse was beat.reprt. sente
by N.P. Willis' Tortessa the Usurer (1839) and G.H. Baker's Fr‘a_ﬂcﬂﬂl
da Rimini (1863) — one more, inlerpretation of the motif of tragic love
of Paolo and Francesca. :

Plays combining both romantic and realistic elements can be rc{g}ﬂ}'ﬂﬁ
as o separate group; they will be called the native character plays. rlgi: b
ally, the main type of character in those plays was a rural Yank;t:; mci: :n:
ignorant, but essentially a good-hearted fellow. Jonathan !rur.n o ie
trast 18 the obvious prototype, The function of such a charncler was P
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marily Lo contrast it with the treacherous and unnatural British and their
followers. The rural ¥ankee then became a preeminently comic character
of numerous crude comedies and farces Lo be finally replaced by his ur-
ban counterpart {Mose the Bowery Boy in Baker's A Glance at New York),
or by a Western [rontiersman (Mimrod Wildfire in James Paulding's faree
The Lion of the West),

Dramatized novels make a separate group of plays. Washington Irving’s
story Rip Van Winkle was dramatized by Joseph Jefferson and Dion Bouci-
cault. The elfect was a comedy employing the convention of a dream. Rip
van Winkle is a simple, good-natured man — one of innumerable typical
Yankee characters in American plays. Another example of the dramatized
version of a novel is Uncle Tom's Cabin, Harriet Beecher Stowe's nowvel
turned melodrama by George Alken.

The Civil War (1861 - 1865) gave the numerous romantic melodramas
a rich and vast material of sentiment and suspence caused by divided
loyaltics, This can be seen in such plays as Shenandoah (1888) by B, How-
ard, or in James Herne's The Reverend Grif fith Davenport. Melodrama
here denotes a play where the consistency and verisimilitude of action
is disturbed or even abandoned for the sake of both theatrical effect and
stirring the audience’s emotions,

The Far West gradually became the colourful setfing for numerous
melodramas such as Davy Crockett by Irank Murdoch (1872), Horizon
(1871) by Augustine Daly and The Girl of the Golden West (1905) by Da-
vid Belasco. The hero was the frontiersman — a symbol of strength and
endurance as opposed to the Eastern American who now became the sym-
bol of decadence. One more example of such a play can be The Old Home-
stead by Denmar Thompson, where the realism of setling iz mixed with
sentimentality of situations — a notorious weakness of American drama.
The main plot is contrived to rescue a farm boy who went wrong in the
big vity.

The economic and social changes within the American country and na-
tion caused by the rapid and immense industrialization, brought in some
new problems to American literature, The changing character of American
cities, the materialism of growing America was exposed in Henrietia (1887)
— Bronson Howard's comedy about Wall Street speculations. The same
problems are ridiculed in Benjamin Woolf's The Mighty Dollar, and sati-
rized in the plays of Charles Hoyt,

The next step in the development of realistic style in American drama,
a step beyvond mere melodrama, is marked by so-called problem plays.
The realism here serves as s means to carry onr and discuss the moral
problems. In The Great Divide (1906) William Moody presented the dra-
matic eonflict between puritanism and individual liberty, between Puri-
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tanical New England and the American West, A similar problem appears
in Foith Dealer (1009) (by the same author), where the basic conflict in
the life of an American is exposed: the conflict between puritanism and
self-Tulfilment.

As for the dramatic style; there was nothing strikingly new until
Bugene O'NMeill's great exparimental dramas were written. There were,
however, some atlempts to present the realistic plays in the manner of [h-
sen, that is, to introduce psychological coniliet and {o emphasize character
rather than ingenious plot. Edward Shelton’s The Nigger (1909), The Boss
(1911), The High Road (1912) are considered the best of hiz plays, because
they follow Ibsen's realism. Clyde Fitch also attempled to write social dra-
mas although he lacked Ibsen's breadth and depth of comprehension as
well as skill in dramatic construction, His play The Climbers (1801) repre-
sents the Ibsen-type realism combined with social drama but if is marred
by typically American sentimentality. Fitch's best problem play, The
Truth (1906), analyses the impossibilily to tell the truth,

There were also playwrights who remained outside the realistic move-
ment, Of these the most noteworthy was Percy Mae Kaye who initiated
the outdoor dramatic spectacle. His best play The Scarecrow {1908) uses
eolonial England as the setting for romantic fantasy and his Pretty New
World (1923) — a dialect comedy — is an attempt at American folk drama
in the spirit of the Irish playwrights such as J.M. Synge and Lady Gre-
gOrY.

One of the earliest American playwrights to experiment with drama-
tic form, which was quickly adopted by film makers and other play-
wrights, was Elmer Rice (1892 - 1967), In his play On Triel (1914) he used
the flash-back technique — the court rooms moved in order to reveal
scenes from the past which explained the defendant’s confession. His well-
“known Adding Machine (1922) tells the slory of Mr., Zero, a repressed
colourless bookkeeper driven io one moment of passion, when he mur-
ders his employer who replaced him with an adding machine, The play
is written in the expressionistic style (the rharacters being typified), still
the character of Mr. Zero contains some elements of naturalistic style —
the motif of circumstances determining his life, as well as the motif of
social and economic factors. Finally Mr, Zero becomes a symbol of the
man involved, alienated and defeated by the machine age. In that respect
he resembles the character of Yank in O'Neill's The Hairy Ape. Rice's sub-
sequent play, The Street Scene (1929), employs a naturalistic setting, pre-
senting the life in a slum tenement and the climax iz reached in double
murder. This was one of the first stage productions which included the
realistic sound effects throughout the play (expressionistic effects were
to be utilized in O’Neill’s The Emperor Jones).

Anglica Wratislaviensia IV
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These early experiments in the dramatic technigue were to culminate
in the dramatic practice of Eugene O'Neill, who is called “the father of
American drama”. The opinien seems lo be indisputable: there was nao
other candidate to this title, and O'Niell fully deserves it at least for three
reasons. First, he wrote American plays, though not always in American
setting and with Americans as characters*, In this way typically American
problems acquired general human significance. In the second place, the
way he wrote them was almost entirely new, and hizs experiments in dra-
matic technique earned him a secure position in the history of the world
drama and theatre. And thirdly, the dramatic creativily of Bugene O'Neill
makes a decisive stage in the development of American drama, in its two-
-way aspiration: towards realism and towards Americanization.

The main point of this paper was to examine the veracity of the state-
ment that the American drama always tended (o realism in its form
and to Americanization of its content. The subject matter of early plays
undoubtedly confirms the second part of the statement: the confliet be-
tween American colonies and the Mother Country produced strong natlion-
al spirit long before the American state came to being, After the short-
-lived fashion for commencement exercises praising The Military Glory
of Great Britain and dialogues ... Sacred to the Memory ... of George the
II, there came Ponteach Or the Savages of America showing evidently the
preference for noble aboriginals defeated by the British; or Trial of Af-
ticus Before Justice Beau and The Adulateur where the strong contempi
for, and dislike towards British authorities is openly displayed. Patriotism
of Revolution dramas is already genuinely American, and The Contrast,
the first American play, exposes not only the contrast belween British
and American people, but also between British and American manners.

The nineleenth century plays produced the character of a rural Yan-
kee — the true and representative citizen of his country who, in the re-
sull of social changes, was later on turned into his urban countepart, and
western frontiersman, The process of Americanization became an accom-
plished fact.

1t has been much more difficult to demonstrate definitively and uni-
vocally that American drama really moved towards realism, First of all
because the dramatic form of early American plays was merely an imi-
tation of European (Neo-Classical) dramatic canons until late nineteenth
and early twentieth cenfury experiments in dramatic form (Percy Mac
Kaye, Elmer Rice, Eugene O'Neill), The three unities and the principle of
decorum did not allow both European and American playwrights to ref-

* This will be the subject of & separate paper,
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lect the reality in a less conventional and more convineing, spontaneous
way.

Alan S, Downer in the introduction to his American Drama (1960 : 6)
presenls three stages of reslism enlering drama: first, realism of surface
(realistic stage setting, eg., real water, alive horses) belonging rather to
the domain of theatrical art, second, realism of content (presenling com-
mon characlers in everyday situations), and third: inner realism in the
manner of Thsen. Realism in American plays was originally combined
with romantic elements (Ponteach, Superstitions), then with sentimental
elements {The Old Homestead) and finally wilth naturalistic elements (The
Mighty Dollar, The Street Scene). All these variations of realistic style
in drama were reflected in the plays of Eugene O'Neill who went still
further in his exploits of dramatic form. In this light it is evident that
realism in Atnerican drama was not meant as the end and perfection of
dramatic art. It was rather the first decisive step towards achieving full
maturity. It is the plays of Eugene O'Neill and his experiments in dra-
matic technique that marked a new tendency of American drama — the
search for a form,
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HALINA FILIPOWICE

DREAM AND DEATH IN GEEHART HAUPTMANN'S
VOR SONNENAUFGANG AND EUGENE O'NEILL'S
BEYOND THE HORIZON

A playwright may communicate his meaning through dialogue only,
and the result is often a dramatic piece meant for the library rather than
the stage; it will depend on the skilfulness of a director andfor a stage
designer whether such a play proves stageworthy or not. A playwright
may also rely on nonverbal images mainly, the emphasis being on spec-
tacular effects rather than on the spoken text, as in Act Without Words
by Samuel Becketl, for example, Most playwrights, however, would agree
with Maurice Charhey who says:

The words are, after all, only a part of the full imaginative experience of the
play, and [..] there are many nonverbal elements in o performance which work
together with the poatry of the text and help to express it, We may say, then, that
the play an awdience sees creates its own set of images and metaphors that are not
merely those of the spolien lines, (1981; 4 - 5)

Such playwrights use dialogue to present their themes but at the same
time reinforce (or on occasion contradiet) the ostensible meaning of wver-
bal statement in the play by utilizing spectacular means of expres-
gion, or "setting, properties, costumes, [..] lighling effects, [...] group-
ings, the actor’s individual expression [:] hiz gestures, movements,
make-up, vocal and facial expressions” (Tiusanen 1968 : 11), Aural effects
such as sound or music may be also considered as nonverbal means of
expression,

These elements of a play which are not part of the spoken lines, but
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are essential to the realizalion of a dramatic event in the theatre, may
lead to creating what Jean Cocteau called "poetry in the theater" (quoted
in Fergusson 1949 : 166), or “presentational” imapgery, lo use Susanne K
Langer's term (ef, 1942 : Ch, I'V). Maurice Charney suggests two other SV
onyms, “dramatic metaphors” und “slage images™ (1861 : 8}, In the fol-
lowing discussion, however, the term “nonverbal image' will be used to
emphasize the conlrast with the wverbal image, The latter iz understood
here not only in the traditional sense, i.c. ag some form of metaphor, sim-
ile, or personification, but also a8 an reiterative reference io a significant
subject matter, the reference which is sometimes quite casual and oblique
and does not necessarily have to be a figure of speech (cf. Charney 1961
t 7). But since the dramatic action frequently is not metaphorical in itself
but only when related to the verbal imagery in a play, in this study verbal
and nonverbal images will be analysed simultancously instead of cata-
loging the former and the lalier separately.

Gerhart Hauptmann and Eugene O'Neill were well aware of the fact
that meaning in drama does not have to be expressed by the use of explic-
it verbal statements only. A comparative study of Hauptmann's Vor Son-
nenaufgang (Before Sunrise)! and O'Neill’s Beyond the Horizon® will show
that nonverbal and verbal techniques work reciprocally to communicate
the playwrights’ meanings. Hauptmann’'s and O'Neill’s plays, because they
are quite similar in structure and use of verbal and nonverbal techniques,

! Before Sunrise was Hauptmann's first important play; it was preceded by a
volume of verse, a fragment of an eple in hexameters, and three historical tragedies
in verse, only one of which, Germoncn und Rimer, has survived, DBefore Sunvise
opened al a Sunday matinée of the Berlin Freie Biihne, on October 20, 1889, The
performance marked the beginning of a new era in the history of the German
theatre; at one and the same time 2 new deamatist and o new Irem of drama
emerged. The play received a stormy veception and became the starting peint of a
violent contraversy between the proponents and opponents of naturalism, As a result,
Hauptmann beesme known in Germany almost overnight,

t Beyond the Horizon was nel only O'Neill’s Tirst majeor drama But alse his frst
Play to reach Broadway, It was presented — also ot o special matinés performance
= at the Moroseo Theatre on February 2, 1920, However, it was not O'Neill's first
full-length play as it is usually sssumed. Tt should be pointed oul that before
Beyond the Horlzen O'Nelll had written at least Lhres full-length playe: Bread and
Buiter (1014, Servitude (19214, and Now I Ask You (1017 none of these, however,
bas ever besn produced, Beyond the Horizon brought O'Neill his first Pulitzer Prize
and made hirn famous in his own counlry snd abroad. The play differed in theme
and technique from the preceding practice: therefore it may be said that Bejond
the Herizon was the first full-lengih innowvative play by o native playwrigth to
appear on the American stage — the adjoctive “full-length” has been 1zod to
emphasize the fact that the development of American drama of any consequence
:tlr:alsﬁ;mgun with the production of O'Neill's one-act play Bound Eagt for Cardiff
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will be examined for the interplay of the two kinds of imagery, assessed
as to the efficacy of those technigques to express their meanings, and com-
pared to illustrate the degree to which either playwright is more dependent
upon verbal or nonverbal techniques to communicate meaning,

Like Zols's Thérése Roguin or Thsen's Ghosts, Before Sunrise® and
Beyond the Horvizon? are naturalistic in outlock: man is a vietim of he-
redity and environment, and though he may dream of transcending the
fimitations that have been imposed upon him by circumstances over which
Ke has no control, his dreams, hopes and aspirations are nevertheless
doomed to destruction®, Helene Krause and Robert Mayo, the protagonists
of the two dramas, are forced to face the meaninglessness of their dreams,
bul having recognized il they cannot go on living. When their efforts
prove to be futile, death becomes the only possible way out for them: He-
lene commits suicide, Robert dies of tuberculosis,

This course from hope and dream through the agony of disiilusionment
to death is illustrated by the plot and action of the two plays, but it is
also implied by verbal and nonverbal images, They constitute the Iixmc:r.
less obvious level of meaning which is of chief interest here. This less
obyious level amplifies the explicit statements and appeals to the audien-
ce's imagination rather than reason, .

The leading images in Before Sunrise and Beyond the Horizon are

a all refercnies to the play is from the 1912 edition and will be incorporated in

the text. 2 ; h ;
1 A1l reference to Lhe play is from the 1866 edition and will be incorporated in

he text.

i 5 Written in the period when the playwright was concerned wilh the relalionship
between Cod and man, O'Neill's play may appear fatalistie because the characters
believe in some supernalural foree controlling their lives. They repeat over and over
again that no one can help what bas happened to him; there are alse several refer-
ences in the play to bad luck, & curse on the farm, even to fate (953, y78). But al
the same tHme O'Neill seems to imply that the characters are whal they are becuusiz
af their heradity and enviconment rather than because of God or fate, “Mayo l; his
son Andrew over again in body and face’ (945), says Q'Neill in the stage direclions,
On the other hand, “whatever of resemblance Robert has to his parents may .bt,?
traced to Mrs. Mayo (945, Harly in the play Mayo prophesies: “You're 1'u:m1n”
against your own nature and you're goin' to be a'mighty sorry for it if. wou do
(95310, And consequently the two brothers are destroyed by the surroundings they
do not belong to: Rebert by Lhe life on the farm, Andrew by the life on the  sea
which eventually leads him to speculaling in grain busihess. It i also Iwm'th
pointing out that ©'Neill goes as far as to illustrale the influence .of heredity 23]
Lkve tt:iﬁ! generalion in the play — Robert's molher-in-law makes it clear Ithat if
hiz daughter is vonstantly sick, “she gets it right from her Pa [.] Pou can't deny
Robert was always ailin' as a child” (955).
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those of imprisonment, decay and death. The main device both Hauplimann
and O'Neill use to create these images is the interchange of indoor and
outdoor scenes. In an often quoted interview O'Neill said:

In Beyond the Horizon there are three avts of two svenes each, One seene s out
of doors, showing the horlzon, suggesting the man's desire and dreamy. The other is
indoors, the horlzon gone, sugnesling whut has come between him and his dream.
In that way I tried to get rhythm, the alternation of longing and of logs, Probably
very few peopla who saw the play knew that this wos definitely planned to produce
the effect. But I am sure they all unconsciously got the effect. It Is often easier
to express an idea through such means than through werds or mere copies of real
actions. (quoted In Mullatt 1922; 118)

In O'Neill's play the interior scenes are Act [, ii; Act II, i; and Act II1,
i, The pattern is more regular in Before Sunrise. The five acts of the play
are not divided into scenes; those which are set indoors are Acts I, III,
and V.

In the opening scene of Beyond the Horizon we see
n sectlon of country highway. The road runs dingonally from the left, forward, to
the right, rear, #nd can be seen in the distance winding toward the horizon like a
pale ribbon between the low, rolling hills with their freshly plowed fields clearly
divided from each other, checkerboard fashion, by the lines of stone walls and rough
snake fences.
The forward triangle cut off by the read is a section of a ficld from the dark earth
of which myriad bright-green blades of fall-sown rye are sprouting, A strogeling line
of piled rocks, too low to be called a wall, separates this ficld from the road.
To the rear of the road is a ditch with a sloping, grassy bank on the far side, From
the center of this un old, gnarled apple tree, just budding inte leaf, strains its twisted
branches heavenwards, black agninst the pallor of distance. A shake-fence sidles
from left to right along the top of the bank, passing beneath the apple treo, The
hushed twilight of the day in May Is just beginning. The horizen hills are still rim-
mod by a falnt lne of flames, and the sky above them glows with the crimson flush
of the sunsct. This fades gradunlly as the action of the scene progresses, (039)

It is only natural that Robert should be discovered sitting with his
head turned “toward the horizon, gazing out over the fields and hills" (839)
and reciting poetry. In this scene, however, Robert gives up his old dream
of discovering “the secret which is hidden [..] beyond the horlzon™ (941)
and decides to pursue his “bigger dream™ (848), that i to marry Ruth and
stay on the farm,

The following interlor scene takes place in the living room of the Mayo
farmhouse, about nine o'clock the same night, The only source of light in
the room is “a large oil reading lamp" (945). As Egil Térnqvist observes,
the dark red of the fable cover and wallpaper 1s a link to the color of the
dying sun in the previous scene (1860 : 80). In fact, there are several refer-
ences to death in this scene. At the very beginning Captain Scott, who
eannot stand "the thiek silence” in the room any longer, bursts out: “You
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folks look as if you was sellin’ up with a corpse, [...] God Almighty, there
ain't anyone dead, be there?" (946). Andrew, Robert’s brother, not only
speaks “in a dead voice” {952 , but — as he says himself — he also feels
dend (953). The scene ends with Andrew blowing out the lamp; the
guenching of the light is a visual symbol paralleling the verbal references
to death in the scene, The two brothers are left in the darkness “groping
thelr way toward the doorway in the rear as the curtain falls™ (953), They
move hesitatingly in the dark room as if they were blind or lost in the
fog: they have made their decisions but they are not able to know whether
they have chesen right or wrong. The ending of the scene immediately
brings to mind Orin’s words in Mourning Becomes Electra; when talking
about “man’s feeble striving to understand himself, to exist for himself
in the darkness”, he exclaims: "Darkness without a star to guide us! Where
are we going?". (O'Neill 1054 : 837 - 838)

By means of setting and lighting as well as the verbal and nonverbal
references to death, O'Neill creates the atmosphere of imprisonment and
hopelessness already in this scene. Robert is trapped by his environment,
and in spite of what he says about his happy future with Ruth, it is ob-
vious that his hopes are doomed to destruction. Since the moment he re-
jected his true dream, his existence has become death in life.

The remaining two acts, particularly the interior scenes, illustrate the
life of a dreamer who has to go on living after having faced the failure
not only of his dreams but also the dreams of those most closely related
to him — his wife and brother, Furthermore, he himself becomes dis-
appointed in them, Robert's inner disintegration is represented chiefly
by the changes that the clean and well-kept living room of Act I, ii, un-
dergoes.

In Act I, i, the state of hopelessness and resignation s evident {from
the patched screen door, spotted table cover, shabby chairs, curtains soil-
ed and torn, or the desk “cluttered up with odds and ends” (954), In Act
111, I, the selting again represents — on the literal level — Robert's inad-
equacy as a farmer and the poverty he and his family have been living
in, but on the metaphorical level it symbolizes the loss of hope. “The
shadeless oil lamp with a smoky chimney", the curtaing torn and dirty (one
of them is missing), “the closed desk [..] gray with accumulated dust as
if it had not beén used in years”, threadbare trails showing in, "the faded
carpet”, “the coverless table”, the unblacked stove covered with “a brown
coating of rust” (968) are the most vivid symbols of the decay and dis-
solution, The emphasis here is on what is missing; as a result we see
a bare interior stripped of all superficial decoration. That which remuing
is covered with soot, dust, dirt, or rust, In other words, after all hope has
been lost and the layer of romantic illusions has been sand-blasted, ex-
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istence becomes a meaningless routine, as the “threadbare trails, leading
to the kitchen and ouler doors™ (968) indicale,

Aside Trom the image of decay, the dominating images in these fwo
scenes, Act T, I, and Act 111, i, are again those of Imprizenment and death.
The association of the indoor seenes with the image of death eventually
becomes verbalized when Ruth savs that after Mary's death Robert “didn't
pay no heed 1o anything any more — just gtayed indoors” {Act 111, 4, 974).
However, O'Neill relies mainly on nonverbal means of cxpression in build-
ing up images,

As in Acl 1, ii, the images of imprisonment and death in the remaining
indoor scenes are closely related to one another, This interrelation is sug-
gested at least twice, In Act 11, i, it is unbearably hot, Bul O'Neill makes
the symbolism of heat even more expressive by having Ruth zay: “lhe
heatl in there'd kill you" (955) and thus establishing a definite relation-
ship not only between the stifling, eppressive heat and the image of im-
prisonment, but also between the heat and the image of death, In Act
IIL, i, when talking about his dream, Robert goes 1o the window, pushes
the curlains aside and stands looking out, but all he sees “is the black rim
of the damned hills outlined against a ereeping grayness' (972) of the
early dawn; as he says these words, “his veice is mournful” {871).

The image of death is implied by means of costume and malke-up as
well as vocal and facial expression, Mrs, Mayo and Mrs, Atkins in Act 11,
1, and Ruth in Act TII, i, wear mourning dresses, What is more, the faces
of Mrs. Mayo and Ruth resemble death-like masks. As the stage directions
in Act I, i, indicate, Mrs, Mayo's face “has lost all character, disintegrat-
ed” (953}, Ruth's “pale, deeply lined face has the stony lack of expression
of one to whom nothing more can ever happen, whose capacity for emo-
tion has bheen exhausted” (Act 111, i, B6Y9); it should be also nofed that in
the final part of Act 11 and throughout Aet 11, she speaks in a dead voice,
indifferently, without feeling. Robert's face, on which “streaks of sweat
have smudged the layer of dust” (Act 11, i, 056), also gives the impression
of being mask-like, and hence — unnatural,

The protagonist’s plight is also reflected in the situation of other char-
acters. Mrs. Atkins’ confinement to her wheelchair is an obvious illus-
tration of Robert's impriscriment by the “hum-drum farm lifs" (958}, In
Act I, 1, Mrs. Mavo’s “comfortless tears” (953) suggest the despair which
comes with disillusionment, Furthermore, throughout the first part of
this scene Mary, Robert’s daughter, iz heard cryving whiningly. It is Robert
Who finally quiets Mary and puts her to sleep: this implies that he
seems to be reconciled to his situation and wants to make the best of

.it. He says to Ruth: “I've got to pull things through somehow, With your
help, I can do it” (958). For a moment he thinks about his old dream, and
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it is only natural thai he should instinctively go to the window and stare
out at the horizon, But he again realizes that there iz no escape from the
life by which he has been {rapped, and “he turns back to the room with a
gesture of loathing™ (959). When finally Robert and his wife face each
other, and she rejects him (this means that his “bigger dream” haz been
destroyed loo), "a loud Trighiened whimper sounds from the awalened
child in the bedroom™ (961). It continues and rises to a louder pitch. Ma-
ry's crying, a wail rising out of the holocaust, is a theatrical curtain, but
it iz also charged with thematic significance one can only lament the
loss of a dream.

However, at the end of thiz scene Robert “opens the door and walks
put™ (961). This may suggest that he still bas the capacily to dream, that
he has not given up all hope vel, In the following scene, Act TI, ii, not
surprisingly, Robert is shown sitling on a hill on the farm and “staring
out toward the horizon seaward” (861). And in the last interior seene of the
play, Act 11, i, Robert is planning to borrow scme money from Andrew
g0 that he and Ruth can move to town and start a new life, As in
Act II, i, he goes to the window when he is falking aboutl his dream.

In Act I, ii, the setting is the same as in the opening scene, The action
takes place just before sunrise,

The sky to the cast is already alight with bright color and a thin, guivering line

of flame iz spreading slowly along the horizon rim of the dark hills, [...] : ‘
Robert staggers wealkly in from the left, e stumbles into the ditch and lies

there for a moment; then erawls with a great effort to the top of the bank where he
can see the sun rise, and collapses weakly, (878)

Robert's stumbling into the diteh and then crawling cut of it may re-
present his whole life: after having experienced the downs rather than
the ups, he is finally released from the prison of farm life, He iz free,
“free to wander on and on — eternally!” (978), as he ecstatically exclaims.
He dies staring toward the horizon and the rising sun, Since there is still
hope for Roberl, one may assume thal the ending of the play is rather
affirmative. In fact, many critics have seen it as such (cf. Quinn 1843 :
172 -173: Skinner 1964 : 60, 75, Térngvigt 1969 : 82 -383; Bogard 1972 :
130},
A similar thematic use of indoor and outdoor scenes is employed
by Hsuptmann in Before Sunrise. When the play cpens, we see a room
in the Krause house — a low peasant Stube where “the floor is covered
with excellent rugs” and “modern luxury seems grafted upon the bare-
ness of the peasant” (5). It is an evening in September but — as Hoeffmann
remarks — it iz “outrageously hot” (36). The low room, artificial and un-
natural in ite “modern luxury” (5) as well as the oppressive heat imply
that Helene has been trapped by her surrcundings; such elements also
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suggest how hopeless and wretched Helene's life iz in her father’s house,
This impression is reinforced by Helene's own words: ", il's so0 desolate
here. There’s nothing, nothing for the mind. Lifo is empty.. it's enough to
kill one’™ (32), It is significant that Helene malkoes similar statements in the
other two acts which take place indoors — in Aei ITT {95} and Act ¥V (174):
in all three statements life on the farm is associated with the image of
death.

It seems only logical then that there are many verbal references to
death in Act I At the very beginning, two suicides are mentioned; that of
Fips Hildebrandt, an artist and a former friend of Loth and Hoffmann,
and that of a contractor named Miiller, who had been foreed out of his
position by Hoffmann. Then, at dinner, Hoffmann remarks that Kahl, He-
lene's fianecd, is extremely fond of hunting, and Helene adds that “he ean’t
sce anything wild or tame without killing it” (41). In the ensuing con-
versation, which on stage would last less than a minute, the words “shoot,
hunt, kill, snare” are repeated eleven times. In the same eonversation,
Hauptmann builds an image of animals being kept in cages and let out
only to be killed:

Kahl, 'N deday affer t-tmorrow we're g-goin' t' have p-pigeon sh-sh-sheoting.
[

Helene. Ah, I can’t hear such things. Surcly, it's a very mercilpes sport, [..] Ag-
cording to my feeling il's far more sensible to breal windows, than to tether plgeons
to a post and then shoot bhullets intoe them, [..]

Kahl, Aw. Them few pipeons!

Mrs. Spiller, (To Loth) Mr. Kahl, you know, has m-more than two-hundred of
them in his dove-cote,

Loth. All hunting is barbarity.

Hoffmann, Bul an ineradicable one, Jist now, for instance, five hundred live
foxes are wanted in the market, and all foresters in this neighbourhoods and in ather
parts of Germany are busy snaring the animals,

Loth. What are all those foxes wanted Tor?

Hoffmaonn, They are sent to England, where they will enjoy the honour of being
hunied from their VErY cages straight to death by members of the aristocracy,
{42 - 43)

Insofar as the playwright uses such charged imagery in so short a pas-
sage, he is perfecily aware of the effect he seeks to ereate, He s charging
the potency of his dialogue beyond the merely narralive or discursive; lat-
er on he will support the verbal references with further nonverbal
images,

In Acts II and IV the scene moves to the courtyard, orchard and gar-
den surrounding the Krause farmhousc, Beyond the yard lies the street,

and beyond that again are the fields and meadows, Between them, as the
stage directions in Act IT read,

I

T
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anders a brook whose eourse is marked by alders and willows, A single mount?in
Itf-,l.; t.l;;‘.i.?e:r"-! pn the horizon, All about, larks have begun their song, and their unin-
l:.:-;rupmd trilling fleats, now near, now Ifrom far,-into the farmyard. (67)

Fruitiul nature and freshress of early dawn also prevail in the orchard
and the parden. Great bundles of various iea—hr:rhg are slung m:ross1t111e
fence to dry, and apple-irees are weighed _cl:)Wn ‘.‘.’11.‘}'1‘ reduc,hecked i1 u}llt.
n Aet I Hoffmann says he is staying at 1:11& r1.}arra-ntsjm—lawv3 becau‘s:; he
is expecting his wife to deliver a baby in "the qu1f-‘:t and ﬂ}e hetc'ltty
air” (19) there. And now Loth, who has come to the: 1:f1Hage to 1mre§;ga T
the conditions of miners there, cannof help Iadmnﬂng th{:‘ magﬁl 1cI_EIn
morning and the dewy orchard, as his following conversation wit e-

lene illustrates: |
Loth. [..] How very lovely it is here. Look, how fhe sun emerges frqm_ ::EE::.G
the ml:II.JI:ltE:ir!‘l peak., — And you have 5o many apples in your garvden — a rig] -

Wﬂlr—mlcnc Thres-fourths of them will be stolen this year just as last, There Is such

7 crty hereabouts.
mmi.opt?:r I ian zearcely tell you how deeply 1 love the country. Alas, the greater

art of my harvest must be sought in cities. But I must _tr!r’ to ﬂﬁlfﬂb’ E;fﬁftm:_::;;z
Enliday thoroughly. A man lilke mysclf needs a bit of sunshine and refres n

than most peeple, {Act IT, 77

In the same act Loth helps Helene to open a dove-cot and thlte plgennf
flutter out. The images of the awakening morning and of the plgen;sltri
leased by Loth suggest that hope has been ollered to Heleneil ﬂrlld 11;3-1{1;
only natural that the love scene between Helenef and Loth s OLL b
place in the beautiful arbor in the garden (Act IV), away from the s
i ere of the house, .

e ;lj;?ojfﬁ:};r Helene and Loth decide to get married, Mrs, Iji-rause opens
a window and calls into the yavd: “Its startin’” (153), m:—::anlng that Mrﬁ:i
Hoffrnann's labor pains have already begun, Helene hurries fclur a dnct:m,
and we are led to believe that the new life which will be born is a symbol
of the new life Helene and Loth have just discovered, in spite of the Sir&r}—
ge comment Kahl makes laughingly at the very end of Act IV, "1 guess ye

a pig killin'?". {156
gﬂtici::;gﬂl and W”{ar; set inside the Krause house again, When Act V
opens, it is toward two o’clock the next morning.

The room iz in complete darkness, Through the open middle door light pﬂ}&“
trates into it from the Muminated hall, The light alze ‘E:-:_]!s-. clearly 1.1[,'}0]1.. the wou;ne:vl
stairway that leads to the upper floor, The conversation in this acl — with very 1ev
exceptions — is parried on o a muifled tone. (157)

Then a servant lights a gas lamp but it is still rather dstrlc in the r?um.;
Hauptmann speaks of “the dim foreground” (1961) and “the dark fore
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ground” (193) in the stage directions. We get the impression thal the char-
acters have been trapped in this tomb-like room. The love scone, as I
have already mentioned, takes place in the lap of nature; the renunciation
scene takes place in the hall dark raom. It is interesting to note how the
latter one is constructed. The very instant Loth leaves Helene, Mrs, Hoff-
mann's labor paing stop and almeost immediately we are told thal the ba-
by was still-born, In the next moment Helene discovers Loth's farewel]
letter and decides to take her life. In other words, the death of the babwy
corresponds to the departure of Loth which in turn leads to the annihila-
tion of Helene's hopes. Thus the play ends on a note of hopelessneas:
there is no hopeful birth; there is only empty death,

It may seem that while the indoor scenes in bath plays focus an the
futility of human aspirations, the outdoor scenes stress dream rather than
disillusionment, But a careful analvsis of the verbal and nonverbal images
will prove that even the exterior scenes are subtly tinted with the at-
mosphere of decay, corruption, and helplessness, and the characters’
dreams and desires are doomed to destruction from the very moment the
plays open. Even if they think they have a chance to make their dreams
come true, it is only another self-delusion.

It would be misleading to think that nature in the outdoor scenes af
Before Sunrise and Beyond the Horizon is meant anly to be admired, tao
accompany love scenes, to restore people to health, or to inspire those who
are poetically inclined. Through verbal and especially nonverbal means
of expression, Hauptmann and O'Neill carefully construct the image of
nature distorted, decayed and/for threatening; as a result one beging to
wonder whether the outdoors really offers escape from the cage-like in-
teriors,

In Act IT of Before Sunrise, the firat exterior act in the play, we are
confronted with verbal and nonverbal references to the mountain, the
ficld, the stream, the garden, and the orchard, In one sense these are
pleasant: the mountain as a figure for human aspiration; the promise of
fruit from the fields, the garden, and the orchard; the promise of refresh-
ment and comfort from the stream. Yel on the other hand these poten-
tialities of the environment are contrasted with the actualities of their
Eresant state, The horizon and " single mountain peal” (67) may symbuol-
ize Helene's dreams, but the mountain iaelf can alse be an insurmount-
able ohslacle and thus a vivid symbol of Helene's imprisonment, In the
fields, as Beipat, an old peasant, says, "nothin' grows excep' weeds an'
thistles” (86). And anyone who wishes to stroll by the brook or under the
trees must watch for cave-ing eaused by the mines below?, The flarden as

——

* Those arcas cannot, it Is true, be adequately represented on the stage, even by
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well as the orchard look their best in the morning air, but when Loth
admires the apples and speaks of “a rich harvest" (77), lelene unswcr§:
wThree-fourlths of them will be stolen this vear just as Ilast" (77). This
polarity between potentialities and realitles in the environment _p_&'.['-’.?.l-
lels the main characters polarity between their dreams and the limits
imposed by heredity and environment. , . £ o

In the ouldoor scenes of Beyond the Horizon a similar ambiguity oc-
curs, Tn the very stage directions for Act I, i, the developmcntlcf the
play's theme is contpined, and the polarity befween 'ft'ﬁ[l-‘.dnrrl anf-J impris-
onment, dream and disillusionment, longing and loss is estub}llshcd. :C:n
the one hand, the setting — the road, the horizon, thelflelds : of which
myriad bright-green blades of fall-sown rye are sprouting” (939) — sug-
gests Robert's dreams. In particular, the .1111:-1ge. of the road is ver:,t
important here; it is also mosl casily recognized since the open road h.aa
always been the favored symbol of escape, and {ravel has been frequently
used as a metaphor for conversion.

On the other hand, the hillg, the stone walls and the "rough snake
fences” (939), the “straggling line of piled rocks” (839) which separartes
the field from the road, “the dying sunset flush” (944), hane negative
connotations. They give the impression of imprisonment nmtl imply that
any escape will be imposgsible, And though initially th(% hlllsl may not
have any particular meaning to the audience, the symbolism will be rec-
ognized after Robert says in Act II, i

Oh, those cursed hills out there [.] ! [..] They're like the wa!_ls of a narru-v.lf pri.-;;
on yard shutting me in from all the freedem and wonder of lifel [.] ngehmea &
thinle if it wasn't for you, Ruth, and — [..] little Mary, I'd chuck everything ul_} an
walle down the road with just one desire in my heart — to put the whole rim u:
the world between me and those hills, and be able to breathe freely once more

(660 - L)

The snake fences seem to be an extremely important scenic factor in
the opening moments of the play. Their meandering, angular 51_1&15:9 sug-
gests indirectness and agitation and thus reflects the protmgnr‘rmt B stmf.:
of mind. To be sure, the apple tree which is “just budding into leat
(938) may indicate that Robert's dreams will come true, but it ghould be
noted that the tree is old and gnarled, and ils twisted branches appear
“black against the pallor of distance’. (939)

In Act II, i, the setling represents a part of a hill on the farm, RnE}Ert
is sitting on a boulder looking at the horizon, But the hot weather, “the
faint trace of a path” (961), “the bleached, sun-scorched grass” (961) rein~
force the atmosphere of utter despondency and resignation (which was

the most skilful of sets, but they are vividly present in the consciousness of the
characters.
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already evident in Act II, 1) rather than suggest the desire to escape,
In the final scene of the play the setting is that of Act I, i, but the
differences are not difficult to notice:

The fleld In the foregrovnd s o wild uneultivaled appearance ag if it had been
allowed 1o remain fatlow the preerding summer. Parts of the snake-fence in the rear
have been broken down. The apple tree is leafless and seems dead, (978)

The sun s slowly beginning to rise, "the roadside, however, is still
steeped in the grayness of the dawn, shadowy and vague”. (978)

The images used in this scene again have an ambiguous meaning, The
broken fence, the rising sun, the horizon suggest that Robert has not
given up dreaming and that he is finally able to discover a new hope in
himself; this is ~— as I have already mentioned — the usual interpreta-
tion of the play's ending. Yet the uncultivated field, the dead apple tree,
and above all the roadside, dimly visible in the gray light of the sunrise,
indicate that Robert's ccstatic affirmation of the newly discovered freedom
is but another self-deception.

The imagery of death in the interior scenes of Before Sunmrise and
Eeyond the Horizon was quite natural since the interiors themselves
were often fomb-like. But the references to death may be found also in the
exterior scenes. In this case, O'Neill makes use of nonverbal means of
expression pnly; he wants the stage designer to show the dying sun (Act I,
1); the dried out grass (Act I, ii); the dead apple tree, the fallow — ie.,
dead in a sense — land (Aet IIT, i). On the other hand, Hauptmann builds
up the image of death in the acts set outdoors mainly through verbal re-
ferences. In Act II, Beipst tells of a butter woman who fell into one of the
clefts and her body was never found; Kahl is shooting larks and he even
boasts of his hobby; Helene and Loth talk asbout workers who met with
accidents in a factory or in a mine. But even more striking is the use
of the death imagery in the love scenc (Act IV), which otherwise might
seem to be romantically idyllie, In this scene Helene and Loth realize that
both of them had been dead in the metaphorical sense and now they have
been spiritually reborn through the healing and redceming power of love,
At the same fime, however, happiness makes Loth even more conscious of
the inevitability of death:

Helene, (Held tight in Loth's nrms, resting her head on his shoulder, looking

up &t him with dim, happy eyes, whispers ecstatically.) Oh, how beautiful! How
benutiful!

Loth. To die with you — thus...

Helene, (Pagsionately,) To livel., (She disengages hersell from his embrace) Why
die now?.. now...

Loth. You must not misunderstond me. Always, in happy moments, it has come
over me with a sense of intoxication — the consciousness of the faet that it is in

Gerhart Hauptmann and Eugene O'Neill 81

aur power, in my powaer, o embrace — you undersiand?

Helene, To embrace death, i you desived it?

Loth. (Quite devoid of senlimentalily.) Yes! And the thought of death has nothing
horrible in {1 for me, On the contrary, it seems like the thought of a friend, One
ealls and knows surely that death will come, And so one can rise above so many,
many things — above onc’s past, above one's future fate.. (140)

The ambivalence verbulized bhere, is implied in the two brief
episodes which precede the love scene. Soon after Helene confesses her
love to Loth, Baer, called Hopping Baer, comes into the farmyard (it should
be pointed out that he appears in this act only).

He Is a lank fellow with a vulture’s neck and goitre. His feet and head n;;‘ ba:.-a.
His brecches, badly ravelled at the bottom, scarcely reach below t:lr km;. new:?
of his head is bald. Such hair as he has, brown, dusty, and clol«t_aa-d. l:rngs ;ﬁd' i
his shoulders. His galt {s ostrich-like. By & c-_:rd he draws behind him a :.1. :o =
wagon full of sand, His face is beardless. His whole appearance shows him
a pod-forsaken peasant lad in the twentios. (130)

i % -a- i o the yard and disappears
Shouting: “Sa-a-and! Sa-a-and!" he “crosses
between the house and the stables” (130) where he sells sar[d. As soon tas
Hopping Baer is gone, Helene comes from the house carrying an empty
glass in her hand. She

i draught.
he pump, Tills her glass and empties it at one
EW'B":;:::&;:M&: nalf of another glass. She then sels the glass on the pump and then
strolls slowly, looking backward from Llime to time, through the gateway. (131}

In the next moment Kahl becomes visible bevond the Ienr.je: he is hui}'
setting a bird frap on a tree, When Baer passes hi,m on I:].S way I:]ac '
Kahl tells him to “hop a bit" (132) a;?ddllzme:- ab::henﬂy takes a huge

i} imes before he finally disappears. _
lea;;{EEL?;':E:;I;:L:ITPPE” to be a fitting overture to her meetiLng with
Loth. Water has been traditionally associated with !ife. and one might add
— meaningful, hopeful life. It follows then thtat just as Helene n:eeds a
drink of water lo quench her physiological thirst, HhE:‘ needs Loth's love
to satisfy her yearning for individual and spirilual hl.ilffulll.nent..

But in the scene with Kahl and Hopping Baer it is implied tlu.at He-
lene's desires will be frustrated. Kabl's faslening of the b‘le trap imme-
diately brings to mind the conversation about keeping animals i.n.cagﬁ
and ti'.ten hunting them to death (Act I), which is put in Gppusl‘tlun to
Loth's releasing the pigeons in the garden (Act II). It may be _sa:d then
that Helene, who has been living most of her life in the lra?—luke house
of her father, feels at last free but her freedom is only transitory -— she
has been shown the remote ideal and when she thinks she is close to at-

ining it, s ust perish.
tami:‘:ft::a:::u:;, inp;-.le overall context of the play, the meaning of Hop-

]
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ping Baer and his actions seem to suggest thal man iz a vietim of hig TWH
limits, But in relation to the theme "of longing and of Tess™. this enlsode
becomes more clear when Hauptmann hag Dy Schimmelplennig sav in
Act ¥V oaboul love:

I'wouldn't give u farthing for that bit of intaxication. Ridiculous! And to build
& life-long union on such a foundation, I'd rather Wust a beap of shifting sand, (179,
italies mine)

Beeause ol the value placed upon “sand” by Dr. Schimmelpfennig's
colnment, we must view the presence of sand in Hopping Baer's wagon
as a corrupting factor, paralleling the setting of Lhe (rap in the interior
acls.

On still another level of meaning, Hopping Baer appears to be a death-
in-life figure, not able to understand or (ranscend his Jimitations, vege-
tating in the place where he has been lixed rather than living actively.
Thus Hopping Baer serves the same [unction as the erippled Mrs. Atlking
in Beyond the Hovizon: in caricature he represents the plight of the her-
oitte; he epitomizes her imprisonment and her inability to escape her fate.
The imagery of death and imprisonment in this act which — let me erni-
phasize it again — is set outdoors and inecludes the love seeng, leads inov-
itably to the denouenment in Act V.

The analysis of Before Sunrise and Beyond the Horizon proves that
Hauplmann as well as O'Neill focus on the imagery of imprisonment, de-
cay, and death, and the emphasis in the two plays is on the loss ralher
than the longing. Interior scenes represent disillusiontent, confinement,
and eventually death. The exterior scenes, on the other hand, may sym-
bolize the longing, bul they are nevertheless 5o permeated with the same
imagery one finds in the indoor scenes that the inevilability of loss is
implied too, In creating the images, Hauptmann and O'Neill usze both wver-
bal and nonverbal devices: therefore it s nat possible ta speak aboul
purely verbal or exclusively nonverbal imagery in Before Sunrise and
Beyond the Horizon, There exists a close relationship between the verbal
and nonverbal images in the two plays —- they are supportive and benp-
ficial to one snother. However, Hauptmann and O'Neill use imagery
differently. In Hauptmann’s play, the context of the acHon iz colored
by verbal references, and this context is then supparted by wisual lma-
ges. O'Neill, on the other hand, begins with nonverbal iages and then
supports them by verbal references. While Hauptmann is verbally orient-
ed, O'Neill seerns to be visually oriented and he is more urtieulate in his
use of nonverbal imagery than Hauptmann, O'Neill's nonverbal lechnigue,
one may conclude, Is more direct, more heavily charged, exprogsive of
more complex nuances, In foct, the verbal element in O'Neill's play tends

4
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to provide the color for the nonverbal actions. The verbal element thus
serves Lo suggest to the audience the manner in which the nonwvebral

nuances should be viewed,
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ANNA SMEL

THE THEME OF CORRUPTIBILITY IN THE FICTION OF
HENRY JAMES

The deep knowledge and experience acquired by Henry James through
his journeys and study in Europe led him to make use of the “inlernatio-
nal incident”, A review of almost all his works reveals that James's aclual
theme deals to a greater or smaller exlent, depending on a given worls,
with international differences, Undoubtedly, the International Theme
is the major one in his fiction, Gorley Putt in his “A Reader's Guide to
Henry James” calls it “the international obsession”. Such a statement does
not increase the importance of all other themes such as: the theme ol
evil, the theme of marriage, the theme of moral decision or the artist and
his work theme, Jomes certainly did deal with many other realities, The
International Theme though, is always present in his writings; subtly in-
terwoven il can always be found among the others.

This theme is rich and vast just as reality is, and hag at least us many
aspects s the juxtaposition of the features of America and Europe may
evolie,

An inguiry into the various aspects may bring oul several problems
warth discussing, These are; Lhe problem of innocence, idealisation of Euro-
pe by the Americans and the elash with reality — "the American dream',
Amorican lack of cultural background and tradition contrusted with Buro-
pean herilage, Amerlean pride against European pride, American honesty
and Burppean lalsehood, American typos contrasted with Luropean indi-
viduals,

The international theme, as it is so obviously the major one in Ja-
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mes's fiction, has often been oversimplified. What we find in world eri-
ticism limits the subject to: Ameriean innocence conlrasted with Buro-
pean corruption.

“Taking for his setting briliant London society, Henry James unfolds
this eompelling story of American innocence* and Furopean cor-
ruption” — Arthur Mizener (1963) aboul The Golden Bowl,

“Christopher Newman figures as the innocent victim of European
duplicity, as a prime exemplar of American innocence” — Gorley Pult
(1960: L11) about The American

“In those carly years James saw Europe wvery piainly as a place of
the moral destruction of innocent New Worlders who visited {17 —
Michel Swan (1950: 11) about Henry James.

“Four Meetings introduces the over dramatic confrontation of Ameri-
can innocence and Buropean egotizm.” (Putt, 1960; 120)

Such a treatment of the International Theme is superficial, James cor-
tainly wenl deeper inlo the problem and showed all the aspects of Ameri-
can and European life, being eritical aboul both of them.

The aim of this paper is to analyze the theme of corruplibility as
there is much more to the problem of the effects of Burope on Americans
who visit it than merely corruption and degeneration, One cannot gene-
ralize in this way and put everything James wrote on the subject under
ane label. Before discussing the problem, an important distinetion must
be made between the corruption and the corruptibilily of a character.

Christina Light, one of the main characters of Roderick Hudson, said
about herself: “There 1 am all in my native horror.., | am corrupt, cor-
rupting, corruption!"” (1947: 262)

She was a charming Europenized woman who had such a great in-
fluence on the young artist. The author introduced her to the story not
only as a foll for Mary Garland, She may be treated as a svmbol of the
corrupt Europe. She has a fascinating influence on Rodericlk, one may
even say, a corruptive influence. She was obviously the direct cause of
his degeneration; it was a greal physical passion which was fatal to him.
“To fall in love with a beautiful woman — would this not be a disaster
for any artist? Ilow become involved in life — and remain uninvolved?"
(Edel 1962: 172)

Nevertheless Christina cannot be trated only as a symbol of corrup-
tion, neither is she corrupt to the roots. The author introduces her ag a
fully developed character who is as much in the centre of the novel as
Roderick. She is a living character with her own problems and conflicls.
The daughter of an American adveniuress with large soeinl pretensions

* My spacing here and farther on — A8,
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and an Italian cavaliere, she had been brought up witheut the awareness
of her illegitimacy and preparved [or the duties she must assume ultimate-
I in her place. She was a strong woman capable of evil, yet redeemed by
certain moments of honesty with hersell, and her awareness that she was
the plaything of forces she could not change. Her final marriage o Prince
Casamassima was carried out under her miother’s coercion. She was
aever wholly a free agent. She had several moments of honesty and self-
abasement, She was corrupt, no doubt, but only in the sense that she was
a ereature of her world. She carried with her the sadness of her grandeur
and all its futility. Miss Blanchard saw this when she spoke of her as "half
like a Madonna and half like a ballerina”. She was a struggling, questio-
ning, fated female made by the author teo humanlike to be treated o_nl;.r
as a symbol of corruplion, or a4 messenger of degeneralion for Roderick.
The author himself felt he had put in her “even more life than the sub-
ject required” (McElderry 1965: 172). Leon Edel writes about her: “She
was the great succes of Roderick Hudson, Created as a foil for Ma.ry Gar-
land, representing corrupt Europe as Mary represents innolcent I\.ulrew Erl_-—
gland, she testified in her success to the traditional fascination which evil
exercises on the puritan soul. It was inevitable that she should be all co-
lor and vividness while Mary is as prosaie as she is dull. Henry thought
Europe when he thought Christina, and New England when he thought
Mary Garland”, (Edel 1865: 179 = 180) : N E 41

Treating the character of Christina Light in this way is limiting }?er
function in the novel; she, first of all, was a woman of great pcr&unahlt:,r
and it was her great influence as a wornan that effected Roderick's ruin.
Tt was not Europe through her that corrupted Roderick but she as a wo-
man and as a person through Europe. ‘

Fdel writes about Roderick Hudson: (the subject is) othat of & ;_:nromw
sing young sculptor from Northampton, Massachusetts, who is befriended
by an amateur of the arts and taken to Rome to stuc%y. He :s.'fmws rea+.:|}’
proof of his genius, Pledged [rom the first to marry .hm American tltuu.%ma
he nevertheless falls in love with a great and unattainable beauty in Ro-
me, a woman of high and capricious temperament, and is consumend by
his.passinn. He ceases to ereate and his disintegration is rapid. The moral
of the story seems to be that of great physical passion that can be fatal
to art", (1965: 175)

Fdwin T, Bowden gives a completely different interpretation of Rode-
rick's tragedy when he is saying that “the character of Roderick is pro-
toundly influenced by Europe, and in the story Ialy and all it stands
for helps to bring about his final degeneration and death®, (1956: 27)

What was then the real cause of the great change in Roderick's atti-
tude to life and arl when he came lo BEurope? Was it solely the “physical
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passion” or Italy and Europe? Both of the interprelations limit the subject
and problem to a superficial one-way explanation. Cerluinly it was not
only the love for Christina Light, although the great influence of her per-
sonality cannot be denied. Was it Europe then? Can Roderick's corruption
be explained in terms American innocence against European corruption?
Would any young American man in his place depenerate in the Old World
as he did?

Rowland, Hudson's protégé, in his letter to Mrs. Hudson writes about
Roderick: “The poor fellow isn't made right, and it's really not his fault.
Nature has given him faculty out of hand and bidden him be hanged
with it. It's as if she had shied her great gold brick al him and cried:
Look out for your head! T never knew a ereature harder to advise or ar-
rest when he is not in the mood for listening. I suppose there's some key
or other to his tangle, but I try in vain to find it; and vet [ can’t belive our
stars so cruel as simply to have turned the lock and thrown the key away..,
Sometimes 1 think he hasn't a grain of conscience and sometimes 1 find him
all too morbidly scrupulous. He takes things at once too easy and too hard
— it depends on what they are- and has found means to be both loose and
rigid, indifferent and passionate, Yes, he ig hard: there is no mistake aboul
that. He's inflexible, he's brittle; and though he has plenty of spiril, plenty
of goul, he hasn't whal Tealla heart (1947: 194 - 195)

Rowland describes in his letter what kind of a man Roderick was -diffi-
cult to understand, nervous and changeable, Changeability means weak-
ness, weak means corruptible. And here, in hig character perhaps, lies the
main cause of Hudson's degeneration. That he was weak can easily be
proved. Before his coming to BEurape, Roderick had been a simple, ignorant
young man. Kven his opinions on America and ils arls had been different,
oRoderick declared that America was quite enough for him, and that he
had always thought nothing whatever aboul il -~ he was launching his
doctrine on the inspiration of the moment." (1947: 40). He casily changod
his views already befare seeing Furope. The weakness of his character
becomes more obvious after he has spent some time thove: "I'm an orgry,
savage, disappointed, miserable man, I mean that T a0’ 00 a stroke of
work nor think a profitable thought. 1 mean that I'm in & state of helpless
rageand grief and shame.' (1947: 272). "Helpless, helpless— That's
what il is.. there are such things as nerves and needs 0l senses and
desires and a restless demon within, & demon that may <o
or for six months, but that sooner or later starts up and ‘i ow af vour
ribs till you listen Lo him. If you ean't conceive it take il on trust and
let a poor vislonary devil live his life as he can.”” (1947, 321)

Roderick's tragedy can now be (‘Elt:i]}' understood, He wag not stroog
enough to fight either with his own self or with the outside world, Beins
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a different, self-willed man he would not be subject to deterioration, He
got corrupted and degenerated because he had a corruptible character.

Gilbert Osmond is another example of a corrupted and corrupting cha-
racter. He is also a good instance of how James used his international
experience for wider ends. Osmond suffers from having lived too long
in foreign parts. A moral half-caste, he is determined lo deny his Ame-
rican origing, while his very individuality makes it imposible for him
to become a genuine Continental. He is not the man of the 0ld World,
he can only ape and envy its pomp, can only evolve for himself a cari-
cature of European noblesse. In Osmond James portrayed, irronically
of course, a good many of the possibilities of external American reactio-
nary: his personal dandyism, his exaggerated devotion to refined pleasu-
res, his proud connoisseurship, his social and esthetic snobbishness which
cannaol allerd 1o temper itsell with the European noblesse oblige, his an-
cestor =worship, his rage for the static — his luxurious joy in the posses-
sion of a general theory — pessimistie of course — of human nature, "He
had an immense esteem for tradition; he had told her (Isabel) once that
if one was so unlortunate as not to have i, one must immediately pro-
coed to make it.” {(James 1961: 323), Inevitably he admires, from his con-
nolsseur's viewpoint, the Church: “The Catholics are very wise after all,
The convent is a greal institution; we can't do without it; it corresponds
to an essential need in families, in society. It's a school of good manners;
it’s a school of repose.” (1961; 320}, And he has had his daughter Pansy
brought up by nuns so that she shall become the perfection of the old
world jeune fille, Osmond had begun, vears belore, by renouncing ordi-
nary ambitions in favour of connoisseur's exquisite if modest life, In this,
we are Lo suppose, he was originally genuine, Bul in time he has come to
resent more and more his self-imposed privations; his former conviction
of superiorily has given way by degrees to a rank but well-concealed en-
vy of the rich and great; unlil it could be said of him, as Ralph Touchett
says, that "under the guise of varing only for intrinsic values Qsmond li-
ved exclusively for the world” (1961; 448), Osmond then is also a weak
¢haracter subjected to distortion depending on circumsatnees. He got cor-
rupted and was a cruel father and a cruel husband, This eruelty was
rather mental than verbal, Ralph Touchett said about him: ‘I think he's
narrow, selfish’, He married lsabel only in order to capture a moneyed
wife. To the oulside world he could seem to be o first class gentleman, bul
as [sabel later realised "under all his eulture, his cleverness, his amenity,
under his good nature, his focility, his knowledge of life, his egotism lay
hidden like a serpent in a bunch of flowers”, (1961; 382). He appeared to
be a villain and a tyrant, Gaspar Goodwood calls him 'the deadliest of
fiends’,



a0 Anne Stvel

Osmiond can easily be characterized in Chrisling Light's words as cor-
rupt, corrupling, corruption. Isabel fell the grest influence of his perso-
nality on her: “You have made me as bad as vaurself!” (18E1: 263

Europe corrupted many of James's characters bul the distortion was
due to their personalities, to the weakness of mind and characler, We
find in James many “strong” characters which confranted with Burope
did not undergo any changes towards depravity or demoralisation.

Isabel Archer [rom The Portrait of ¢ Lady may be a prooci of this
Her experience in Europe made her gain self sknowledge, She developed
without a radical change of her inner-self, When coming to England from
America she was incxperienced, fresh and innocent, Her desire was to
find her own world which was not the rich provinciality of New England,
but what it was neither the reader nor she herself precisely knew, This
was the central motivation of the nowvel; she was innocently ready for an
insidious approach. This eame in the form of Mme Merle and Gilbert Os-
mond. She became their victim and was deceived, Yet, unlike Roderick
Hudson, Europe did not ensnare her. The great disappointment did not
end in a kind of tragedy. She saved Pansy from an unhappy union, she
defied Osmond by going to England in their confl ict, she made him fear
her and treal her as an equal. She got to know Burope and its villainous
representatives bul she never got corrupted. One may suy: she was mo-
rally incorruptible, without being a prig.

There are many other examples of the “strong" characters in James's
fiction. Mary Garland from Rodericl Hudson, at first the fruil of a civi-
lisation not old and complex, but new and simple, when coming to Italy
did feel the direet influence of the Old World: it shaped her with a divi-
nely intilligent touch but never managed to distort her mind,

Christopher Newman (The American) was never really sensitive to
the lure of Furope His strong, honest, simple inner-self did not change.
His pride was hurt, his competitive instincts were aroused, but he came
back to America free from any moral corruption, Moreover, he gained
by his stay in the Old World, he learnt how to judge objectively, He cul.
tivated in himsell some kind of distagte for the Bellegarde family, and as
it represented the world he got to know, for Burope itself,

Chad Newsome (The Ambassadors) was sent for by his mother who
was sure he had gol corrupted in Parls, To her ambassador’s surprizse ho
appeared to be refined, The effect of his sia ¥ In Burope was: — “it had
retouched his features, drawn them with a cleaner line. Tt had cleaned
his eyes and settled his eolour and polished fine suare teeth the main
ornament of his fuce; and al the same time that it had given him a form
and a surface, almost a design, it had toned his voice, established hisg
accent, encouraged his smile 1o more play and his other motions to less,
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He had formely, with a greal desl of action, expressed very little; and
now he expressed whatever was necessary with almost none at all. ‘Tt
was as if in a short he had really, copious perhaps but shapeless, been put
imlo a firm mould and turned suceessiully odt” {(JTames 1961: 118), Nl?thlfig
af the corrupling influence of Eurcpe reaches Latlfnburt Strether, .'E-I:.s lis-
covery of Europe is the discovery of the open mind, 11 teaches him how

many and how delicate considerations are inveolved in the solution of his

problem- how much depends on faets and values nol:.to be lightly dete1:-
mined in advance, 1lis meeting with Europe opens his eyes to the possi-
‘hilities of discriminating thought on many subjects. Europe aptpear.uls to
be an institution offering special Facilities [or play ol mind and 1mag1mi4
tion, Strether's character does not undergo any dEieriDrfatiDn anf:l what's
more, by his stay in the Old World he gains real matur:lt:,r ond .:n-:!epmb
denee, patience and the unfailing satisfuclion he tzﬂ?cs in the interpre-
{falion of his subject. Europe gives him [recdom .tc: judge :‘mcl spelf:ulate
upon nature. These are the products of his acquaintance with Paris -so-
mething very far from corruptibility. .

To sum up, in this aspect of the International Theme concerning the
subject of corruptibility, one must stresy once more that .E“ rope cannot
alwavs be indentified with corruption. Its influence on difierent t:hur:f—
cters varies. Some of them, those who are wealk, defenceless and undeci-
ded, get distorted and degenerated. These would ke corruplible an ywhere,
in any country not only in Europe. Others strong sand .L'.E‘HiwﬂlecIi gain
in the Old World experience, knowledge and objectivity in a.ny judge-
ment, Albert Stone adds to this: “James's American in EumpF ig atl;nmpt
ling lo complete himself, to find a fit extension of 1h:1_ self in the ouler
world. He ig a person searching for habitation. Yet this native ft'uedlom
makes kim one who breaks the mind fo which he is trying .tD adapt him-
golf, He finds out its cracks and Maws ey easily as Maggie linds t]':w fault
in the goldey bowl The mavement from America lo Europe has d|1l’1"r*1*t-mi
nam:-seqﬂl‘:w pach individual: for Newrmnan it signifies the change of bare-
ness for profusion; for Tsabel the exchange of ighorance lor lnowledge;
lar EL?&*I}.'.Im'. the exchange of purltanism for a sense of joy'. (Stone 1968:

48]
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