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LANGUAGE

MARIA MIEKISZE

SOME REMARKS ON ASPIRATION

The content of this paper voncerns the value of aspiration in English
and some other languages. On the basis of the available literature and
our own experience we attempt to present hoth phonetic and phono-
logical aspects of aspiration in a way different from that so far used.

1. Nature of Aspiration

By aspiration is meant a strong puff of air which accompanies the
production of stop consonants in some languages, c.g. Germanie, Hindi,
Korean or some classic languages (Sanskrit, Latin, Greek). The material
provided by these languages shows that both voiceless and voiced stops
can be produced with or without aspiration, voiced aspirale stops being
much less frequent than voiceless ones,

According to Gleason (1967 : 246f) “a voiceless aspirated stop is one
in which the air pressure needed to bring forward wvoice for the
following vowel produces a strong pufl of air in the interval between
the opening of the stop and the closing of the wocal cords”. In the case
of a voiced aspirated stop "there must be voice at the moment of
opening, followed by a puffl of air™.

Hockett (1967 : 80f) defines aspirated stops in a similar way. In his
opinion “English /p t k/ are closely followed by a puff of breath, which
means that the onset of voicing for the vowels which follow 13 delayed
for a perceptible length of time after the release of the stop closure, and
one can clearly hear a brief phase of voicelessness, somelimes involving
some local turbulance of the air at the point of the articulation of the stop™
(cf. this with Gleason who also points out that the puff of air is usually
accompanied by glottal friction and hence may be represented by [h],
Gleason 1967 : 247).
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2. Origin of Aspliration

Mast linguists hold that aspivation is related to the energy of arti-
eulation. This refers at least to Germanic languages in which the voice-
less plosives /p t k' are said to be articulated with greater muscular
effort and/or stronger air breath. For example, Gleason states that
“English voiceless stops usually have a rather strong release of breath
between the opening and the beginning of voicing for the following
vowel” (Gleason 1967 : 22).

This opinion is also shared by Morciniec (1973 :233) who when de-
seribing German (p U k) occurring initially and finallv in an accented
syllable wriles as follows: “The muscles of the speech organs are lensed,
the air compressed behind the closure has high pressure, in the con-
sequence of which at the moment of the release there occurs strong,
clearly heard aspiration" (my translation, M.

The laboratory investigalions made by Jassem on Polish stop con-
sonants seem to confirm this view The results of these investigations
have been published in the article ‘A spectrographic study of Polish
sounds’. The author has found that in order to perceive aspiration as
an auditory sensalion, the duration of the aperiodic segment which
follows the pulse segment cannot be shorter than 50 msec, The higher
the pulse level the longer the duration of the aperiodic segment (Jas-
sem 1964a : 346).

3. Phonological Value of Aspiration

In phonological literature, both taxonomic and generative (see g,
Gimson 1864 : 146; Schane 1873 :21f), Germanic aspirated stops  are
usually treated as positional variants of simple {unaspirated) stops !, The
reason for this is the fact that aspiration of initia] consonants in those
languages is perfectly regular, e, it oceurs under certain well defined
conditions, Since it is regular and predictable, it is not contrastive, that
is it cannot serve to distinguish one word from another. This is not the
case with Hindi or Korean where aspiration is utilized for phonemic
distinetions,

4. Aspiration as a Phenomenon Independent of Plosion

The data provided by Jassem in the above mentioned paper seern,
moreover, to suggest that aspiration might be treated not as a property
of stop consonants in certain contexts but as a separate phenomenon

! However, some linguists (eg. Morclnies, Pr : i
i edota, 1973: 60f) classi % ted
stops ag the maln variants of /p t ki : SR
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accompanying the ariiculation of stops in some positions, We mean here
mainly the fact thal the articulation of /p L k/ and /b d g/ is registered
on - the specirogram as a pulse segment {vertical line). Tf /p £ k/ are
aspirated, then there appears on the spectrogram an aperiodic segment
which 15 an extension of the pulse segment. The obwvious conclusion
from this is that plosion and aspiration are not simultaneous phenomena
but result from two subseguent activities: closure and a narrowing at
some point of the vocal tfract. We should like to call here on & paper: by
P. Delattre (1964) in which the author states on the basis of some
laboratory experiments that aspiration has its source at the tongue con-
striction and not as suggested by other phoneticians, at the glottis. This
is very important since it shows that the air-stream passes freely through
the glottis and it is only in the upper stages of the vocal tract thaf it
encounters an obstacle, i.e. a narrowing which is formed after the plosion
has been performed (Delatire 1964 : 50).

3. Aspiration as a Phenomenon Preceding Vowels
and Resonants in Certain Contexts

Having distinguished aspiration as a separate phenomenon whose
phonetic nature is friction we wish now to provide some facts which
will allow us to identify it with the sound {h) such as occurs in the
English words head, hart, herm. The most important of them iz the
phonetic similarity they exhibit. Gimson (1964 :186), when describing
the English consonant (h) from the phonetic point of view, writes among
others: “"The air is expelled from the lungs with considerable pressure,
causing some friction throughout the voeal tract, the upper parl of which
is shaped in readiness [or the articulation of the following vowel. Thus
differing types of friction (patterns of resonance) will be heard for /h/
in the sequences /hiz, /ha/, /hw'. He adds that “the friction is largely
aof the mouth cavity type associated with the nature of the following
vowel".

According to Jassem (1964b :79) the English /R is an aspivate which
ocours only before vowels and (j) in the same syllable, If (h) is followed
by a syllabic vowel, it has the same articulation as the wowel bui is
accompanied by glottal friction. In this position (h) functions as a voice-
less vowel (heel, hand) 2.

T 00 po25 (5 47) Jassern gives the following definition of the term ‘voiceless
vowel "During a voiceless articulation a slight whisper caused by the air escaping
through a narcowly constricted opening between the wvocal cords is heard only
when the articulating organs above the glottis are In the position for a vowel
articulation, Such a voleeless voweal accurs, for instance, at the beginning of the
words head, heart, ham™ (my tranzlation, M. M),
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Finally, we should like to mention the approach to the () sound
made by J. B, Firth, and R Jakobsen, €. G, Fanl and M. Halle, Firth
points out that “any type of sound may have prosodic function”. This
particularly refers to (h) which, for example in Greek, was used as
a spiritus asper as distinguished from the remaining congonants (Firth
1957 : 142). Likewise, Jakobson, Fant and Halle (1869) state that (h)
functions in conternporary English as tense onset (spiritus asper) as
opposed to lax onset (spiritus lenis), cf. e.g. hill and il % Both Firth and
Jakobson et al regard (h) in heat, hill as a separate phoneme on the
ground of significant opposition between heat and eat or hill and ill.

Comparing this with what Gleason says about aspirated (p t k),
namely that they are usually accompanied by glottal friction, the obvious
conclusion is that there is practically no difference between aspiration
as an attribute of stop consonants and the initial element in feead, heart,
hetm,

5o far we have tried to demonsirate that in present-day English the
(h) sound may precede vowels in some contexts (hence it is regarded
by some linguists as a strong, voiceless onset of the following wvowel),
Yet, in Old English it could occur before resonant consonants as well,
e.g. hring, hlaf, hnut, hwet{, Attempts have been made to show that
the initial (h) was a diacritic marking the voicelessness of the following
{r, 1, n, w) (see Reszkiewicz 1971: 20-21). A convineing argument speak-
ing for combining aspiration with vocalic sounds rather than with stop
consonants is provided by the Polish language. It is true that in Polish
aspiration is an irrelevant factor thé voiceless plosives in initial positions

P00 po 38 Jakobson, Fant and Halle write "“Fhe prevocalic or postvocalic
aspiration W/ s opposed fo the even, uhaspivated onset or deeay of 8 vowel, The
former is o lense glide {spiritus wsper), gnd the latter. o lax glide {(spiritus lenis),
which properly speakting is a zero phobneme, This opposition () — f#N oceurs in
English in initial prevocalic position: hill - ileopill billy hue (biaad yon Huuiss tune
f'l.i'uun.-' Dodune fdi'uund, The lax counterpart of /¢ present an optional variant:
in eases of emphasis o glotal cuteh may be substituted for the oven ansel: an aim
can appear in the form [anl eim] in order o be clearly distinguished from e name
owelm). Ordinarily lanpuages which possess an opposition of tense and lax con-
sona:j‘w have an M phoneme too, However, the authors do not identifly the was-
piratien such as oteurs afler ip 1 %) with the b/ sound of hill, When discussing
ﬂl'lL' distinetive features of the English consonants they polnt out thal “the disting=
quns between bill and pill, or L and vill or bill and U are minimal distinetions
since they cannot be resplved inte simpler diseriminations, which are, in lurn,
capable of distinguishing English words" {Jukobson, Fant and Halle 1969: 2).

LIt should be noted that OF /) (which was an aspiraie before vowels and
vonsonants ecxeept in the combinalion ¢hw)) s derived from. Germo {x) the iatter
being developed as the result of the First Consonant Shift from IE (k); el Lat
ganis, Germe hundaz, Goth hunds, OF hund (see Wright 1948; 62, 90). '
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being unaspivated. There are, however, a number of words which differ
in the presence or ahsence of (h), eg. pehngé : puad, tohu:tu, pohali
pali, tchérze : chdrrze. These cxamples seem 1o confirm the wview that
the occurrence of (h) is not necessitated by the preceding consonant
(since the two p-sounds in pehali and pali are equal with respect to the
foree of articulation but is an independent sound which due to its diffe-
rentiating value is phonologieally significant),

There are some obvious differences between the Polish and English
examples which we have cited. In the Polish word pehali the (h) sound
is recorded in spelling and undoubtedly has a differentiating value (cf.
pchali : pali) 3. In the English word pin the (h) sound is not evidenced by
spelling and is said (e have no significant function sinee unaspirated
{p t k) do not ocour in this position. However, the strueture of words
in both languages reveals that the sequence conzonant plus (h) rarely
oceurs in these languages (the only examples in Polish being pchngd,
tehi, lehawic, wehodgid, sehab, schron and some others; in English the
th) sound may follow only (p 1 k) as in pin, tin, kin), A scarch through
the vocabulary of English will fail to reveal any more clusters of this
sort (which might suggest their sporadie occurrence only), This searcity
of examples of consonant clusters whose second element is (h) provides
an additional evidence that (h) might be joined with the next element
and not with the one which precedes it. The sequence of the type (h)
plus vowel or consonant turns out to be more widespread in both
languages, e.g. Pol. hale, herbata, chowaé, chmiel, pachuie, cheied, cheesz,
chidd, chluba, chwalié; Bng. hill, heart, ham, humaen, what (OF hnout,
hring, hiaf, hwset). A closer look at the structure of the syllable in En-
glish and Polish can provide further striking similarities in the use of aspira-
Ltion in languages under diseussion. Compare, for instance, Eng. Il ill and
Pol, hala @ Ale or Eng. two tdo and Pol, tehu: tu. In all these examples
the (h) sound appears to stand in the same sort of relationship with the
following vowel. The difference between Eng. fwo : do and Pol, tchu: tu
is rather superfluous since (d) in de is only partially voiced so that the
dpposition  voiceless/voiced is not strangly operative here and conse-
quently aspiration associated with (1) in two helps to differentiate the
words in meaning. This is stressed among others by Gimson who claims
that “if word such as pin is pronounced [pin], instead of [phin], there
is a danger that the English listener may understand bin, since he in-
terprets lack of aspiration as a mark of the lenis /b/ (Gimson 1864 ; 148),

P Although the main variant of the sound cccwrring in such Polish wovds as
chaia, pehali is a voiceless wvelar consonant (x), it iy often replaced by a sound
very similar to the English aspirate! hence we use the symbol (h) (see Jussem
106ab: ag),
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There remains the problem of orthography of such English words as
pite, tin, kin in which aspiration 15 not represented by any svmbol, We
think thal this can be sccounted for by the fact that we are dealing here
with a sound which is not fully developed, a kind of ghide whose pha-
nological wvalue is not so obvious as in Polish words peheli or tohu
(which eontrast with peli and tu) but which plays a significant role when
/p t k! oare opposed fo /b d g/ Contrary to what we have jusl said it
should be noted that (h) in present-day English seems to lose its sig-
nificant function even in those situations where it is represented by the
letter (h}. This happens in many types of regional speech where /h/ is
lost, so that no distinetion is made between such RP pairs as hair v, air.
Such loss of /hf is usually considered characteristic of uneducated speech,
but certain form words (especially heve, has, pronouns and pronorninal
adjectives) regularly lose W/ in RP in connected speech. This is, howe-
ver, restricted to unaccented, noninitial situations and, in our opinion,
does not undermine the statement put forward earlier about the signi-
ficant value of aspiration in English (note that we have identified aspi-
ratiot with the (h) sound),

A different view is represented by Vachek (1968) who believes that
English (h) is a vanishing sound which functions rather as a diacritic
modifying the quality of the following wvowel. In his article Vachek
writes that “in the case of ModE (h) its classification as a glide (the
term used by Jakobson, Fant and Halle) overlooks the most essential fact
that /h/, for both gualitative and quantitative reasons, cannot be placed
on the same level as other phonemes of ModE, on account of the only
too obvious trend of Lthe language to abolish its phonemic status and to
re-evaluate it into a signal of emotive approach. Here again, the sup-
posed glide status of that sound is apt to obscure its place in the function-
al hierarchy ol the phonic values of English, the hierarchy which s
undoubtedly very essential for a reliable deseription of the phonological
system of the language” (Vachek 1968 :188), The facts that have been
provided by us above seem to conteadict this. Furthermore, the fre-
quent loss of (h) in unstressed positions is a phenotmenan characleristic
not only of this sound. Most English vowels and some consonants re-
pularly tend to be either lost ar obscured when oceurring in unstressed
positions,

CONCLUSIONS

1. We have attempted to show that what goes by the name of aspl-
ration and is generally treated as a constitutive part of stop consonants
in certain positions of some languages (e.g. English) is a separate phonet-
ie phenomenon independent of the sounds in question,
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2. The wvalue of this phenomenon is fricative and its source iz, as
ascertained by experiment, al the tongue constriction,

3. The phonetic similarily it shares with the sound neeurring in
initial position of such English words as head, heavet, haom allows us to
identify it as the (h) seund and consequently to combine it with the fol-
lowing wovel or (j} or (w). The fact that it is not recorded in English
orthography can be explained by the role it plays in spocch differentia-
tion, namely thal of distinguishing words (cf. e.g. two and do ([thu]:
[ddu:]) but it is not the only differentiating factor, unless (d) in do is
realized as a wvoiceless consonant, This, in turn, may account for its not
fully developed character as a sound. Comparing the English (h) in fwe
with the corresponding sound in the Polish word tchw we can easily
lind that the Polish consonant (h) is much stronger, as ig its function as
a unit of signilication,
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JAN CYGAN

| ENGLISH VERB MORPHOLOGY

Apart from the verb fo be and the defective modal wverbs, we can
distinguish in the English verb paradigm five inflectional forms, wviz.

1) the base form (infinitive), c.g. take,

2) the -5 form (present tense), eg. takes,

4) the preterite form (past tense), e.g. took,

4) the preterite (past) participle form, e.g. faken,

§) the present participle form, e.g. taking.

Oul of these five, the present participle form is always regular, and
so {5 the -# form, except for only three verbs; heve, do, say. In view of
this, irregularities are restricted to the remaining three forms only, ie
the hage form (= 1), the past tense (= II) and the past partieiple (= TIL).

The overwhelming majority of English verbs, however, are regular,
meaning that their form IL equals IIL both forms displaying an alveolar
plosive suffix; /d/, /t/, or /id/, with no other changes. The distribution of
the suffixes is well known fo be automatie, depending on the rules of
English phonotactics which require consonant clusters to be either all
voiced or voleeless, and also preclude double consonants: henee [t/ affer
volveless consonants except /U, and /Ad/ after /t/ or /d/,

The number of irregular verb bases is about 200 (of. Bloch 1947)
It is difficult to give an exact figure, since many verbs oscillate between
the regular and irregular types, having alternate forms, eg. verbs like
burn whose form 11 = II1 is either irvegular (burnt) or regular (burned),
or mow, where form 11 18 mowed, while 11 js either irregular (mown)
or regular (mowed). Also, many bases can be used with prefixes (some-
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times only so, eg. bereave, beseech, forsake), or be oompounded, og
broadeast gainsay, perieke, sunburn, typewrite, ete, T

The conjugation types which may be distinguished among the irreg-
ular verbs also differ greatly in number depending on the criteria of
classification, Irregularities of voicing of the alveolar suffixcs, com-
bined with occasional loss of a consonant, together with changes of the
root vowels of different nature, and the above mentioned alternative
forms contribute to an enormous variety of classes. Some of these clas-
ses contain whole series of verbs whose forms follow cxactly the same
pattern, often making perfect rhymes; others include verbs of rather
pronounced differences; many verbs have forms which are guite unigue.

That is probably the reason why no two sources (see Bibliography)
agree in their classification of irregular verbs, and very many end up
with an alphabetical list enumerating the verbs with their principal
forms, Such a treatment is lexical, not grammatical: its advantage is
.that it enables one 1o find the necessary verb quickly, but it gives no
information about the system., On the other hand, minute differentia-
tion of types, down to individual verbs, where each single case is treatod
on a par with others, also fails to produce a clear picture.

In the earlier stages of the history of English (and other Germanic
languages) the problem was much simpler; verbs belonged to either the
strong or the weak conjugation, with their respective subclasses: there
was also a class of “mixed” verbs, But from a purely descriptive point
of view of present-day English, as rightly observed by Sweet as early
as thu_ end of the last century, this traditional distinction can no ];mgvl'r
be maintained, Sweet therefore proposed a division of English verbs into
consonantal and wvocalic: “"Consonantal verbs are those which form their
preterites and preterite participles by adding d or t. Voealic verbs are
thogse which form their preterites or preterite participles by wvowel-
-chu'nge without the addition of any consonant, except that the preterite
pm:mriple of some of verbs adds -en.” (Sweet 1891 : 391) Under thc.--v::-
calic verbs he also included invariable verbs {eg. cut), while vqr.rha- show-
ing a mixture of consonantal and wvocalic inflection (g, show) were
;;:?r:‘l'vd to as mized. (The small class of particularly i1~:-ugu1u:- :mo;n-
Entuziﬁ\::szais‘;na;l?rrm of which are defeetive, will be omitied in the pres-

It sgems, however, that the vocalic : consanantal division, supplanting
the t:*lﬂddiouul repartition of strong ws, weak verbs, though well motiv.
utﬂd_ mn view of the non-preservation of the original conjugation clas-
805, 15 not quite consistent. The invariable verbs, for cxallrlpliv. as already
mentioned, are included in the vocalic class, the reason being that they
lack an alveolar step suffix. But they also lack vowel change (not tln
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mention the alveolar nasal suffix) so essential lo the vocalic verbs: on
the other hand, their base final eonsonant, as rightly noticed by Sweet,
is always t or d, thus identical with the consonantal suffix, which fact
may offer an explanation of the reasons of irregularity,

We suggest that the surest eriterion on which to base a primary di-
vision of irregular verbs in present-day English would be the most gen-
eral feature of identity vs. non-identity of some of the principal forms
of the verb paradigm, irrespective of their specific morphology. In this
sense it appears most elegant to divide the irregular verbs into two
primary divisions, which differ both from the traditional division into
strong and weak, and from Sweet's voealic ve consenantal, though they
doubtless have much in common with bath,

One of these divisions is characterised by the identity of forms 11 and
11T (as with the regular verbs). Most of these forms end in -1, bul some
end in -d, and some have no alveolar suffix at all (vocalie strong verbs,
e Btick stuck stuck), but all have identical forms II = 1II. As a spe-
eial case in this division may be regarded the invariable verbs, where
form II equals I, bul on top of that it equals 1 (e cut ewt ent): it is
worth noting, as already mentioned, that all of these verbs end in { or d.

The other division is characterised by non-identity of forms II and
IT1. In most cases form IIT is made by adding a nasal suffix /nf to 11 or I;
at the same fime there is usually vowel-change with respect to form I,
so there normally are three different forms (eg. drive drove driven),
A characteristic case is that of three different forms without a nasal
suffix in III, and with the typical vowel alternation i:a:u (c.g drink
drante drunk): all of these bases end in o nasal consonant, or a nasal

consonant plus a homorganic plosive (Palmer 18965 :48), A special and

rather exceptional ease is the one where form 111 differs from 1T {and 11
differs from I), but where III happens to equal I {e.g. run ran run).

The above division is enough to present in outline the primary
system. For, because of the analytical nature of present-day English,
the most essential problem seems to be the problem of the total number
of forms available in the werb paradigm, and their distribution, both
these factors bearing directly on the structure of the wverbal groups
functioning as various tense forms. Peculiarities of vowel change and
suffixes seem to be of secondary importance, to be studied against the
background of this primary dichotomy.

Thus the irregular verbs of the last mentioned non-identity division
normally have 5, and only exceptionally 4 different forms (when III = I),
while those of the identity division usually have 4 forms, i.e. the same
as regular verbs (sinee 11 = II), and exceplionally 3 (when 1 = II = III),
of. the tuble below.
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Cfinite forms n;n»!‘-ir;i!.u forms
" Present ' Past Past Pact. | Infin. |  Pres. Part.
TR I.;;I‘-:-{x}- ' . b:Jm broken _bltt:ﬂ.ll - _.5 breaking =
’ ccfﬁn(a} cnma : come uarninn' '
" bendis) . bent | bend bending
T cutiw) cut i cutting
e - s TS

There is only one verb with 4 forms and a still different distribution,
viz, beat (where I1 = I, but IIT is different),

Thus we have all the theoretical possibilities of combination of
identity in a set of three elements (I, 11, I1I), namely

1) 1= II = III (invariable verbs, e.g. cut),

2) I=1II (e.g. beat),

3) I = III (e.g. come, run),

4) 11 = 11T (most consonantal and all regular verbs),

5) no identity (most vocalic verbs).

But the case of beat is quite isolated, comprising only this one base,
hence not sufficient to establish a morphological rule (cf, Kurylowics
1960 : 273 n. 10).

The remaining four kinds of distribution of the principal parts of
the verb which represent the two general divisions with their two
specific subtypes, may be arranged in a complete system, on the lines
suggested by Kurylowicz (especially Kurylowicz 1964). The system in-
cludes, beside the main opposition of a positive and a negative member,
also a neutral member as well as a compound one,

The neutral (unmarked) member is represented by verbs where form
11 equals I1I, but differs from I here belong, of course, also all regular
verbe. It is just the identity with the regular pattern distribution that
makes this type neutral, It is also the commonest type. The positive
member is represented by the irregular verbs where all three Torms
are different: this is the maximum differentiation of form, typleal of
the vocalic strong verbs. Diametrically opposed (the negative member)
are the irregular verbs with all three forms equal: this is regularity
carrled to the extreme: no change at all (negation of any change).
Finally, such verbs as come or run constitute the compenind  member,
partaking as they do, in the nature of both the positive and the negative
members: on the one hand their form II differs from 111 (as in the
positive member), on the other their form I equals IIl (as in the negative
member), Being thus doubly marked, this is at the same time the rarest

type.
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The system is represented in the following diagram.

Neutral type (@)
I = I1I (== 1) bend

7N

Negative type (B) Positive type (A)
Il =111 =L cut 1T == I1T =2 1; sing

X A

Compound type (C)
IT =111, 11 = I: run

The fundamental opposition is the axis O:A: this is the opposition
of the typical weak, consonantal (including regular) verbs of ¢ forms
and the vocalic (strong) verbs of 5 forms. The relation O:B (neutral:
negative) is always closer than that between neutral and positive: in
our system both O and B represent weak (consonantal) verbs (0 in-
cluding the regular ones). Similarly the relation A:C, both members
representing strong vocalic verbs, is closer than B: C. That is the reason
why © and B on the one hand, and A and € on the other, representing
the two primary divisions respectively, have been connected by “double
bonds" in our structural diagram.

11

It is on the basis of our fundamental dichotomy that smaller classes
of verbs can be identified, depending on other eriteria, guch as sullixes
and vowel change, In each division, it will be recalled, there is also
a subgroup of wverbs with alternate forms (half-regular), viz. In the
identity division the type burn burat/burned, in the non-identity
division — the type mow mowed mown/mowed.

The main characleristic of the non-identity division is the vowel-
change; in addition there is the nasal suffix in form I1I. The latter
offers a convenient basis for a subdivision in two classes: it appears in
most of the verbs, except for a rather small group of bases which
happen to end in a nasal or a nasal followed by a homorganic plosive.
We thus have again a dichotomy into classes of verbs with and without
the nasal suffix respectively, Within each of the two classes the verbs
can be grouped secondarily according to Lhe identity or non-identity
of the vowels in their principal parts. The classification follows.
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Division 1. "Non-identity”™ wverbs (1T 55 TID)
Class A, Masal suffix in form I

Twpe 1. Al three vowels different: drive drove driven
drive, strive, ride, rise, smite, write
Type 2. Vowel of 11T = I: blow blew blown
blow, graw, know, throis; forsake, shake, tale
Type 3. Vowel of I11 = II: break broke broken
breale, (ahwake, choose, freeze, speak, steal, weave,
bear, swear, tear, wear; bite; chide, hide
Type 4. All vowels equal, alveolar plosive suflix in II, and alveolar
plosive suffix alternating with alveolar nasal suffix in III (half-regular):
mow mowed mowh/mowead
mow, sew, show, sow, kew, sew, strew, shear, swell.

Class B, No nasal suffix in I11

Type b. All three vowels different: begin began begun
begin, swim, drink, shrink, sink, stink, ring, sing, spring

Type 6. Vowel of 111 = 1 (special group): come came come
COME, T,

There are no more iypes in this division, since without a nasal
suffix in III identity of vowels in III and II, or identity of vowels in
all three forms shifts the type to the “identity” division which will be
described below,

It has been menlioned already that the werbs without the nasal
suffix (which are in minority) all end in a nasal or a nasal plus hom-
organic plosive (cf. Palmer 1865:408). This peculiarity is, however, not
exclusive to verbs of this class, of. such verbs as bind, bend, etc. But
it is worth noting that none of the verbs with the nasal suffix end in
a nasal or nasal plus homorganic plosive. This invites the supposition
that it is the base nasal that is responsible for the dropping of the nasal
sulfix in such verbs, the nasal suffix still being preserved in such at-
tributive {adjectival) forms as e.g. drunken, shrunken, sunken, (The
corresponding German verbs have also preserved a nasal sulfix in the
past participle, cf. begonnen, geschwommen, getrunken, gesungen, ge-
sprungen, gekommen, geronnen, elo,)

Compared with the relatively neat picture of the subtyvpes of the
non-identity division, the identity division is more complicated, Main
complications seem to be due primarily to two factors:

a) the clash of the (mostly voiceless) alveolar suffix with the base

final consonant, i
b} the shortening of the stem vowel,
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The most syslematic attempt at a classification in this*area hHas heern
offered by Kingdon (1851). lis Division II {cdmprising verbs with Past
Participle in t or d) s subdivided into three classes:

A, Verbs in which the Past is formed by the mbhmtutmn of ' or jdf
for the final consonant of the root.
E. Verbs in which the Past is formed with the retention of the [t/
or {d/ which is already the final consonant of the root in the
Prezent.
C. Verbs in which the Past is formed by the addition of /t/ or fdf
to the full root.

Inzide these classes he distinguishes two types of root vowel change:

1. in which the Past has a root vowel differing from that of the
Fresent.

2. in which the root vowel is the same in all parts of the verb,

This is a wvery neat classification, yielding in all six types:

A1 e caleh canght caught

A 2. eg bend bent bent

B 1. e.g. meet met met, git sat sat, bind bound bound

E 2. eg hit hit hit (the invariable verbs)

C 1. eg. creep crept crept, mean meant meant, sell zold sold

C 2. eg. burn burnt burnt (the half-regular type)

Neat as it ig, the classification does not, howewer, account for the
following problems:

{a} the voived or voiceless nature of the alveolar suffix,

(b) the peculiarily of wvowel change (shortening mosily). Besides,
while types A 1, A 2, B 2 and C 2 are pretly uniform, both types B 1
and C 1 present a variety of vowel alternations, coupled with variations
of the suffix in type C 1.

Let us have a closer look at this classification.

Type C 2 represents the already familiar half-regular verbs with the
voiced and voleeless sulfixes alternating ([reely ?) after a base [inal nasal
or lateral, The cxplanation for the alternation may be the phonelogically
neutral nature of the resonants which, though voiced phonetically, have
no voiceless counterpart phonemes, Consequently, clusters of resonant +
voiceless obstruent are felerated in English phonotacties and contrast
as a twhole with clusters of resonant -+ voiced obstruent. Such clusters
are a very regular phenomenon in English merpheme structure {cf. e.g.
hump, hunt, help, halt, milk, honk, ete), but those with a voiceless
homorganic plesive following the nasal are more common, cf.

f-mpd pomp, but no *-mb/: bomb is /bom/,

fenle) sinde, but no *-ng/: sing is fsind,
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Consequently, out of the parallel clusters /-nt/ and /-nd/, the former may
be regarded, on distributional grounds, as the more natural one, con-
trasted with the (artificially?} regularised pattern of clusters in /-d/.

The variation observed in type C 2 is not a free variation in type
A 2, Here the phonological opposition of the woice feature in the basc
final obstruent is exploited to distinguish between form 1 (voiced) vs. 11
and IIT (voiceless), If it is assumed that the underlying suffix was
naturally wvoiceless (cE. Palmer 1865 : 48), the process would be that of
addition of ¢ and simplification of the cluster, as follows:

bend — *bendt — bent (cf. Jespersen VI: 39)

The strong (fortis) ¢ of the past is here functionally loaded, opposed to
the weak (lenis) d of the present. J

Similarly in type A 1 including the verbs with rool vowel change
and suffix addition (cf. German “mixed"” wverbs), the suffix is mostly |
accompanied by a simplification of the consonant cluster resulting in
a lengthening of the preceding vowel (if it was short), e.g. bring brought

In type C 1 the suffix is alse generally ¢ rather than d. This is notl
deviant (except for the spelling) from the regular usage in verb bases
ending in -p, eg. creep. In the light of what has been said above, it i‘ﬁ
also understandable in the case of bases ending in resonants, e.. dlmmn
mean, feel, ete. Taking into account the faet that /v/ and /2/ wt,‘rt:
:mgim:l.w] ﬂr;ly intervoiced allophones of the phonemes /f/ and /s/
respeotively (see o Kurath 1 154 ilze it 1
Lt e gﬂtwrn. 864 : 54, 61), forms like left and lost im-

The change of vowel occurring in all these types is also different
from the changes encountered in Division Tt it is a regular shortening
of the root vowel before a consonant cluster. (The shortening dates, of
course, from before the Great Vowel Shift which affected English l:ang
vowels, but is still clearly visible from the spelling in some :'ua;eq o8
keep kept, double letters having denoted length of the vowel). R

The same type of shortening occurs in type B 1, however, here it
cannot be motivated in the same way as above, It oceurs without ';n
suffix, unless we postulate underlying suffixed forms [I and 111 -.l:'iti:
subsequent simplification of the final double consonant, e.g. ‘

meel — "meelt =+ mel, shoot -« "shootl == shot

1 Cundiliurlls pi shortening in bases ending in voiced /df may be ex-
_slﬂ}l:ed on similar lines, assuming the doubling of the alveolar consonant
in the underlying representation of the past forms, the suffix being voiced

after a voiced b i e
resonanw,;;;- ase final as opposed to the voiceless suffix after neutral

bleed — *bleedd — bled.,
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In type B 2 the rules of shortening would apply vacuously, since all of
these bases are short phonologically, including such verbs as cast, hurt and
burst {with clusters of two or three consonants originally Iollowing the
root vowel: reflexes of long vowels in these cases would have to be (fei/
and faual respectively).

However, types C 1 and B 1 include clear cases of vowel gradation
(apophony), eg. (C 1) sell sold sold, (B 1) bind bound bound, sit sal sat.
The reason why Kingdon included them in his Division 1I rather than I
was that they happen to end in t or d in their past participles: the fact of
forms 11 and III being identical was mot decisive, since verbs like spin
were included in Division 1, despite the identity of forms 11 and 111 (Note
that in this way get and forget fell into different divigions in his classi-
fication.)

The main difference between Kingdon's classification and ours results
from the difference in prineiples of classification. Kingdon based his two
divisions on the fact of the Past Participle ending in a consonant other
than t or d (Division 1) or in t or d (Division 11). Our first dichotomy was
based on the fact of non-identity (Division I) or identity (Division II) of
the forms of the Past and Past Participle. As a result the two classifi-
cations are in agreement in Division I, except for the type with no nasal
suffix and identity of vowels in 11 and III (e.g. spin), which we classify
with Divigion 11, similarly as bind and sil.

This type, by the way, constitutes also the main difference between
our classification and that into consonantal vs. voealie verbs, since some
vocalic verbs have forms IT and III identical, and thus formally belong
to the identity division. The fact of a nasal andfor velar ending in this
class may be responsible for the lack of u nasal suffix in III, the suffix
oecurring pccasionally in certain circumstances (g, stricken).

Affinity of this type with Division 1 is also seen in alternation of
vowels which tend to align themselves with the rharacteristic #/a/u series,
of. eg. such past forms (11} as overhang, span {Quirk et al. 1872 115).
Some of these verbs still have alternate forms pointing to their originally
strong nature, thus oscillating between two and three form verbs (e,
strile in metaphorical use). On the other hand, in Division 1 we cncoun=
ter occasionally past participle forms (111} of verbs in t, d, c.8. bit, chid,
hid, strid (Quirk et al. 1972 : 117). :

Our subdivision of Division II will be similar to that of Division I,
but in reverse order. In Division [, which comprised vocalic verhs, the
secondary dichofomy into classes was based on the securrence vs, non=
—occurrence of a consonantal suffix; within either class types were iden-
tified on the basis of vowel change. In Division [I, comprising mostly
consonantal verbs, the secondary dichotomy into classes will be based on
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the oceurrence va. nom-oceurrence of vewel gradation {apophony) further
types within either class being identiflied on the hasis of the :;':;,Jfﬁ':ce*; It
should be emphasised that apophony, which iz a purely morphoiog&éai
phonologically unconditioned vowel alternation, must not be mixed ul
with mere shorlening, conditioned by phonological context, Vowel short}:j
Frning oceurs regularly in consonantal verbs, except where the root vowel
is short {e.g in invariable and half-regular verbs), in which case the
shortenings may be sald to apply vacuousiy, The elassification foliows.

Division II: "Tdentity™ wverbs (II = III)
Class C. Verbs with apophony

. Type 7. Without suffix (vocalic verbs): cling clung
cling, fling, sling, sting, string, swing, wring, hl:.;n_c;r, slink, dig, stick
strike, pin, win; bind, find, grind, wind, sit, apit L) 3
‘T;,rpe 8. With suffix (mixed verbs): bring brought
bring, think, beseech, catch, teach, seek, buy; sell, fell

Class D. Verbs without apophony (consonantal)

Type 9. Suffix added with shortening: creep crept
creep, keep, leap, sleep, sweep, weep, deal, feel, kneel; dream, lean, mean
bereave, cleave, leave, lose : : )
Type 10. No visible suffix, but shortening: bleed bled
bleed, breed, feed, lead, read, speed, meet, shaoot, light, slide
Type 11. No visible suffix and no (void) shortening (invariable verhs):
bet het .
bei, let, set, sweat, wet, spread, wed,
hit, kenit, quit, slit, split, bid, rid,
cut, shut, put; cast, thrust, cost, hurt, burst
Type 12, Suffix substitution, void shortening: bend bent
bend, lend, rend, send, spend, build
Type 13, Voiceless suffix alternating with voiced, no shortening (half-
=rogular verbs): burn burat/burned
burn, learn, dwell, smell, spell, spill, spoil.
. In many of the above types alternate forms of a regular kind some-
times oceur, e.g. .
(type 9) bereaved, dreamed, kneeled, leane i ’
s A ed, leaped (Quirk ot al,
(type 10) speeded, lighted (Quirk et al. 1072 : 115)
(type 11) betted, quitted, ridded, sweated, wedded,
g ; ad, wetted, br asle
forecasted (Quirls ef al. 1872 114}.’ B iy
I'he total number of types in the two divisions is the same as in King-
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don, i.c. 13. But the divisions are by no means water-tight, since many
verbs oseillate botween the two divisions, ¢.g.

bid hid bid (div. [1) we. bid bade bidden (div. I)

cleave cleft cleft (div. IT) vs. cleave elove cloven (div, 1)
or combine the features of regular and irregular conjugation in one par-
adigm, e.g,

dive dove dived, thrive throve thrived.

There are also complications due to dialectal and stylistic usage, ete.
{ef, such participial forms as proved/proven, broken/broke).

The diversity is understandable in view of the fact that there is
nothing in the form of the verb base itself that would point to (or else
preclude) its regular or irregular character, or the type of irregularity,
of the following examples of perfectly rhyming pairs of irregular and
regular verbs: blow : glow, spenk : leak, feel: peel, casi: Tust, bend : mend,
burn ® furn, or various kinds of irregularity: ride : hide, swell: spell, el ;
get : forget, spring : string : bring, ete.

The general conclusion that may be drawn from the analysis is that
the division into vocalic and consonantal verbs is no more valid than the
historical division into strong and weak wverbs that it was supposed to
replage. This is because vowel alternation and sulfixation are nof mi-
tually exclusive processes in verb morphology: vocalic werbs, for the
most part, also take a (nasal) suffic — inn form 111, while in consonantel
verbs there is also regularly a vowel change (namely shortening) — wher-
ever phonologically possible, Both the nasal and the alveolar suffixes
are hound to be neutralised if the base final consonant is a nasal or an
alveolar plosive respectively; similarly, vowel shortening is neutralised
if the base vowel is already short. Yet the general tendency is guite
transparent: the irregular consonantal verbs {i.e. those without wvowel
apophony) tend to mark their common morphelogical form IT = III pho-
nologically by a short root vowel.
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MICHAL POST

TOWARDS A SEMANTIC DESCRIPTION OF COMPARATIVE
CONSTRUCTIONS IN ENGLISH

We shall be concerned in this paper with establishing a) the semantic
relational structure underlying comparative construction (CCs) and
b) the property distinguishing CCs from other syntactic constructions in
English.

The fundamental assumption of the previous analyses is that even
the simplest CCs are derived from two Base strings of the type Nis A
(Chomsky 1965 : 178), the constituent sentence being a modifier of de-
gree, manner, extent on adjective. To derive a simple two-place CC as
exemplified by

(1) John is more clever than Bill
a deep structure containing

(2) John is clever

{i3) Bill is clever
is presupposed. However, in the light of the developments in linguistic
theory it has become evident that the twin-sentence analysis cannot be
upheld without econsiderable re-investigation. The objections raised
centre upon several issues 1,

There has been a considerable disagreement as to what should be
the structure of the constituent sentence. Smith (1961) and Chomsky

1 Our survey of objections is meant to sipnal rather than exhaust the problems
perlaining to the analyses of comparaillve constructions, For an pxecllent critical
survey of earlier approaches o the problem of comparison, and a proposal for
a unified treatmenl of comparative structures within the framework of the 50
called natural generative grammar sce Bartsch, R., T. Vennemann (1973). Unfortun-
ately, this study was not available to us at the time of writing the present paper
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(1965) opt for N — is — Adj, where Adj is identical to the Adj in the
matrix sentence, Lees (1961) and Huddlestone (1971) sugpest N — is
:;gggm Adj. Doherty (1967) argues for N

The identity condition so crucial for the deletion transformation has
also been questioned. Chomsky (1865 : 182) maintaing that nondistinet-
ness rather than strict identity is what is involved in crasure operation.
McCawley (1968 : 126-127 questions this claim and points out that the
transformation which demands the identity of a pair of lexical items
demands not mercly the identity of the dictionary entries involved but
the identily of their specific readings.

The existence of ambiguous sentences such as

(4) I like Peter more than Bill
constitutes a strong argument for the proposal that some CCs should be
derived from complex bases,

Two other points may be made in eriticism of the formal syntactie
approach to analysis of CCs. It is difficult to see how semantic analysis
of CCs can proceed from the twin-type of syntactic base. Namely, the
assertion (1) does not entall either (2) or (3). What (1) means is that
John exceeds Bill in cleverness but both may be stupid.

In the case of CCs involving too and Adj matters are even worse. In
sentence (5)

(5) T am too ill to eat anything
the constituent sentence is not entailed by the surface sentenee but in
fact contradicts one of the entailments of (5). There is no question of
two symmetric sentences underlying (5), either 2.

In view of the apparent limitations of the analysis in terms of the
Standard Theory, we suggest to consider comparison as a semantic no-
tion rather than a formal syntactic one, and propose to examine CCs
within the framework of a semantically based grammar,

Lingulstic utterance is usually sscribed three, systematically inter-

tg — wh — Adj,

i Tt has been generally assumed that TOO sonlences are derived from two un-
derlying positive sentences, (of, Loes 1060, Huddlestone 18713 Thus (8), In thia
appronch, would have the following source:

1 am too ill
I eut ’ o
This praposal, hewever, must be refeclod on semantle grounds. (%) entalls that I ean
not wat, which means that a negative transformation should be Implied in one of
the source sentences underlying (8). To reflect this, the following alternotive deep
source is suggested:
1 am fll
1 ean not eat -

One of the transformations here would delete NOT and wdd TOO plus Infinitive,
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related structural levels: the semantic (content) level, the syntactic level .
and the phonological level, which in themselves permit further sub- |
division. Theorctically, it is possible on each of these levels to distinguish
specific functioning units and relations between these units viz. parti-
cular relational patterns. Since we have chosen the semantic level as the
descriptive base, we find it appropriate to establish what is common at
this level to sentences which differ radically in appearence but can be
considered CCs. In order to arrive at a standard form for CCs we pro-
pose to view CCs as EXPLANATIONS viz, complex utterance types,
about an event or a state of affairs formed by the conjunction of two
different kinds of statement (cf. Dakin 1870).

As the first step to establishing the deep paradigm for EXPLANA-
TIONS Dakin postulates the formula X explains Y, from which it fol-
lows that the combination of two different types of assertion repre-
sented by X and Y constitute an EXPLANATION. To relate nll EX-
PLANATION he sets up a standard form in a way similar to that which
Austin (1962) has suggested. He symbolizes the description of the state
of affairs he wanls to explain as Sy the assertion of the state which
explains S, — as S, The full standard form conjoins these two asser-

tions yielding

I state S

{ I state S, explains Sy

The standard form consists of two sentential elements: the first, re-
presented by I state, might be termed the performative complex, and its
function is to specify the illocutionary potential of the sentence: the
other, represented by S, explaing Sy might be termed its propositional
core. The constituent explain stands for the relation obtaining between
&, and Sy :

To demonstrate that we are right in our claim to regard CCs as
o class of EXPLANATIONS we suggest (o consider u simple statement

(6) 1 state John is more clever, _
Suppose we try 1o explain (6), since it has no clear meaning as it stands.
Obviously we cannot explain (6) in terms of itself. To say, for Instance,
John is more clever because he is clever is no explanation: besides, [!I}
does not imply that John is clever at all. It follows from what was said
about EXPLANATIONS that we must explain the state denoted by (6)
by relating it to something else. As stands, (6) only says that John
exceeds some point along the continuum of cleverness ', We shall term
this point the STANDARD of COMPARISON (§), Chafe (1970) suggests

I CONCEPTUAL CONTINUUM Is inhercntly a nominal concepl which consti-
tutes Uhe underlying vepresentation for the surface property (P,
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that the position of § can be established in two ways: either through
context or an explicil statement*. If, however, the context does noil
male clear the location of 8 on the continuum, it is necessary fo state
explicitly where 8 is located and this is done in English by addition of
another sentence to the semantic structure, The lasi statement brings
us back to our standard form in which the function of 5, is to explain 5,
To make this explicit let us consider the lollowing sentences. We could
sy

{T) John is more clever than Bill

{8) John is more clever than his twe brothers

(9} John is more clever than he used to be

(107 John is more clever than we expected him to be

{11} John is too clever for Bill to catch up with him

(12} John is so clever that Bill wont be able to catch up with him
Sentences 7 - 10 explain John's cleverness by relating it to an anteced-
ent state of affairs, 11 - 12 by relating it to a process,

In passing we remarked that the constituent explain of our standard
form stands for the relation which obtains between §; and S; A brief
examination of the following two sentences

(13} John is more clever than Bill

(14) John's brakes jammed, so he stopped
allows to conclude that explein is a cover term for warious relations
which may obtain between 5, and §s; That the relations holding between
the 8’ in (13) and (14) are of different kind becomes evident when they
are explicitly stated in the appropriate standard forms for (13) and (14)
respectively,

(18a) I state 8, different S,

(14a) I state 5; cause S5,

In (14a) it is the relation of eavse and result that is obtaining between
S, and &, ; in (13a) the RELATION of COMPARISON. We suggest that

+ 11 zeems plausible that there gxist two situations regording 8, ¢f. Huddlestone
1967 92, -
(1) Tmplicitiy defined &
{al 8 Is based on context specifie average,
o2 The road iy wide
By 8 is based on individaals,
cp John has maore vecords than Mary
(e} & is based on some function,
e He is tog {0l to ol anything
(2) Explicitly defined 8
(a) & is represented numerically,
o, It iz jaster than 100 seph
() & 05 overt though not specified numerically,

., The strilee was wothing lesy than o watfonal catasironho
b

i
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there are two primitive relations invelved in comparison: relation of
difference and relation of similarity, on which other speeific relations of
comparison are founded 5 Having established this, we are in a position
to provide the full standard form for CCs:

DIFFRENT : :
5 : N
(15) 1 state [[ f{{ ) } Y] in CONTINUUM z]

It follows from (I5) that CCs involve assertion of similarity or
difference between two entities (X,Y) in some conceptual continuum {Z),
which might be represented in the form of the tree as a two-place pre-
dicate of assertion holding between an individual and a state of affairs
described by a two-place predicate of similarity/difference holding
belween the entities in question. Accordingly, the relevant semantic
structure underlying John is more clever than Bill can be represented
as in (16).

(18)

Pred Arg Arg

STATE I 5

I .
Pred Arg
.' |

| |
CLEVERNESS Sa
|

Pred .a'l.lrg Arg
|
EXCEED X bi

{16) may undergo several changes as the result of application of the
following transformations % The SUBJECT RAISING rule has the effect

o Septences like John fg different [from Bill and He is mot fike moe seem o
indicate thal it is possible 1o make an assertion of differemce between lwo enti-
tieg withoul specifying either (o) the continuum within which the entities are per-
ceived to be different, or () comparing lheir values within this continuum, In
a particular sontence, however, DIFFERENCE can be realized as ooc of the two
gpecific relations ﬂf':romparisun, io, superiority (=], or inferiority (<),

8 EXCREED, in our diagram, represents meaning rather than a particular lexical
itemn, Tt corresponds, roaghly, to the relation of superiority (=),
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of lifting X under the domination of Sy The PREDICATE RAISING
rule, which applies next, collects the predicate of S, and attaches it to
the predicate of S|, vielding a compaound verb, as in (17).

(17)
= 2 i
| | |
Pred Arg Arg
|
| | |
STATE 1 =f
— il e ~
Pred Arg Arg
| i ||
I
CLEVERNESS EXCEED X b4

more clever

At some point of the derivation the lexicon must be used to provide
appropriate phonological forms for the derived verb and
Possibly, the first lexical items are introduced after the application of
the PREDICATE RAISING rule (ef. McCawley 1970). The two leftmaost
predicates are replaced by more clever. X and Y are replaced by John
and Bill respectively, The. performance complex is lexicalized or can be
deleted,

We realize that our presentation is considerably oversimplified but
as it has been intended to postulate a route of derivation of CCs from
common underlying semantic structure, it is believed to have illustrated
the point.

Now we embark upon the problem of establishing the
distinguishing CCs from other constructions in English. For this purpose,
we prapose to take some sentences which are commonly recognized as
comparative and see how they behave with respect to wh
in comparison,

A common assumption among the gr
and CCs involve objects compared (Ts)
to which they are compared 7,

the arguments.

property

1t is invalved

ammarians is that comparison
and property (P) with respect
In the course of our considerations wao

T Y whoen twa persons or th
(Zandvaort 1860 188).

" the essential feature of o comparative construction, in broad prammatical terms,
Iis that lwo propositions | are compared with respect to something they have
0 common...” (Quirle et al. 1672: 6}

"o comparison may bo said to invol
ems,." (Huddlestano LETR 268),

ings are compored ss bears of g certain guality..”

ve fwo orf more terms with some comparative

Towards a Semantic Deseripfion of Comparative Constructions 31

hawve indirectly suggested that there are a]m? two other mncel:ﬂ,s in?olved
inn comparison, namely, standard of clomparlson {5) and re:latmn of com-
parison (R}, In table T all four criteria, Ts, P, § and R will be analyglgd
in the same order: viz. the negative sign {(—) means that _ﬂ’_nﬂ.- r'eélipectlie
criterion is not realized in the surface structure, the positive sign )
means that the ecriterion is realized in the surface si.rt.Acture._ It iz as-
sumed that the best criterion will be the one that applies uniformly to
all sentences listed below 8,

Table
KT P 5
(11 Mary iz more talkative than Peter + a5 oL —
{2} Mary boughl more records than Peter < 4 N _u
i3} Mary achieved more than Peler + al o+ 2
(4) Mary bought more records than 10 =% b b
(5) The car was travelling faster than 90 mph i ’ o 4
{6) The attacks came as frequenily as once ' v ;
a day A Th + * .,h
(%) I weigh more than 200 pounds y .

(8) The strike was nothing less than a national

catastrophe 14 3 § I
{%) She may be as lucky as she hopes - G 4 1
(103 Tve been alive long enough to understand

that il = + 5
(11) It flies so fast thal it can beat the speed

record . N e s

112) He went further than beyond Chlcagln als ala Ja
{13} The grass iz too short for us to cuf it | ’ 4 -
{14) Tt's such a gond charce that we musl not
miss it <
(15 Sally was 3 more enthusiastic student ik
(16} Bob was by far lhe best du
{171 Dick recelves o similyr ammount A 2
(18) Ie asked to gee o different one + i .I. =
(1) The river & wide 4 I .l .
(20 John is tall for o pigmy |- }
i _19
Table I shows that (a) TERMS arc not always accessible (10, 11, 1_.33‘&;%
When aceessible, the second of them functions E]thi‘]‘l'd; é;*fl:;; ggﬂnhl Hot
i : o | ies S asin(1-3,9-14) (k) F e
as in (4 -8, 20) or implies & as in ( ; gt
; s - g It is only the concept of af
be overtly expressed, (17 - 19). (c) : e
that applies uniformly to all our examples, In view of the ahr‘_n::::., 11:: ,:an
comes evident that none ol the concepts pn_stulated by Ergnl;}rr;illfld.i%m‘
be considered distinetive for COs; c]c:ulrIj,-' it is the RELATI :
guishes CCs from other constructions in English,
" ot al,
b Sentences 1-8 are due to Huddlestone (1967), 9«18 are due lo Quirke el @
(1972), 10 and 20 are mine,
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CLOSING REMARKS

This brief paper has been motivated by the shortcomings of the for-
mal-syntactie approach to the problem of CCs, Our goal has been to
outline a framework within which a descriptively adequate analysis of
CCs could be carried out, To obtain this, we have assumed the theory
that we consider superior to the Standard Theory, namely the recent
proposal postulating universality of semantic structure underlying natural
languages,
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MARTA GOTTWALD
B, JONSON'S I[DEA OF IMITATION

To a Renaissance student the term “imitation” (obviously derived
from the Latin word imitatio, the latter being a translation of Greek
mimesis) suggests at least three basic meanings.

The first, that of copying or counterfeiting the external realily in its
sensuous aspects owes its existence to Plato's Republic (Bks. I1I, X) where
poetry is being excluded from the syllabus of the ruling elite on the
ground that it deals only with the appearance of things, and not with the
world of timeless ideas. This understanding of mimesis, vindicating the
uselessness of poetry served as a staple argument in attacks on poetry
and poets.

The second usage, in the sense of creative imitation, derives from
Aristotle who, at the beginning of Poetics (Chap, IV), stated that mi-
mesis is the prineiple of all fine arts and of poetry in particular, ranging
from simplest mimicry to ereation (Baldwin 1958: 138 - 141}, To Aristotle
poctic imitation means a representation or a suggestion of characters and
actions embodying universal patterns of human nature and h{!huvigur
according to the laws to necessity or probability (Poeties, TX). The in-
sistence on the generalized, universal character of the represented reality
defies Plato’s earlier strictures,

It is the Aristotelian understanding of imitation that appealed to the
Renaissance authors both in Italy and in England, maintaining that the
writer's primary task is to imitate universal Nature and Truth, Thus, eg.,
Sidney expressly refers to Aristotle when he defines “poesie’ as “an arte
of imitation, for so Aristotle termeth it in his word Mimes is, that
is to say, a representing, counterfetling, or figuring foorth" (Smith 1971:

158), .

2 = Anglica Wratlslaviensia VI
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The third meaning of the term imitation apparently ariginated with
the rhetoricians, from lsocrates and the Hellenic school down to Cicero
and Quintilian, who advocated following the examples of the elassicsl
models as an important clement of stylistic training {Atkins 1961: 127 -
129), This sense of imitation, i.e., chielly as a method of studying style,
was also eurrent in the Middle Ages, as scen in St Augustine’s writings
on preaching, and in the recommendations of Bernard of Chartres and his
school: in the words of John of Sulisbury, Bernard “set poets and orators
and prescribed close imitation...; and his own practice was such that in
imitating his predecessors he became a model for his successors” {(Meta-
logicus 855 B, After Baldwin 1950b: 163) !, With the Humanists, the practice
of looking for guldance to ancient Grecce and Rome became a norm,
Ascham argues In his Schoolmaster that since Greek and Latin are “the
two onelie learned tonges”, and the works of the ancient authors are full
of “wisdome and eloquence” they naturally provide the most suitable
models to be imitated (I1. v, in Smith 1971: I, 5).

Jonson's use of the term imitation follows both the Aristotelian and
the rhetorical traditions. For the former, may it sulfice to recall his defi-
nition of comedy as “imitatio vitae, speculum consuetudinis, imago verita-
tis” 2, It is the latter sense of imitation, which has so far attracted little
eritical attention, that will become our present concern, .

Jonson himself borrowed boldly from other writers and was never
ashamed to admit it. Dryden observes that “he has done his robberies so
openly, that one may see he fears not to be taxed by any law" (An Eysay
of Dramatick Poesie, 365). On the contrary, he took pride in his depen-
dence on classical and modern masters; witness the burden of learning in
Poetaster, In the two Roman tragedies, Sejanus and Catiline, in the com-
mentaries on the masques, especially The Masque of Queens and Hyme-
naei, and in Discoveries, When he discusses the five requisites of a poet
in Digcoveries (2400 - 2496), imitation s mentioned side by side wilh
nature (or natural endowment), exercise (training), study and art.
Study, which seems to imply mainly the acquiring of exact knowledge
of other authors, though mentioned after imitation, is really a prerequi-

! A modern version of the same kind of approach, though in oo exaggoratod
lorm, i& found in Gabrlel HMarvey's polemie with Themus Noshe, whore he con-
demns his opponent's “wild Phantosie” and prescribes for the writer *an appren-
tshaod of some nine or ten yeares in the ghop of curlious Tmitation .. Lefors he
Wil e able to perfarme the twentith or fortith part of that sufficivncy, wheres
unto.. his Imagination alrendy napireth" (Plerce's Superrogation, 25 - 31, In Smith
1071: I1, 270),

¥ Jonson's definition of comedy los boen thoroughly discussed both by hia
vditors and erities, For bibllographie veference neoe Gottwald 1066: 52 - b3,
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site of the lalier: “But, that, which wee specinlly rveguire in him iz an
exactesse of Studie, and multiplicity of reading' (2482 - 2484), Study, in
Jonson's view, ought to be supplemented and cheeked by the actual ob-
servation of life;

I know aothing ¢an conduce more to the lelters then to examine the writ-
ings of the Ancients, and nol lo resl in their sole Authority, or 1o take
all upon trusi from them: .. For to all the observatlons of the Anclentls
we have our own experlence; which 1 wee will use, and apply, we have belter
mennes to pronounce, [Di-n'. 126 - I:!'J‘}

Thus imitation presupposes extensive reading as well as eritical judp-
ment Lo guide this reading. It is essential that the model to be imitated
should be selected from “the choicest and the best”. As soon as the
poctic apprentice has made his choice of “one excellent man above the
rest', he is recommended "so to follow him, till he grow very [lee: or,
like him, as the Copie may be mistaken for the Principall” (Dise. 2767 -
2770). Imitation, obviously, is a school of artistry; in striving to equal his
master the imitator learns the poetic eraft. Yet a warning against indis-
criminate, uncritical imitation is added; the young writer must use dis-
cernment, "not to imitate servilely, and catch at vices, for vertue" (Disc,
2475 - 2476).

Another pitfall into which the young adept of poetical art is liable
to fall is that of mechanical or eclectic borrowing. The simile of an omniv-
orous animal that bolts its food, “as a creature that swallowes what it
takes in, crude, raw, indigested” (Dise. 2472 - 2473), is imaginatively used
to describe such blunt imitalors, They are contrasted with a discerning
writer who “feedes with an Appetite, and hath o Stomucke to concoct,
divide, and turne all Into nourishment™ (Dise, 2473 - 2475). Another image
from the animal kingdom, that of the bee collecting nectar and turning
It into honey, emphasizes both the excelleney of the models and the im-
portance of the process of artistic assimilation. Jonson's advice runs as
follows: “Draw forth out of the best, and choicest flowers, with the Bee,
and turne oll into Honey, worke {1 into one relish, and savour! make your
imitation sweet” (Disc, 2476 - 2478), For Jonson, like Quintilian, will not
rest satisfied with imitation alone: “Imitatio per se ipsa non sufficit”
(Atkins 1061; 11, 280). He will claim with Horace, whose Ars Poetica he
had translated, that the poet can freely borrow from other authors as
long as he is able to transform his material artistically and thus make it
his own, For imitation is essentlally an art, or, us Jonson puts it, an ability
“to convert the substance, or the riches of another Poet, to his own
use" (Digc, 2468 - 2469). These two aspects of imitation, training and the
artistic use of poctic material, seem to be equally important, Il is neces-
sary that the writer should “master the matter, and Stile, as to shew,
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hee knowes how to handle, place, or dispose of cither, with clegan-
eie’ (Dise. 2486 - 2488),

It is needless to say that Jonson would never approve of random or
literal “borrowings™, In this respeet he was a true Elizabethan, to whom
“lo imitate was lo interpret and not to reproduce” (Bradbrook 1955 108).

Jonson was most impatient with the plays that were carcless pateh-
works of stolen fragments. In Every Man in his Humowr he deplored
that "such leane, ignorant, and blasted wits, / Such brainless guls should
utter their stolen wares” (&. V. iil. 335 - 336). In the Induction to Cyn-
thia's Revels he mocked the playwrights who “way-lay all the stale
Apothegmes or olde bookes they can hear of (17T8-179). As for
Janson himself, the Prologue to Volpone assured the audience that the
author would not

hale in. a gull, old ends reciting,
to stop gaps in his looge writing, [Frnl. 23 - 2-1}

Jonsen kept aloof from plagiarists® of all kinds, those “sernile imitating
spirits” (Every Man out of his Humour, Induction, 67), “promoters of
other mens iests” (Cynthie's Rewvels, Induction 177). He most
strongly condemned the practice of re-writing or reviving earlier English
plays. In the Induction to Cynthin's Revels the second child, who is the
author's *attorney”, mocks the "umbrae, or Ghosts of some three or
foure playes, deparfed a dozen yeeres since, [which] haue bin seen
walking on your stage" (194 -1596). He ig equally contemptuous of the
“poet ape” who “makes each man's wit his owne' (Epigrams, LVI, 8
and of the dramatists who feed the audience with “nothing of their
owne, but what they haue twice or thrice cook'd” (Cynthin’s Rewvels,
Induction, 185 - 186).

On the other hand, translations from, or extensive reliance upon, the
classics were, to Jonson's mind, as good as original and creative work,
A plausible explanation of Jonson's dilferent altitude to borrowing from
the classics and from native writers has been suggested by C. R. Basker-
vill (1811:6). Jonson would appreciate an apt translation of a fine
classical phrase while he scorned to borrow phrases from the Arcodia,
for the one enriched the language while the other did not. Perhaps one
could extend this criterion to translations and adaptations of the major
works of antiguity, either as a whole or in part: Chapman’s translation
of Homer or Jonson's rendering into English of Horace's Ars Poetica did

*In The Conversations twith Williom Drummond Jonson censured Sir Walter
Raleigh for using materials from different authors in his History of the Warld,
saying that Raleigh “esteemed more of fame than consclence™ since “the best
wits of England were Employed for making of his historie” (197 - 201),

—TErEEL
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literature. At the same time, Jonson seems to be of

srich the naftive . 3
- it anything, was gainced by re-writing second-rate

opinion that litile,
works in the vernacular. . . .
Jonson's concepl of imitation is elastic enough to leave room both

for “invention’ and independence, Independence, here, 1s not so much
descriptive of the moral standsrd of the dramatistt as of his basic right
1o choose his own means ol artistic expression:

T am nol of that opinien 1o conclude n Poets liberty within the narcow

h either Lhe Grommorians, or Philosophers prescribe. For,

imits H e
wip ey ecxeellent poots, that

before they found oul these Lawes, there were many

fulfill’d them. [Dise. 2555 - 2530].
There is in this statement both the proper understanding of .poetic rules,
which are but gencralization derived from successful practice, and the
respect for the individual who discovers the rules. For "truth ly:es open
to all: it is no man's several' (Disc. 139-140), And for all his a@r_m-—
ration of the masters of Antiguily, Jenson points to the dalngcr of letj.mg
them become tyrants. They ought to be regarded as guides who “not
only found out the way not to erre, but the short way WE.S]‘\IH{id take
notvto erre” (Disze, 2571 - 2372). Signif icantly encnl.;gh, Jonson’s hr}uf syn-
opsis of the development of classical comedy is concluded with hth:‘::
vindication of the dramatist's right to work out the forms thalt are bes
suited to the time in which they live: «T see not then”, he writes in the
Induction to Every Man out of his Humour,

free power, to fllustrate and hig}atlen
and not to be tved o these strict
u few (who are nothing but formea)

but we should enioy the same licence, oF
pur invention as they [1.‘[:3 nncinnts] did;
and regular formes, which the nicenesse of
wauld thrust wpen as, [Induction, 266 - 270]

- \ =1
seussion on the observance of the “laws of Comedy

936 - 245} makes it plain that the canon .01‘
one of those “too nice

Thus, e.g., the i
in the same play (Induction, :
the unity of time is being regarded as unessential,
observations” which the dramatist need not follow. ‘ :

Jonson's attitude to “poetic laws” and “rules” is not, however, unc
i« somehow disconcerting to find that only seven years
ces pride in adhering to the very same rules
Man out of his Humour; for

guivocal. It
later, in Veolpone, Jonson tal
which he has treated slightingly in Every
it is asserted of the author of Volpene that

1 Jonson freguently asserted
tastes of the audience. Thus, eg,
woo the gentle ignorance.. But ::ar_cless o
on common approbation, hee is confident it
{Chorus, 121-134), Also. of, the Induction to Every Man ou

57 - G2,

fhat he would not stoop 1o court the lowest

in The Maognetle Ledy he declares he "will pD‘t
{ all wulgar consure, 4§ not depending

shall super-please judicious spectators
t of his ITummonr,
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The laws of time, place, and: persons he observelh,

From noe necdful roie he swerielio lPrrJ:.{:-.i_‘.uex 3l - 37

Another instance of this deferential attitude lo the “rules’ s provid-
cd it the address “To the Readers”, prelized to the 1607 Quarto of Se-
janus, where Jonson apologetically imparts that his play neither observes
the unity of time nor has a “proper chorus”, and proceeds to justify
his departure from the classical forms of tragedy in a fashion remi-
niscent of his discussion of comedy in Feery Man ot of his Huwmour:

Wor s it needful, or almost possible, in these our times, such Audilors, as
cotnmonly Things are presented, to obserue ould state, and splendour of Dra-
maliek Poems, wilh preseruation of any popular delight. [11 - 15],

The tone of the explanation is, however, markedly different; the
defiant buovaney of Ewvery Man out of his Humowr is gone. Instead of
the challenge there is a promise that the author will give a fuller aceount
of his reasons [or not observing all the classical rules, in his “Obserus-
tions vpon Horace his Art of Poetry"” which he intended “shortly to
publish’ (16 - 18). Furthermore, Jonson insists that in Sejanus he has
respected other laws of tragedy, and that the violation of the unity of
time and the omission of the chorus should not diseredit him as a writer
of tragedy:

IF in trulth of Argument, dipgnity of Persons, grauity and height of Elo-
cutlon, fulnesse and freguencle of Sentence, I baue discharg'd the other offices
of a Tragick writer, let not the absence of these Formes be impuled o me,
whorein 1 shall give you ocecasion hereafter (and without my boost) to thinke
that 1 could better preseribe, than omit the due use, for want of o conuenient
knowledge. [To the Readers, 18 - 25]

What appears to follow from the whole argument in Sejenus is that
Jonson would not be hampered by the “rules”, if they interfered with
his purpose, On the other hand, he makes it plain that he holds classical
conventions in greal esteem and thinks that there is more honour in
observing than in neglecting them, He would not go as far as Webster
did in The White Deuil, in sacrificing, because of the ignorance of the
audience, other “criticall lawes"”, such as “"height of stile” and “gravety
of person”, as well as the chorus (Prelace to The White Dewvil, 13- 22),

In conclusion let us sum up the most salient features of Jonson's notion
of imitation,

I[ts function he described as a part of a writer's training, and not
an end in itself, The ultimate object to be achieved through imitation
is creative, original expression,

Ag a method, imitation is not merely copying or reproducing the
subject=matter and style of the model, but an assimilation and imagi-
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native transformation with a view ol achieving something new. Hence
Jonszon's condemnation of literal or indiscriminate borrowings, his con-
tempt for plagiarism,

As for the latter, 3 modern reader iz ballled by Jonson's sanction-
ing, and himsell practicing extensive “borrowings™ from the ancient
authorities. It iz difficult Lo reconcile such practices with Jonson's re-
current gibes at poets-apes or with his adverse criticlsm of Raleigh's
worle. It must be admitted thoupgh that Jonson's “tolerance’ conformed
to the standards of the age.

Similarly inconsistent, or at least ambivalent is Jonson's attitude to
the “rules”. His theoretical pronouncements in Discoveries as well as
his ecarlier work vindicate the poet's independence and his right to
dispense with the “rules™ On the other hand, his dramatic practice
seems Lo have lorced on him a more deferential attitude towards the
established canons of good writing.

It 18 worth observing that Jonson’s ideas on imilalion appear to
have been influential with Dryden: a number of interesting parallels
can be indieated in the discussion of the controversy between the an-
cients and the moderns in Dryden’s Essay of Dramatick Poesie, eg.,
the poet's solivitude for preserving “the dignity of masters and giving...
honour to their memories” (343), his warning against “dull imitation
of the ancients” (333), his blaming the practice of “servile observations
of the unities" and recognizing the legitimacy of “swerving from the
rules" (338) can be traced back to Jonson's views. The congeniality ol the
attitudes can conveniently be epitomized in referring to Senecan formula
which Jonson jotted down in Diseowveries (139): "Non Domini nostri,
sed Duces fuere”,
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THE USE OF SUMMARY AND SCENE IN JANE AUSTEN'S NOVELS

Many critics agree that “Jane Austen is an .uncommon sort of
novelist” whose mastery lies not only in “a brilliant ironic wit, an
affectionate understanding of the ordinariness of human life, [...] a lively
and olten subtle sense of character, and a moral universe within which
to set and pattern all her novels” (Daiches 1963 : T65) but first of all
in the mastery of plot structure and the narrative technigues,

Scene and summary, although opposite, seem to be the most im-
portant and the most often employed narrative technigques in a novel,
In his essay C. Wayne Booth notices that “all narrators and observers
whether first or third person, can relate their tales to us primarily as
scene, primarily as summary or as a combination of the two"
(Booth 1067: 95).

Perey Lubbock, although employing different and perhaps  more
general terminology, expresses the viewpoint similar to Booth's. e
distinguishes between “pleture and drama — [...] an antithesis which
continually appears In u novel" (Lubbock 1972: 110). According to him
the term picture covers such narrative techniques as deseription and
summary while drama for him is what the other eritics call scene and
dialague,

Many writers seem to reveal a preference for one method or the
other, but in order to make their novels bolh readable and interesting
for the reader they should consciously mix the lwo methods, In the
following pages 1 shall analyze the way in which Jane Austen employs
Summary and scene in her six major novels,

I

The first in English literature to give the definition and to state the
functions of summary in the work of fiction was probably Ilenry Mel-
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ding who in the fellowing way justifies his method of writing Tam
Jones,

We intend in it [(he novel] rather to pursue the method of Lhose writers, who
profess Lo disclose the revolufions of countrics Lhan fo imitate the painful
and woluminous historian, whe, to preserve the regularity of hiz zeries, ibinks
himself obliged to fill up as much paper with the detail of months and YEArs
in which nelhing remarkable happened, as he employs upon those notable
areas when the greatest scenes have been iransocted on the huaman slage,
Such histaries as these do, in zeality, wery much resemble a newspaper, which
consists of just ihe same number of words, whether thers be any news in i
nr nigi |’J- MNowr it Is our purpese, in the ensaing pages, 1o pursue a contrary
method. When an extraordinary scene presents itself (as we trust will often
be the case), we shall spare no pains nor paper o open it at large Lo our
régder; but if whole vears should pass -without producing anything worthy
his notice, we shall oot be afraid of a chasm in our history: bul shall hasten
on to matlers of conseguence, and Ieave such periods of time totally uneb-
served, o] Good weiters will, indeed, do well to imitate the ingenious tra-
veller in this instanee, who alwavs proportions his stay atl any place to the
beauties, clegancies, and curiosities which it affords, [Fielding 1955: 38 - 59, B4]

MNorman Friedman's definition of summary is perhaps not so pictures-
que and illustrative as that of Fielding but it is strictly to the point.
He says:

Summary narrative is a generalized account or report of a series of events
covering ‘soine extended period and a variety of Tocales, and seems to he the
normal unfutored mode of story-telling, [Friedman 1867: 118 - 120

Again, the same may be said about Phyllis Bentley's definition.

When the novelist requires to iraverse rapidly large fracts of the world of
the nowvel which are necessary to the story, but net worth dwelling long
bpon — not worth nparrating in the speeific detail of a scene — the sum-
mary is what he uses, [Bentley 1067 47 - 18]

sumrnary, besides scene and description, is the most commornly used
narrative technique and, as Phyllis Bentley has already noticed, “the
proper use, the right mingling of scene, description and summary s
the art of fictitious narrative” [Bentley 1967: 54],

The guoted definitions, in a4 way, enumcrate some functions of
summary but D. H. Wright {1964: 47) offers 2 more comprehensive
account of the reasons for the usage of SUmMmMAry !

Lo abbreviate what would otherwise be o tedinis and unneceszary dialogus;
fo achicve a distance from which the resder can see more clearly the signifi-
tance of certain incidents: and (from a purely technical standpointd to avoid
the inaccuracy of reporting on an area of human intercourse with which the
author iz not familiar.

i
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Having stated the definition and functions of summary let us now
proceed to the analysis of Jane Austen’s ways of emploving SUMmAary
in her six novels.

The reader may notice that except Pride and Prejudice {hereafter
FP) each of the remaining novels starts with a summary. In Sense and
Sensibility (— 53) the opening sentence: “The family of Dashwood had
long been setiled in Sussex™ (55: 39) begins a short history of the Dash-
wooeds. The reader is acguainted with the Dashwoods' financial status
and prospects for the future. All this fakes no more than two pages and
prepares the reader to plunge in medias res or rather inio the beginning
of the story, that is, the moment when Mrs. Dashwood and her daughters
decide to leave Norland.

In Munsfield Park (= MP) Jane Austen has to cover “asbout thirty
yvears” before she introduces the present moment, Again this is done
by means of summary narrative. We learn sbout Miss Frances who had
married “ito disoblige her family™ (MP: 41), the result being a complete
breach between the sisters. Nine wyears pass, Mrs, Price (the former
Miss Frances) writes a letter to her sisters and is reconciled to the
family. Still “a twelvemaonth™ and we have an instance of the present
moment when the Bertrams and Mrs, Norris discuss little Fanny's future.
The summary of thiz talkes less than one chapter. But we are not in
medins res yet. The next chapter covers five years, starting at the
moment of Fanny's coming to Mansfield Park till the “first event of
any importance in the family™ (MP: 58) — that is Mr. Norris's death.
And only then we are in “the heart of the matter”.

The same may be said about Emma (= E), Northanger Abbey (= NA),
and, to a ecertain extant, Persuasion (= FP) where the summary of the
Tamily history is contained in the Baronetage, “improved” by Sir Walter
Elliot’s own handwriting.

From this review we can see that it was necessary for Jane Austen
lo begin the majority of her novels with a short informational summary
before introducing” the reader to the deiails of her heroines' and their
relations’ problems,

The summary also proved wery successful as a method of closing
the novel. As the reader may notice, at the end of all Jane Austen's
novels the heroine, or heroines, after many complications, are happily
married 4o their beloved herpes. In Persuasion after listening to the
conversation between Anne and Captain Wentworth the reader is pre-
pared for a not very distant wedding ceremony. In Emma the last
paragraph starts: “The wedding was very much like other weddings..”
(E: 464) and nothing more is added.

A4
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It is perhaps due 0 what [ would call fictional convention {for this
happens to be a conventional ending of most fairy tales) not to spealk
about the married life in detail that Jane Austen stops her narration
at, or soon after the wedding ceremony of her heroes and heroines.
Besides, the description of the married life would not be in agreement
with the eighteenth century principle of decorum which Jane Austen
professed and obeyed, Traditionally, the married life could be aoproper
subject for didactic literature and Jane Austen’s navels, although teaching
the young readers entering the adult world how to get along with one
another, are not strictly didactic, Stil] another, but perhaps not so con-
vinging reason for using sumimary in order to finish the story was
probably the fact that June Austen remained single all her life and the
minutiae of married life lay outside her personal experience,

summary al the end of the novel is also used to satisfy the reader’s
curiosity about the future of her characters. The reader i5 not given the
freedom to imagine the future events, yet he is not left in suspense.
Alter presenting the marriage ceremony Jane Austen conlinues her
narration by summarizing the immediate future of her charactors so
the reader does not part with them abruptly.

After thal “happy for all her maternal feelings” day “on which
Mrs. Bennet got rid of her two most deserving daughters” (PF: 393) the
reader is informed that Mr. Bingley and Jane left Netherfield and
moved to their new estate in the neighbourhood of Darey and Elizabeth;
Kitty “spent the chief of her time with her two elder sisters” and thanks
to their sociely improved very much: Mary remained at home but
changed only a little; Wickham and Lydia “suffered no revolution from
their marriage” yet were not rejected by the rest of the family. The
reader also learns about the minor characters: Georgiana found her
home at Pemberley and soon became Elizabeth’s close friend; Miss
Bingley, although “deeply martified by Darey’s marriage”, tried to
behave as politely as possible in order “to retain the right of visiting
at Permberley” (PP: 395). Even Lady Catherine's “resentment gave way,
either to her affection for him, or her curiosity to see how his wile
conducted herself”, The Gardiners vigited Pemberley quite often and
were always remembered as “the means of uniting” Darcy and Elizabeth
(EP:-396). )

Similarly in Sense and Sensibility. After her marriage Elinor con-
tinues the family contacts, Mrs. Dashwood's wish to bring Marianne
and Colonel Brandon together soon comes true. After discovering “the
falshood of her own opinions” Marianne's “whale heart became, in time,
as much devoted to her husband, as it had once been to Willoughby”
(55: 367) and the latter “could not hear of her marriage without a pang”
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but after some time started to live “lo exert, and frequently to :—:-nj.o:.r
himself” although “he always retained thal decided regard which in-
ferested him in everything that befell her, and made her his scoret
standard of perfection in woman® (38: 376). _

D. H. Wright (1964: 47) says that “the dramatist always faces the
problem of passing over action which is necessary to the _develnpment
of his piece, but which [or one reason or an_uther — fur mstum'.e,. the
impossibility of staging it, or the fact it ]."{‘.}tﬂlrii!,l:'!-i what has already
been made clear — must be omitted from the action actually represented.
The novelist ig not thus limited, he can summarize’, .

The examples of Jane Austen’s use of summary for this purpose are
the following: in Sense and Sensibility after Lucy Steele has 1‘@?9&1:3(1
and finally convinced Elinor Dashwood of her Enur—yealr long_cngagerne.;t
to Edward, Elinor, who does not see him for some time, finally meels
him:

She foreed hersell, after a moment's recolleclion, to welcome him, with a look

and manner thal were almost easy, and almest open; and another struggle,

another effert still improved them. She would not allow the presence of Lacy,
nor e conscieusness of some injustice towards herself, fo deter her —rmn;
saying that she was happy to sec him, and that she had very I"ﬂ':mh rreg.ette

being from home, when he cvalled hefere in Berkeley-streel [&3: 245)

This summary serves, as D. H. Wright has notliced (1964: 48), “in t‘he
first place” {o spare the reader "a dialogue "-":-"hlch could hardly 1;:.(; ]1‘:.—
teresting; in the second, the author presents this paragraph fru.m E llno.rt?
viewpoint, so that the hercine's reaction can be detailed in all its
mnﬁi?:ﬁ: are spared the boredom of the dnttilled rcpctitliﬂn of “ThH::
has already been said during the meeting of Eh_nor and Wl_lloughh}- a
Cleveland at the time of Marianne’s illness. Elinor’s r.afs.]c iz in relate
hig wvigit and humble words to Marianne, She is Cf:}nﬁlfit}llﬁ that ‘muclz
depends on the way in which she is going to -.Iin Jt__Evhc knows t.h.a
“resolution must do all” (S5 338). We are not witnessing 1,11(‘; CO:lV}?ThIE::
tion but are given a summary of it, or rather of the way Elinor cid it

She managed the recital, as she hoped, with address; pr_cp:n'ec.i ]1_01' a[l)f]l::ir:]t
listener with caution: relaled simply and honestly the chiel points lr:-:r: ;-Emd
Willoughby grounded his apology; did justice _tf:u hig ru.?pcnl;anc:r:, z_m-:d ,.r_:_ iR
only his protestations of present regard. Marianne said nr_:-t ahm-ur v i
trembled, her eves were fizxed on the ground, umi_ Ihnr lips effam: e
than cven sickness had left thermn A thousand inguiries sprung up from ¥

heart, but she dared not urge one. [SS: 358 - 339

In Persuasion, chapter 17 starts in the fnliuwin,g.f way: "While S.ir
Walter and Elizabeth were assiduously pushing their good [ortune in
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Laura-place, Anne was rencwing an awequaintance of a very different
deseription” (P! 1685). Aftor saying this Jane Austen shortly relates Miss
Hamilton's, now WMrs, Smith’s miserable life, the detailed narration of
which is not neecssary for the development of the plot at the momeénl,
Yet Mrs, Smith has quite a significant role to play in the story 4o Jane
Austen makes Anne rencw her acquaintance with Mrs. Smith:

The wvisit was paid, thelr acquaintance re-established, their inferest in each
other more than re=kindled, The firsl ten minutes had ite alowardnass and (s
emotion |..] but all that wus uncomlortable in the mecting had soon passed

away, and left only the interesting charm of remembering former partialities
and talking over old times. [P: 166]

Then there follow other visits at Mrs, Smith's, during which the
latier provides Anne with information about Mr. Elliot and his character,
and as this is rather important for the development of the plot (Mr,
Elliot's behaviour towards Anne induces Captain Wentworth to reweal
his feelings and propose to her for the second time) the form of the
summary is still kept but Jane Austen employs it in a slightly different
way. She summarizes the story from the point of view of Mrs. Smith,
therefore she mixes third person narrative with the first, that is indirect
speech with the direet, Many of Mrs, Smith’s personal remarks are
inserted into the narration and all these make the surmmary seem more
detailed.

In all the hitherto given examples the summary proved to be rather
extensive, yel we know that Jane Austen could also be very concise and
throughout her six novels the reader may encounter instances of sum-
mary that would prove the economy of her language where nccessary,
For instance in Northanger Abbey the reader is allowed to hear all the
anxious warnings Mrs. Morland gives her daughter before the latter
leaves for Bath, but he s left at the mercy of his own imagination as
far as the journey itself is concerned, Yet, he {8 warned not to streteh
it too far for, from the way Jane Austen summarizes the journey, it

becomes obvious that there is no need for over-imagining. Jane Austen
snys:

Under these unpromising auspices, the parting took place, and Lhe journey
began, 1L was perfomed with suitnble quietness and uneventful safoty, Melthor
robbers nor tompests befelonded Lthem, nor one lutly overlurn to Introducs
them to the hero, Nothing more alorming occurred than a fear on Mrs, Allen's
side, of having once left her clogs behind her at an inn, and that fortunately
proved Lo be groundless, They nrelved at Dath, [NA: 42]

Almost the same situation we find in Pride and Prejudice when
after learning about Lydia's elopement the Gardiners and Elizabeth
decide to retwrn immedlately to Longbourn: "They travelled as ex-
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pediously as possible; and sleeping one night on the road, reached Long-
bowrn by dinner-time the next day" [PP: 256).

[t j.:glm;t only in Northanger Abbey or Price and Prejudice that the
characters travel. In the remaining novels the characters also travel and
often mare than onee. In all these instances the journey itsell is not
important, therefore only summarized. Let us now analyze the summary
of one more journcy, this time in Sense and Sensibility. Afller Willough-
by's sudden departure Marianne scems very much depressed. Mrs.
Jennings invites both sisters to London, Marianne hopes o meet Willough-
by in lown, and is very eager to go there. The opening and closing
sentences of the paragraph summarize the journey:

They were three days on their journey [..] They reached town by ihree
u'ch;ck the third day, glad to be released, after such & journey, from the
vonfinement of o eorriage, ond rendy to enjoy all the luxury of gaod fire,

[§S: 175 - 176) '

What is in between does not concern the journey but Marianne's
(for whose sake mainly the journey was undertaken) behavi_our. And
as this cannot be expressed by mere summary Jane Austen mixes sum-

with description,
rna?;m 1;!'m;ua'c:.«r- lzloes not use summary “to travcrsr:_ rapidly" in space
only. She also employs summary in order to move in time, 1 have al-
ready mentioned the opening chapter of Mansfield Park where Jane
Austen covers thirly years In two pages. In other novels the reader
may find instances of traversing a few months nr_mcrc!y wa weeks.
For example, chapter 41 of Emma opens like this: “In lhu;fmtc of
schemes and hopes, and connivance, June opened upon Hartfield, To High-
bury in general it brought no malerial change” [E: 34[!]: ,

Perhaps an even better example of time-traversing can be foun
in Pride and Prejudice. At the opening of chapter 41 we are informed
that, “the first week of their return”, ie. Elizabeth's and Maria’s return
from Hunsford, “was soon gone, The second began” [PP: 266]. Then we
loarn that the regiment moved to Brighton and not long afterwards
Lydia also left for Brighton. In the following chapter we again pass
over the period of a “fortnight or three weeks' until “the time .le-::d for
the beginning of their Northern tour” approached “and a fortnight only
was wanting of it, when a letter arrived from Mus, Gaj:fﬂmer. which at
once delayed its commencement and curtailled its extent”, Yet, although

the period of axpectation was now doubled, Four weeks were o pmndnxn:
before her uncle and ount's arrival. Bul they did pass away, and Mr. an F:i"l
Gardiner, with their four children, did at length appest al Longbourn. [ -
w04 = 200)
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For Percy Lubbock scene “comes lirst in importance” in a novel,
A novelist, he says,

Instinetively sees Lhe chief turns and phases of his story expressed in the [ovm
of a thing acted, where narrative veases and a direct light falls upon his people
and thelr doings. 1L must be so, for this is the sharpest effect within his range:
and the story must naturally have the beoefit of it, wherever the emphasis is 1o
fall most strongly. To the scene, therefore, zll other effvels will appear Lo
be subordinated in general; and the placing of the scenez of the story will be
the prime concern [+] In the scene [.] there can be no foreshortening of
time or space; [.] as il appears to the eye of the reader, it dlsplays the whole
of the time and space it occupies. It cannot cover more of either than it aetually
reanders. And therefore it is, for its length, expensive in the matter of time
and space; an obligue asrrative will give the effect of further distances and
longer periods wilh much greater economy, A Tew phrases, casting backwards
over an incident, will yicld the sense of {ts mere dimenszions, where the dra-
malized scene might cover many pages [..] though the scene acts wvividly, it
acts slowly, in relation to its lenglh [ He [the novelist] will use the scene for
the purpose which it fulfils supremely — to clinch a matter already pending, to
dernonstrate a result, to crown an effect half-made by other means [.] the
scene exhibits ity value withoul drawback; it becomes a power in @ story
that is entirely satisfying, and a thing of beauty thal helds the mind of the
reader like nothing else. [Lubbock 1072: 267 - 209]

Phyllis Bentley represents a similar point of view. “The scene”, she
says, “is undoubtedly the most important, the most significant and the
most entertaining of the novelist's available types of narrative” (Bentley
1967: 54). She also enumerates some more functions of scene: it

Bives Lhe reader n feeling of participating In Lhe aclion vory intensely, lor he
is bearing aboul it contemporanecusly, exactly as it oceurs and the moment it
has occurred; the only inlerval between its oceurring and the reader hearing
about il is that occupied by the novelist’s volee telling it, The scone is therefore
used for Intense moments. The crisis, the elimax, of a sequence of actions is
always (by novelists who know their craft) narrsted in scenes. [Bentley
1967; 54)

Norman Friedman provides us with the following definition:

Immediote scene emerges ns soon 0s the specific, continuous, und successive
details of time, place, action, character and dialogue bopin to oppear, Nol dias
logue alone but concrete detail within o speelfic time-place frame is the sine
qua non of scene [Friedman 1967: 120).

From the quotations cited above we may draw the conclusion that
the difference between scene and the summary, for instance, is that
between showing and telling, therefore scene is always dramatic, that
is, it is a kind of theatre performance in which "the characters see,

S T T T
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speak, strike, smile, think, kneel, read, push, wind wool; a card Is
handod, scissors [lash" (Stevick 1867: 53},
somebimes it is rather difficult {o draw a clear linc belween scene
and other techniques (description, for instance}. Yet Lubbock, while
analyzing Maupassant's drama, found the feature that enables us o
distinguish scene immediately, He says:
The seere he [Maupassant] evokes is contemparanecus, and there it is, we can
sop It s well a3 he can, Certainly he s “telling” us things, bul Lhey ave things
s0 immediate, so perceptible, that the machinery of his telling. hy which they
reach us, is unnoticed; the slory appears to fell itself. [Labbock 1972: 113]

In Jane Austen's six major novels there are numerous and various
scenes interwoven into other narrative techniques. When considering
them more thoroughly one cdn notice that in each novel there appear,
among many others, scenes that may gencrally hbe divided into three
groups, that would be analogous to the theatre play’s division into three
acts, 1 would classify these scenes into: (1) the heroine’s first meeting
her hero, (2) the climax, and (3) the proposal scenes. It can clearly be
seen from the above division that these are the scenes concerned mainly
with love and marriage plots. As they are of crucial importance in Jane
Austen's novels I shall concentrate on these scenes only, and 1 shall
examine their impact on the development on the plot.

In Pride and Prejudice and Northanger Abbey the heroines meet
their future husbands for the first time at a ball. Let us look at the

SCENES.

Elizabeti Bennet had bheen obliged, by the scarcity of gentlemen, to sit down
for two dances; and during part of thal time, Mr. Darcy had heen standing
nenr enough for her lo overhear a eonversation between him and Mr. Bing—
ley, who came from the dance for a fow minutes, lo press hiz friend to join

it, [PP: 59]

Then the conversation is quoted and Darey asked to look at Elizabeth
and “turning round, he looked for a moment at Elizabeth, till catching
her oye, he withdrew his own and coldly said, She is tolerable; then
Mr. Darey walked off; and Elizabeth remained with no very cordial
feelings towards him' (PP: 58). After presenting this scene Jane Austen
slowly prepares the reader for other scenes during which the animmi?,y
between Elizabeth and Mr. Darcy will grow more and more fense till
his famous letter reverses the situation completely.
Catherine Morland also meets her future husband at a ball:

The master of the ceremonies introduced to her a very pentleman-like young
man as a partaer [..] There was little leisure for speaking while they danced:
but when they were seated at teas, she found him ay sgreeable ns she had
already glven him eredit for boing: [NA: 47]

4 — Anglica Wratislaviensia VI
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Their conversation from the very first moment is very friendly and the
reader is not mistaken presuming that Catherine and Henry Tilney have
fallen in love at first sight Both these scenes point out a definite
direction of plol development.

Marianne Dashwood meets Willoughby in quite different eircum-
stances, The scene is as follows:

They set off, Marianne bad at first the advantage, but n false step brought
her suddonly to the ground, ond Margaret, unuble to slop hersell to assist
her, was involuntarily hureled along, and reached the bottom in safetly.
A gentleman carrying o gun, with two pointerg playing round him, was pas-
Bing up the hill and within o few wards of Marianne, when Her accident
happened. e put down his gun and ren to her assistance, She had ralsed
herself from the ground, but her fool had been lwisted in the fall, and she
wag scarcely able to stand. The gentleman offered his services, and perceiving
that her modesty declined what her siluation rendered necessary, took her
up In his srms withoul farther delay, and coarrled her down the hill. Then
passing through the garden, the gate of which had been left open by Mar-
garel, he bore her directly into the house, whither Muargorel was Just arrived,
and quitted not his hold till he had sented her in & chalr in the parlour, Bl

nor and her mother rose up In amazement at their entrance, and while the -

eyes of both were fixed on him with an evident wonder and s secret ad-
miration which equally sprung from his appearance, he apologlzed for his
Intrusion by relating Its cause, In a manner so Irank and so graceful, that his
person, which was uncommonly handsome, received additional charms from
hiz voice and expression. [SS: 78]

Here, the reader may be mistaken, for having read Jane Austen's
other novels he is fairly justified in presuming that the scene quoted
above is still one more typical scene leading to the marriage eeremony
in the not too distant future, Yet, he is right presuming that this vary
scene, although bringing no marriage ceremony at the end of the novel,
evoked a feeling of love in Marianne,

Emma Woodhouse (Emma) and Fanny Price (Mansfleld Park) do not
experience the first meeting scene with their heroes. They have long
been acquainted with their heroes, and their love is not a love at first
sight; they are not fully aware of their feelings tlll almost towards the
end of the novel, On the other hand, Anne Elliot (Persuasion) had known
Captain Wentworth for eight years. This period was a test for her
feelings towards him. Jane Austen orranges the scone of their first
meeting after eight years in the following way:

Mary, very much gratified by this attention, was delighted to receive him:
while & thousand feelings rushed on Anne, of which this was the most eon-
soling, that it would soon be over. And it was soon over. In two minutes after
Charles’s preparation, the others appeared: they were In the drawing-room.
Her cye half met Captain Weniworth's; & bow, o ourtsey pussed: she heard hia
volce — he inlked to Mary, sald all that was right: said something fo the

The Use of Swmmary and Seene in Jone Augten’s Nowvels Bl

Wiss Musgroves, cnough 1o mark an essy footing: the room secemed full of
persons ond volces — but a few minutes ended it Charles shewed himaself
at the window, all was ready, their visitor hz.u:l bowed and was gone: the
Miss Musgroves were gone. too, suddenly resolving 1o walk to t.ho .;»:-Ed_.}[ the
village with the sportsment the room was cleured, and Anne might finish her
preaklast as sho could. [P 84 - 83)

This scene does not take more than five minutes, but it is an example
of Jane Austen’s mastery in creating not a mere scene only, t?ut t:hl:}
whole atmosphere of it. The reader observes the scene from F:nm? 8 point
of view and the feelings that come to him are the same as "a !hthus:?nd
feelings” that rush one Anne. Jane Austen docs nol waste too much time
describing the behaviour of the people present. She uses almost tfele:
graphic style, “a bow, a curisey passed”, in urdmt to stress the anxiety
of Anne's feelings. The sentence, “Anne might finish her breakfast as
she could” finishes the scene; but Jane Austen was Fully aware thal
after such a scene her heroine would not be able to ﬁ_msh her I)reakfast:
and for the following half-page she presents Anne's inner struggle, h;::,:;
analyzing the past eight years, and her question “how were his senti-
ments to be read?’ The reader is given the upp-m:tunity not only to
participate in the scene but also to share the emotions that the scene
hns::ﬂ;ﬁﬁg the climactic, as well as other, scenes in Jane l.:ﬂ.ust_en'ﬁ
novels it i not difficult to notice that the particular SEﬂlterICES S»Et.tln%
the seene are sealtered here and there among summary, dinlogue, Ru'.-hﬂll |
commentary, insights into the character's mind and olhra‘r narrative
techniques. Mere scene, like the stage directions in a play, is mlwcssar_v
to create the background for dialogues; but mere scene and dinlogues
are not enough to make the novel fully true to life. In a theatre cxa
performance the actors create a realistic atmosphere through I.he;r
acting. The timbre of their voices, intonation, gestures are enough. hn.
a novel, depending on the author's cholce of plot and _intrinuu, the
desired atmosphere must be created through properly mixed and em-

d . chnigues, .
P]*J};'I'::Eﬂli':}f’::::‘f: ::rm?eding the above guoted scene show how .-tktlllu‘:
in this respect Jane Austen was, We have a dialogue between Ar;n;;
and her sister from which we learn aboul Mary being unable to vf:
her parents-in-law and see Captain Wentworth, Then we can ::r‘.tn;sx
the scene of her “tapping at her husband's dressing-room dml‘ , U -:;1
their conversation: still some lines later we peep inside Charles’s Ix:nm :
From the next sentence we learn that both Mary and Charles WE'I:.I.
gone”. Before their visit is summarized to us, Jane Austen reveals Anne :
thoughts concerning Captain Waontworth, After the summary we ar
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again able to peep into her thoughts. We still hav
of “the mornihg hours of the Cottage”, one more insight into Anne's
thoughts, and at last we come to the very scene mentioned above R

In Sense end Sensibility there are two main heroines and tlu-;'e[ur::
we may notice double climax-scenes there. One clitnuctic scone for
Marianne who represents sensibility, the other for Elinor whe is the
embodiment of sense.

At Lady Middleton's party Marianne sees Willoughby for the first
time since his sudden and unexpected departure some months ago: 1

¢ a general description

They had nol remained in this manner long,
loughby, standing within a few yards of them,
i very fashionable looking young wamarn,
immediately bowed, but without attempting o speak to her: and Lhen con-
tinued his discourse with the same lady. Elinor turned !twuiuntarily. to
Marianne, to see whether it could be unabserved by her, At thal moment she
feat pereeived  him, and her whole countenanes glowing with sudden delight,

she would have moved towards him instantly, had not her si
her. (SS: 180 - 100] ¥: had not her sister caught hold of

bhefore Elinor perceived Wil-
in earncsl conversation with
She soon caught his eve, and he

Then the conversation between Elinor and Marianne

: follows, The former
tries to calm her sister down; but Marianne

aab in ap agony of impationce, whieh affarted avery feature, Al last ho turn-
ed round again, and regarded them both; she started up, and pronouncing his
name in a tone of affection, held out her hand o him. He approached am;!
nddressing himself to Elinor rather than Murvinnne, os If wishing to n-..rnl::l her
eye, and determined not to observe heor attitude, Ingulred in & hurried manner
after Mrs, Dashwood, and asked how long they had been in town, [S5: 100]

Again the heroine's feelings arc deseribed and the conversation between
Willoughby and Marianne follows. Marianne ig anxlous to learn “what
can be the meaning of” his behaviour but:

He made no reply; his complaxion changed and all his cmbarrassment refurn-
od; @ut as If, on catching the eye of the young lady with whom he had been
previously tnlking, he fell the necessity of Instanl axertion, he r:*::nwt;cl-d
limsell agein, and after saying, “¥ou, I had the pleasure of rc;t'clving the in-
formation of vour nrelval in town, which you were #0 good as to send mn
turned hastily away with a slight bow and joined his friend. [88: 101) '

Till this moment Marianne maintained some hope of Willoughby's still
loving her, but now everything turns to tragedy for her, After the shock
she had gone through she could not recover for a wvery long time
Eventually the marriage with Colonel Brandon makes her happy. J.*‘r::rl
Elinor the situation after the climax scene is quite reverse. After she
had learned that Edward was free she “could sit it no longer, She almost
ran out of the room, and as goon as the door was closed, burst into tears
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of joy, which at first she thought would never cease” (55: 350). The
reader observing this scene and then Edward’'s resction to it may un-
doubtedly wait for the happy ending of the novel.

D, H. Wright wriles:

The subject of marrlage proposals fn Jape Austen's oovels s an interesting
one: pever does she present dramatically the conwversalion in which the be-
trothal is made. In Sense and Sensibility both proposals of marriage nre re-
lated quasiobiectively by the author, as is IHenry's proposal to Catherine in
Northanger Abbey. In Pride and Prejudice, most of Darcev's first proposal is
presented by means of indirect discourse; the second is presented by directly
reported conversation, but the mutual declarations themselves are simply nar-
rated. Emmua Woodhouse's iwe offers of marriage lollow exactly the same
pattern ar that set by Pride and Prejudice, while In Mansfield Park both
proposals occur very much offstage; and in Persuasion Caplain Wenlworth
declures himself in o lelter, [Wright 1804: 95 - 6]

Wright is right here, but I would add that although the proposals are
not presented directly, the atmosphere preceding or following them is
created by scene. ' o
Captain Wentworth declared himself in a letter, but he was wriling
this letter in the presence of other people, among them Anne carefully
observing him. When he had finished he “passed out of the room with=-

out a look". And here the scene begins:

She [Anne] had only time, however, to move closer to the table where he had
besn welting, when footsteps were heard returning; Uhe door opened; 1t was
himself. He begged their pardon, but he had forgotten his gloves, and instantly
crossing the room lo the writing table, and standing with his back lowards
Mra, Muagrove, he drew out o letter from under the seattered puper, placed it
hefore Anne with cyes of glowing entreaty fixed on hor for a4 moment, and
hastily collecting his gloves, was again out of the room, almost before
Mrs. Musgrove was aware of his being in it — the work of an instant! [P: 238]

The scene ls presented in such a way that both the reader and the
heroine hersclf know at once that “on the contents of that letter depended
all which this world could do for her!" (P: 239). The scene in this case
is not only the mere proposal scene, it is also the climax scene, Alter
it everything turns to the heroine’s profit.

Similarly Elizabeth Bennet “was roused by the sound of the door

bell..." and:

to her ulter amazement, she saw Mr, Darcy walk into the room [..] He sat
down for a few mements, nnd then getling up walked about the room ]
After o silence, of several minutes he came towards her In an agltated manner,
and thus began, oIn vain have T struggled, Tt will not do. My t:-cli‘ngs will not
be repressed. You must allow me to tell you how ardently I admire and love
you", Ellznbeth’a astonishment was beyond exprossion, She stured, coloured,
doubted, and was sllent, [PP; 221]
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This was Darcy's first proposal, and excepi the “prelude” sentences
already quoted, the rest is presented by means of indiveet diseourse.
Yet the scene s obvious herc. It may seem a climax scene again, for
it is rather unexpected, but it is unexpected [or Elizabeth only, as till
then she was prejudiced against him, and she econtinues Lo be pre-
judiced until the real climax oceurs — that is she reads Darey's letler
and learns the truth about his character.

In the case of Bingley's proposal to Jane the scene is set by Mrs. Bennet
who does everything to leave Bingley and Jane alone. We do not hear
the proposal words, but through Elizabeth's eves we observe the scene
after the proposal: '

On opening ibe door, she perceived her zister and Bingley standing togelher
over the hearth, ax if engaged in earnest conversation; and hiad this led to no
suspicion, the faces of both as they hastily turned round, and mmoved away
from cach other, would have told it il Their situation was awkward enouzh;
but her's she thought was still worse. Mot a syllable was uttered by elther
and Elizabeth was on the poinl of going away again, when Bingley, who as
well as the other had st down, suddenly rose, and whispering a few words
to her sister, ran out of the room. [PP 336]

Seeing such a scene the reader need not be too intelligent to guess
what had happened before, ' £

Jane, in turn, arranges the walking-scene (notice its similarity to
Northanger Abbey) during which Darey proposes te Elizabeth for the
second time and is accepted. Similarly another walking-scene is quite
unconsciously arranged by Mrs. Bennet who seeing “that disagrecable
Mr. Darcy” coming to them with Bingley says, “Lizzy, you must walk
out with him again, that he may not be in Bingley's way"”, and now,
of course, Elizabeth “could hardly help lsughing at so convenient
a proposal” (PP; 383).

There are many more scenes in Jane Auston's novels — scenes that
in drama would be called stage directions, and Jane Austen employs
them as such. Perhaps some of the scenes fail to be completely con-
vincing but as H, Ten Harmsel notices they “attest the author's skill”
and prove to have a double function, as for instance in the case of the
Willoughby — Elinor scene (when he reveals his feelings  towards
Marianne), where *“a change of character in hboth the repenting
Willoughby and the softening Elinor” is revealed (Marmsel 1964 51).
The majority of the scenes Jane Austen employs in her novels have
more than one function. Her scenes serve to sct the atmozphers, to
enliven the dialogues, to move the plot forward, and to make the re-
flection of the life she deseribes more impressive.

The Uae of Swmmaery and Scene tn Jone Austen's Novels Do
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THE RIME OF THE ANCIENT MARINER — A CONTEMPORARY VIEW

No se puede vivir sin amar
(M, Lowry, Under the Voleano)

¥

This is an age which is not enthusiastic aboutl the romantic achieve-
ment, but as the following will show the romantics are not so far from
us as we would think. For it is a romantic ballad that provides an ex-
cellent illustration of the problem that the modern Western world has
faced — the threat of moral and cultural disintegration.

It is customary to read the Rime as a tale of crime and punishment,
which in a symbolic way presents the soul's revival after a erime, In
this article I propose to leave aside, for the time being, the guestion of
guilt and punishment and try to interpret the ballad in modern terms,
to look at this poem from the point of view of our contemporary
problems.

It is by no means-accidental that 1 have started with a sentence lalken
out of one of the greatest modern novels which volces the problem that
has become so acute in the 20th century. For the 20th century man lives
in a time of moral unrest and uncertainty, Good, old values have been
smashed to pleces; we withess a complete breakdown of solid rules and
customs. But il is not certain whether they have been replaced by some
better ones, In facl, one cannot but feel a growing anxiely at so much
violence and emotional emptiness that seem to prevail in our world,

Many arlists, among them writers, devote so much space to these
problems, warning mankind of the danger of destruction unless preople
find something that will rescue our civilization, our culture, ourselves
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Some essential value that will held things together and will not let the
world of men perish.

Is there any such wvalue? In the works of the ambitious writers whose
alm is o give a synthetc picture of the contemporary world with its
moral issues love is looked upon as the essential value, as the only re-
sort to the world threatened with destruction, Without lowe, which has
acquired a new signilicance and a new meaning, the existence of the world
is impossible. Such writers as Thomas Mann or Julio Cortazar or Lowry
think that the rejection of love is equal to spiritual and physical disinte-
gration of the modern eivilization.

Sinee love is to play such a crucial role it will be useful to explain
first how it is understood here. The first distinction to malke is that it
should not be confined to any of the three well known types of love as
they are recognized in the Western culture (cf, Starczewska 1973). Though
it comes closest to the kind represented by Jesus and his teaching,

The basic thing is to understand love (as it is meant here) in a most
general way, It may be a feeling that exists between man and woman, or
two human beings, or going even further it means a positive feeling or
attitude towards the living world.

The latter characterizes one of the hergines of Cortazar's novel La
Rayuela. She cornes from Latin America and thus her cultural background
is utterly different from that of the hero of the novel who is a Europearn.
Being brought up in a different culture she has none of the limitations
that characterize the European — Oliveira. Her notion of love, in conse-
quence, is far from what we take it for. Maga's (this is her name) atti-
tude toward the surrounding world is marked by utter simplicity and
sincerity of feeling, A plain tree leaf is likely to arouse admiration in
her, She can experience utmost happiness just because she has found an
oddly shaped stone. Hers is the world of sound and shape, her logic is
the logic of feeling, her grasp of things is almost intuitive. There is not
a grain of hostility or mistrust in her approach to the world, to other
human beings.

In ather words, then, what is meant here by love is a kind of an all-
embracing feeling which can accept the autonomy of another human
being, animal, bird or leaf, of Nature in gencral.

If we now approach the Rime of the Ancient Mariner and place it in
this context we find that the poem concerns the very matter. In fact,
the story of the Mariner serves to illustrate the two conditions or the
two alternatives that are open to the world of men. The two crucial
deeds of the Mariner resulting from two completely different attitudes
toward other living creatures symbolize the two roads the world can
talke. And the Mariner's case is virtually an illustration of the conse-
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&
quences that accompany each of them, Coleridge’s choice, is made clear
as the ballad proceeds towards 15 emphatie end, However different is
the method he cmplovs to arrive at it, Coleridee offers a solution strik-
ingly similar to that which is advocated in the contemporary writings,
Before we come to the heart of the matter we have to recall the basic
poinlsin the story. The ballad tells of a man who set off on a long voyage
and found himsel! far from his native land in the seas where he and
the crew of the ship were the only living creatures, except for an al-
batross which used to come “to the mariner’s hollo” every dav, Then, the
Mariner suddenly shot the bird, apparently for no reason. What followed
this deed is usually interpreted as the just punishment for his act, or as
the curse that fell on him. In the images that follow his aet a sudden
hostility of Nature toward the Mariner can be observed, The turning
point comes when the Mariner blesses some water snakes the dead
albatross falls off his neck and drops “like lead into the sea.” The “curse”
seems to be removed, there follows another change in Nature, and
a change within the Mariner himsell. Thanks to some spirits the Mariner
escapes death, he is given life once again, as it were, but now and then
the time comes when the Mariner must tell his story to other people,
The beginning of the voyage is jovful enough with no signs of the
tuture disaster;

The ship was cheerad, the harhour cleared,
Merrily did we drop

Below the kirk, below the hill,

Below the lghthouse top.

The Sun came up upon the left,

Out of the sea came hea!

And he shone bright, and on the right
Wenl down into the ses,

The dominant atmosphere of this passage is thal of joy and happiness;
MNature represented here by the Sun seems to participale in the joy of
people, But this state of harmony does not last long since it is unexpec-
tedly broken by the WMariner's gratuitous killing of the albatross,

Why did he do it? The bird was kind, friendly towards the mariners,
It did not attack the Mariner so the deed cannot be interpreted as an act
of self defence. Nor was the Mariner in need of food which might, in
some way, juslify his action in these circumstances, His deed seems to
be inexplicable unless we accept what has been said before about love.

Though there is no reason for the Mariner to kill he does so because
he fails to recognize the autonomy of the bird. His act of aggression re-
sults then from lack of love in his atfitude towards the living creatures.
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Awkwardly cnough, it iz the
The bird loved the man, but the

He doved the bird that loped the
Who shet him with his By

vaiolu.sl}r if the Mariner had shared the bird's feeling the act of de
struction would not have taken place. Since, however, it wag ’: 1 ‘:_
that the Mariner felf toward the world, killing was ua;y Thr;: M]; i U'*',E
deed proves there can be no life when man’s approach to -thc l.ivin ’"1:91" :
tures is that of hostility or indifference. Love alone can hreed lifg Ir['3 EE_
does not guide man’s behaviour he 1z liahle to destroy and eauseeclioa t}it

That no life ig possible in these i :
2 -'Cil']dltlﬂr],l_-; 15 ¢l 2
follow the act of shooting the albatross, clear from the lines that

EOrai g

First of all, there is a dramatic change in the way Nature behaves

Down dropped the breese the suils d
) y tospdls dropped dow
I'waz wad as sad could b oo

And we did speal anly to break
The silenee of the seal

All in & hot and copper sky,

The bloody Sun, at oo,

Right up above the mast did stana
No bigger than the Moon, :

Attention should be paid to such words as “sad"”,
iff;}t' they at once set the mood of sadness
These external conditions are | :
feels,

“silence” and “bloody”
isolation and ominousness.
n close keeping with how the Mariner

Day after day, day after day,
‘r'r’|c= Ttuck, nor breath nor motion:
Water, water, everywhere,
Nor any drep 1o drink

[vee]
And every tongue through utter drou

3 : ht,

Was withered at the rant; ’
We could not speak, no more than if
We had been choked with soot,

f*:ﬂ thitlu. 1 believe, can be interpre
There is no maovement, there
all the qualities that are alie

_ ted symbolically as representing death.

I:J r;;s sound, there is complete stillnegs -

‘ n to life. Furthermore, there §

: : 1 : e, there follows o com-

Sezt; :ﬁﬁthigutj-f;f J‘t'hLL Mariner (the crew soon die) resulting from lr:ifs
; E FATEL moment in which Coleridge comes I

, )| ! S VEry near
those 20th century writers who think that unless man loves li'lia.:;t:;rldm

Dird that manifests love towards people
man failed to respond in the same way
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he finds himself in complete isolation both physical and spiritual.
This is actually what the Mariner himsell experiences:

Alone, alone, all, all, alone,

Alone on g wide wide seal

And never a saint toolk pity on

My soul in apong.

I lonked Lo heaven, and tried to pray,
But or ever o prayer had gushed,

A wicled whisper came, and made
My heerf as dry oF diest.

As G. Hough has expressed if, “The Mariner has broken the bond bel-
ween himself and the life of Nature and in consequence becomes spiri-
tually dead” (EHough 1970: 63). Although Hough is not explicit about
what kind of bond he means it is elear that it can only be love.

But the act of aggression or violence is not the only one that the
Mariner commits during his long voyage. His next deed (that of blessing
the water snakes) resulting from an entirely new approach to the world
i, however, in marked contrast to the previous one, This deed also
bl;ings about remarkable changes in the Mariner himsell and the world
around him, The image of sterility and dryness which depicted the con-
dition of the Mariner after his first action is replaced by one of life and
joy after his second act. The Mariner, being struck with the beauty of the
water snakes which he sees in the sea, suddenly blesses them,

Beyond the shadow of the ship

T watched the wator snakes:

[

Within the shadow of the ship

1 watched their rich altire

Blue, glossy groen, and velvel black,
They coiled and awam: and every lrack
Was a flash of golden fire.

This i a surprising thing for the Mariner to do if we remember his pre-
vious act, From these words it is clear that a new sensitivity is born in
him. He is close (o Cortazar's heroine now in the way he looks at those
snakes — a recognition of the beauty and happiness of the living erea-
tures, Further recognition of the onencss of creation results in his ¢x-
claiming,

0 happy Uving things! no tengue

Thely bBeauty might declace:

A spring of love gushed from my heart,

And T blessed them unawars

(el
The sell-same moment I could pray.
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Onece the Mariner blesses (he living ‘things because he feels lowve for
thern his spiritusl death is gone. There is no lomger spiritual emptiness
and dryness in the Mariner: he can pray. Of course praying here need
not be understood only in its literal meaning, It may simply mean a spi-
ritual rebirth that follows an act of love.

Moreover, a new peace cnters his heart and the Mariner iz able to
sleep again. The wretchedness and sterility alter his killing the albatross
have been symbolized by drought, and now it rains:

And when T awake, it rained,
My lipz were wet, my throat was cold

The rain comes and the roaring wind comes, and the ship can maove,
and the Mariner comes hack to life.

The upper air burst inta life!

fad

And the coming wind did roar more loud

And the zails did sigh like sedge;

And the rain poured down from one black eloud
The Moon was at its edge.

The coming of rain and of the roaring wind signifies the change in the
attitude of Nature to the Mariner. The bond of love between Man and
Nature represented here by the Sun seems to participate in the joy of
beginning of the voyage. The rain and the wind symbolically represent
the restoration of life, Before, the Mariner suffered from thirst and
dryness, his tongue was withered, his throat was parched, Complete still-
ness of the air prevented the ship from moving, Now the ship can move,
and the Mariner's lips are wet — » symbol of physical life being restored,
4s praying was a symbol of spiritual rebirth. The bloody Sun, which
caused 50 much misfortune before, disappears and the Moon and the night
come bringing coolness, peace and rest.

As the ballad proceeds; it is obvious that the Mariner's approach to
the world of living creatures is changed for good. A new awareness being
born in the Mariner, he is no longer deal and blind to the surrounding
world, The following stanza depicts the change in the Mariner.

Sornetimes s-dropping from the ahy

I heard the sky-lack sing

zometimes all little birds thal arve

How they seemed to £i01 the sea and air
With theic sweet jargening.

The good spirits guide the Mariner baek home, but he must wander about
the earth and teach all people what he has found through his experience:
without love life is Impossible,

- L
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He praveih well, who loveth well
Both man and hird and beast.

He praveth best, who loveth best
All things both great and small
Thus Coleridge discovers the same truth that M. Lowry discovered in his
et : g tury and a half later,
novel Under the Voleane a century : _ . .
To Iove is to aim at the oneness with oneself, with others and with
the world, To hate means o separate onesell from Others‘s and [from the
world, which leads to the spiritual destruction of one's self, Pcopl_e:
unabl{‘* to love are bound to die innerly, The same [ate seems to awa}t
the world which iz deveid of love, The Consul's (the hero of Lowry's
; . - r, . . »
novel} words *no se puede vivir sin amar’ constitute in Lowry's opinion
the most profound truth about life. This is the truth that the Mariner
has found through his experience.
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ON THE TOPICALITY OF WELLSIAN HISTORY

No man is an island, entire of itself; every
man is a piece of the continent, a part of the
main: if a ¢lod be washed away by the sea,
Europe is the less, as well as if & promontory
were, as well az if 3 manor of thy friends or
thine own were; any man’s death diminishes
me, because I am involved in mankind...

= John Donne

“Among scholars of Edwardian literature”, Kenneth B. Newell writes,
“H. G. Wells is undergoing a boom™ (Newell 1968: 7). If would however,
seem proper to stretch the statement somewhat and to add that it applies
not merely to the literary Wells, but also to Wells the encyclopaedist,
in the present particular case — the writer of history.

A contemporary French critic described The Outline of History as “le
dernier roman de M. Wells” (Raknem 1962: 201). Wells himself was
inclined to agree, quite un-ironically on his part:

Thiz Short History of the Werld is meant $to be read siraightforwardly as
a novel iz read. It gives in the most general way an account of our present
knowledge of history, shorn of elaborztions and complications. From it the
reader should be able o get that generzl view of history which iz =0 necessary
a framework for the study of a particular period or the history of a particular
country. 1f may be found useful == a preparatory excursion before the reading
of the author's much fuller and more explicit Quiline of Hizstory is underia-
ken. But its especial end iz to meet the needs of the busy general rezder, too
driven to study the maps and time charts of thal Outline in detail, who wishes
;| %o refresh and repair his faded or fragmentary conceptions of the greatl ad-
venture of mankind. [Wells 1929: 3]

= 5 — Anglica Wratislavicnsla VI
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But why, precisely, do we turn back o the writer’s historical works,
with their manifestly obsolete apparatus and data, their nincteenth een-
tury rhetoric. their narrative cut short by Armistice Dav at the end of
World War 17

True enough, the rhetoric is there!, occasionally to adern an opti-
mistie bravado which sounds strained, to say the least, to the modern
ear — but there is much more to it than that. In fact, we do turn back
to them because history thus conceived culminates in actuality and to-
picality, alive with what is currently of interest, because of its strictly
contemporary overtones and the striking manner in which it incorporates
and anticipates the essential realities of our modern era.

The first consideration must be the wide ramifications of Wellsian
history.

One has to take in a long breath to keep pace with Wells when he
offers his panoramic view of the world in its elemental dimensions, in
time and in space, while cosmic distances, at his touch, become percep-
tible, tangible, and palpable, Do we have to add that this is not merely
 feat of scientific recongtruction, but a vision of an artist — our spin-
ning planet in the earlier stage of its history, with boiling seas of molten
rock, fiery clouds overhead, the sun and the moon swiftly hurrying past,
compared with which Gothic terrors appear shadowy and flat and in-
significant,

And then, when we consider our living past and try to answer the
question — what was the first great revolution in history in its widest
sense, the first fundamentally significant transformation in the story of
life, a narrow reply could perhaps tempt us: it may have been the turn
from nomadic wanderings to seftled life on the land and the first plant
cultures; or from paleolithic to neolithic use of tools: or further back,
with Arnold Toynbee, the change from primitive man to homo sapiens,
To Wells, even this range will not suffice, and he will consequently turn
lo that area of transition between the mesozoic and kainosoic periods,
the age of reptiles and the age of mammals, there to find the first essen-
tial instances of difference between the individualistic and the commu-
nal mode of existence.

D 'We have droams; we hove at present undisciplined but ever Increasing po-
wer, Can we doubt that présently our race will more than realize our boldest
imaginations, that It will achieve unity and pence, that It will live, the children
of our Wood and lives will live, in a world made more aplendid and lovely than
dny polace or garden that we know, golng from strength to strength in an ever
widdning circle of adventure and achiovement? What man has dane, the little
triumphs of his present state, oll this history we have tald, form but the prelude
to the things that man has yet (o do. (Wells 1929 2803,

s

On the Topicality of Welstan History i

The reptile had been, and remains, an individualist; it laid its eggs
and left them to halch by themselves, taking neither heed nor care of
them. From its very beginning the young reptile bad no knowledge of
either parent or kin, It had Lo fare and to manage by itsglf.' :

With hirds and, especially, with mammals, it was different. Tmmedia-
tely after birth a more or less intimate rﬂln#ionship would develop bet-
ween parent and offspring and, to a certain extent, even among the
young themselves. They would learn to be [.‘EI'EfL-Il,, to look after them-
selves, to fend off danger by imitation and by joint effort. A new itype
of existence, collectively controlled, instructive and leal_ll'hablc*. would the-
refore arise, 3

The mammals are made up of a great variety of families, genera and
species; yet here is a distinetive feature common to all. .

This single standpoint and attitude has profound repercussions and
a fundamental significance for the Wellsian view of history asla a whole,
since it lays stress on traits and characteristics common to various broad

mena and processes, .
phc;:sentially, 'tlt:e view of history thus shaping up is that of a biolf:g}st,
a geologist and an archaeologist, and Wells had had a thorough training
in all these fields, ,

When he was beginning to conceive his Outline of History, however,
Wells was closely involved in the activities of the League of Nations. It
was there that he became aware of a profoundly fragrnen!:ed human
consciousness resulting from a distorted historical_ perspelen_ve due to
exaggerated divisions, divergences, variations and differentiations. i

He understood the essential need for unity to replace the mosaica
diversity he was witnessing, In 1818 he published a pgmphlet }mder !l:hle
significant title History is One. A year later The Outline of History nl-‘
lowed, three years later — A Short History of the WDT!d- The 1at1‘:nr 13
no mere adaptation or condensation of the former. It 15 R lrumu'u:ll:;1 é;n
more generalized history, more what the I-‘re-nc:h call *I'histoire & 1 'Et .
Besides, written as it was, single-handedly, with no need to enter -mdu
detailed consultations and discussions with the several experls, it reads
like a novel indeed, and for the samec reason is more satisfactory from

rtistic point of view,
th&;t}w whl:at is the shape of Wellsian unity the way it is concelved

i rical process? :
w“?:r:sm:ﬁ:ul;;:d hypfactﬂrﬁ of economic, social and pr::litliral mu-.grultilzzl'.:
which are neither organized, systematized or even formalized, but wf lim‘
clearly and unequivocally emerge from the writer's very trent.rnenl 0

subject. i e TiblA
i‘ml&ntiﬂc and technological development — from primitive paleolithic
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tools to the steam engine and the clectric motor — are the ley Tactor of
ecanomic integration; education, its ideas and institutions. make for so-
cial integration; the impulse towards a larger framework whose ultimate
embodiment must be the World State is the basic factor of political in-
begration.

Associated with these are the peaple — people with a wision — initia-
tors, organizers, executors — thess who design, promote, carry into
effect and apply ideas in practice: inventors, discoverers, resarchers,
seekers; prophets, preachers, educators, encyelopaedists; broad-minded,
statesmanlike minds alive and open fo eommon interosts and CONErns,
in short — forerunners and harbingers of the Wellsian ruling élite —
the New Republicans in Anticipations, the Samurai in A Modern Utopia,
merbers of the Modern State Movement in The Shape of Things to
Come,

Here belong Aristotle, Plato, Duns Scotus, William Occam, Roger
Bacon, Leonardo da Vinei, Copernicus, Galileo; Buddha, Francis of Asdisi;
Philip of Macedon with his magnanimity and enlightened view of go-
vernment (but not Alexander of Macedon — sel {-centred, vain, devoid of
deeper political insight; not Julius Caesar, Charlemagne, or Napolean).
And here belong also hosls of minor, anonymous fgures,

Does Wells's relentless insistence and reiteration of global considera-
tions, of broad links and universal interdependence, applying to our ori-
gins and affecting our future — do thege represent a strictly modern
viewpoint and outlook? A fow quotations might help us to an unswer,

One of the distinetive focts aboud vontemporary histery is that i s werld
history and thal the forcos shuplng it eannol be .understood unless we are
prapared 1o adopt world-wide perspectives [ the eivilizatlon of the fulere
[o] I8 taking shape as o world elvillzation in whleh all the continents will
play their poret (Barraclough 1964: 2, 2684].

Increasing sivess s being luld on universally planned action [] on n uni-
vorsnl framework of humoen affalrs [i] 8o that [.] the Buman community
should be able o face the preat problems of the world [.] In order ta -
mote ratienality on a global scale [.] ond, finally, that [.) sealng the world

ag 4 whale must be lnsfsted upan among our intellectunls, (Pajestlin, 1674,
my translotion J.1K 1)

This language, 1 would maintain, has an unmistakably Wellsian ring,

For it was Wells who nover coased to speak aboul problems alfecting
the whole world; whose ultimate pessimism wag rooted in the awareness
that reasons for a possible collapse will lie in the failure of multiple
human nature to hecome one humanity capable of adapting itself to
canditions which human beings, with their science and technology, have
themselves produced.

e
T
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Throughout history, according to Wells, l*fje :.'Imrl.prat'atwc fs:;?hfre f;:
every human generation has been 1hat r}.f the inability :.:llf tll;ttnsc‘. Im:gmi_
Lhin]; of 1ife as a single consclousness of "a\flfhic&h ea::.h inlc hﬁ ual is
niature extension, and notl a sworld unto hu‘nlwf.-l[ 01 1:1&.‘1{-5*..". : oy

Primarily responsible for this is the eondition of 15;1?1511191:;1 1;'::‘?91':? u; A
we allow ourselves to be born and that we Em*t]wrl i ova“no Em,; o l:a 1;:3
we grow, the pressure of alienation and loncliness compelling

up more and more harshly defensive attitudes,

We invent petty group loyalties and hide behind all kinds of mental

barriers, made up of what Wells calls “aggregatory ideas”, which to illu-

strate 1 shall quote from A Modern Utopia (the passnge, by the way, is
a line specimen of Wellsian humour):

ror example, all sorks of nggregntery ldeas come and go *H»‘l’?’!?: h:::l r,»n:r::.:n
mflmntgu:'r.qlm of my botanist's mind, He haa o strong Teeling |::-|:l ,mm h
ﬁ:tn;alﬂta oq ngninet plant physiclogists, whom hie l'bﬂﬂrﬂsl ufl i u:c:d,
: i els in Lhis relation; bul he has a strong [eeling {m 4 o L],“ I:-:-.nnt
SHsid; hiolowists, ns ngalnst physiclsts, and those who profess Lhe i
Lnf.ieud, =1|t|I'H lr'I: wghnntm he repords as dull, mechanical, ugly=minded uuuunl IFE
!Iamnm:ns,l T it I;In' but he hos o steong feeling for all whe profass whni; ir “;n ;n
mi i :(.n.u I 4 J:‘}1¢]1910H1Ft5| yoclologlists, philosophers, and lltmnlnrh A m:
g M-fum:a“ Fl: wild, roolish, immoral seoundrels in Liis 1I'n1ati::n. lf: .
i hft 1'--1.“;1;?;-5““ for alil educated men ag againal the working rfmn. i“ﬁlmjn
:b:Hr:g:t}:;:wnx a chenting, Iving, loafing, drunken, {hiewisly divly scoundr
e i) 5

this relatlon.. ete, [Wells 1005: 223 « 224)

he wrote: “Mistory is becoming more and m::-.rei H. r::c ::.:t;iii
between two principles, the vollective and Ithu pil!*tli{;-'ll EI'“[U;_”: ;;-,d ey
puts it towards the end of his M ocllm'n Uiopla, b(et*ﬂ;lr:w ;.ehE okt b7
vidual” that underlie the incongruity, the incornpali \

ta resolve,
Bul now :
destruction, a whole, individuals have to think o
of the world il they are to solve its problems. .
The failure of the human race to adapt toa W{T]!dbmt;;\ ]‘f;:m.t ”f i
hing to gain or everything 1o lose, would be }
has everything to gain or everytnl : O e
i!r?nntp @g;r::c-.eni'riuiw of each individunl bm-n_mtn his sepal 1:;:.,;:»:11;;
longiﬁff to his separate family and part of his scpm‘ut.e o m{; i
Wells the educationist did feel that what was I'HEI.HH'I:‘.'C; ':rv;s E)?:Jh:..ne i
of mutation of the human consciousness. Al the end D. !fshlm-]»a i ]
v Higtory thus becomes & struggle between Lwo uspul-*.c:fnra u e
| r'n.Liun and catastrophe”, In a more avowedly pn‘ﬁﬁllnlr:tlﬂll"n : ,wmk
ia.r?r. as in Mind at the End of its Tether, hiz last pubilished )
u— ain;ilm' enunciation takes on a distinetly ominous ring:

History

: A s effectively, lor purposes of t'nn:-.‘\lructiDTlﬁ ar
that the world is effeetively P vt i B o
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Ma t I
m,-:,lg"d::.,rtfrph up or down and the odds scem to be all in favour of b
and aul, If he goes up, then so great i the adaptation ﬂr-‘l"l.]l.l]l.ri:.“;

¥} Ili:lll 1 i (4 HES Q) LAl Mt 13 ﬂl el hi
L hﬂ;‘ mbsk BN trs I-J';."' a4
' ld“ ¥ WIEL L3 thf‘ o I'.III g

To Wells the prophet histo
; story mattered primarily as a pre

f:;:ntz:t- _f:uf-:t_mis the future. Whether his judgement was saulndel:lc:i :I;I'd
pect in his early and hopeful Anticipations, or later, in the de-;pairin:

Fate of Homo Supiens — i
that. piens — the destinies themselves will have to vouch for
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EWA BYCZEOWSKA
PINTER'S TREATMENT OF TIME IN OLD TIMES

The subject of the present paper is the problem of time in Harold
Pinter's latest play Old Times which was first performed on the 1st of
June, 1971 in London 1.

The objective of this study is to find out whether and, if so, how the
iheme of reminiscences, which in Old Times, is for the first time placed
in the centre of Pinter’s full-length play, is related to the typical themes
of Pinter's carlier plays, and in what way it contributes to the vision
of man and life expressed in his ereation. I shall also attempt to outline
the place of Old Times in contemporary drama.

The theme of reminiscences and the influence of the past upon the
present have already appeared in Pinter's carlier plays, vet they were
never brought into great prominence. In The.Room the blind Negro en-
tering Rose’s room at the end of the play may be treated as a figure from
her past coming to make some claims upon her (Ganz 1972 124, 170,
In The Brithday Party Goldberg and McCann, two cruel intruders from
the outside world, may symbolize some aspects of Stanley’s active life in
the past which he had rejected before he withdrew from the world and
moved to his quiet shelter at the sea-side. In The Homecoming it 1S
possible to interpret Ruth's behaviour in terms of the atiraction of the
past which is drawing her pack in spite of all respectability of her pre-
sent life (Ganz 1972: 169). Still; what all those plays have in common is
the preoccupation with rooms and closed arcas which are invaded from
the outside and are to be defended. The contral theme of these “comedies
of menace"”, as they are sometimes called, is that of peaceful, geemingly

I Slnee the lme thls paper wos writton Pinter's new play No Man's Land had
its premiere at the Old Vie, London, 23 April 1978, 1
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safe existence in an isolated place which s intruded and violated by
some, uskally malevolent, foree, from the unknown, dangerous, and mueh
feared outside. The intruder may symbolize an impulse of the character's
own self (Ganz 1972: 168), may became the embodiment of danger and
fear of the unknown as such or, as already suggesied, he may be re-
garded as coming from the character's past, The theme of the past, how-
ever, was anerely in the background in those plays; Pinter's charoncters
had no past in fact, at least nothing clear was snid about it and it
was rarely referred to,

The theme of time and the problem of importance of the past in
shaping the present is first put into greater prominence in Pinter's short
play Landscape (1968). The play consists of two interlocked monologues:
one is a simple, even primitive, aceount of the events of the day delivered
by the husband Dufl aned addressed to his wife Beth: the other: by Beth
contains her memories of past love, Beth chose to remain in a room and
in her world of memories; she rejected the surrounding world and the
present. The fear of the outside resulting in the withdrawal from the
waorld and/or from active life is accompanied here by the withdrawal
from all that can be associated with the present, by choosing the life of
memaories and recolleetions of past emotions.

In his next short play Silence (1969) Pinter's cxperiments with time
#o even further. Three characlers are placed apart, cach in his own area,
as Pinter calls it in the stage directions (Pinter 1975: 32): Ellen is a girl
in her twenlies, umsey a man of forty and Bates a man in his middle
thirties. Chronology is not followed, the play moves recly through their
lives, The most important moments in their relationships are presented,
Rejected by Iumsey and repelled by Bates Ellen retreats into the world
of memaories and loneliness, confined to her arca and to her recollections
of the past,

In Pinter's latest, this time full-length, play Old Times the problem
of memory is further developed, The dramatic situation is built upon the
familiar pattern of guiet existence invaded by an intruder,

The aclual analysis of Pinter's trealment of the problem of time in
Old Times will be preceded by a short summary of the play.

Deeley and his wife Kate, both in their early lorties, live in a con-
verted farmhouse in a remote place by the sea, They rarely go to London,
they do not seem to have any friends, Deeley is, or appears to be, o film-
-maker, his work, as he says, takes him away quite often, But Kale stays
in the house. The play opens on an autumn evening with Kate and
Deeley disoussing the fortheoming arrival of Kate's friend Anna with
whom she used to shure a room in London twenty years ago and whom
Deeley has never met. As it furns out from the opening dialogue Anna
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was Kate's only friend but she was a thief, she used to borrow Kate's
underwear, From the very beginning of the play Anna is physically
present on the stage though Deeley and Kate seem to be unaware of it
Anna is standing at the window, locking out while Deeley is wondering
why she is not bringing her husband with her “m.{ whether she is a ve-
getarian, Unexpeetedly Anna turns from the wnmmw.und entura:s the
n':nnw:rsntiun. Kate and Deeley show no sign of surprise. There is no
¢lue, so far, as to how Anna's presence in the shadow by the window
and her sudden inelusion in the conversation is to be 1-1".-:?11.&9{1.' J"}nna de-
goribes their (le, Kate's and hers) life in London of the early fiftics when
they worked as secretaries, did their shopping in the afternoon, cooked
their meals in the evenings, went to a concert, the opera, or the ballet at
night.

The action develops with Anna and Deeley talking about Kate, about
her lonely walks and guietness. She is referred to as a dTE‘.HmﬁJ‘,‘ as a per-
son who does not know anything about the present. During this conyer-
sation Deeley notices Anna's predilection for rare and old fashioned
words, Then, they start to recollect old tunes, old popular songs. The
conversation develops into a verbal duel between Deeley alnd Arnna,
whose memories and reminiscences contradict cach other. Using f:ourrse
expressions Deeley describes how he firsi met Kate in some amall cinermna
during a performance of an old [ilm Odd Man Olut'. he stresses the
fact that they were the only spectators in the whole cinema, .

Then Anna comes with her own, completely different, version ol 'fhc.-
snme incident. But still earlier, she plunges into a story of the period
when she and Kate lived together, One night she returned late nrnel
found a man crying in the room and Kate sitting on the bed, The man
was still sobbing when she (Anna) undressed and went to bed. Later he
came over to her, As she says to Decley and Kale she would not have
anything to do with him, After a while she heard hilm go out but rsmm@
11'r;1u. later in the night she woke up and saw him lving m¢1~m;5r Kate's lap
on her bed. In retrospect, after the whole scene is re-enacled in a dumb-
-show ot the end of the play we accepl the man as Deeley. Kate, ullhmngl‘ll
present all the time while the story is told neither conlirms nor denies
it. She remains completely indifferent, yet aware that Deeley and nmlla
are talking about her as il she were not alive any more. !-m:! then .".kmllu
gives an account of seeing the Odd Man Ot together wut"tz Kate L{'l
some unfamiliar district and hardly anybody in the audience, Thus mru:m
claims that she was present when Decley and Kute m_ul.' for the fu:st
time, which stands in clear contradiction with what Deeley has smlcl
before, These two different accounts cannot both be true on the realstic
level but perhaps Anna was symbolically present in Kate,
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At the ond of Act One both women deift inte the past re-enaciing their
life in the old times while Decley remaing aware of the presenl. Anna
and Kate discuss whether they should go out or stay in and invite some
friends. Kate says she will think about whom to invite in her bath, She
actually leaves to have a bath and Act One ends with this fusion of past
and present,

In Act Two which takes place in the bedroom Deeley tells Anna that
he remembers having met her in a Londen pub The Waylarers, where
she was well known in the saloon bar. He recalls how he bought her
drinks and took her to the party where he sat al her feet gazing up her
skirt. Kate, apparently, was also present at this party. In furn it is Anna
who neither rejects nor confirms the story although she said she had
never been {6 that pub. The conversation shifts to Kate who is still in
her bath {Decley and Anna discuss who would dry her), When EKate is
back from the bathroom the two women return to their game of pre-
tending that they live twenly years back. When Deeley manages to drag
them back to the present Anna recollects how she used to borrow pieces
of Kate's underwear and tells how she had once met a man at a party
who sat gazing up her skirt. And since that time, as Anna says, Kate
would insist that Anna sometimes borrow her underwear and then tell
her, in dark the details of what happened while she was wearing it
Deeley once more returns to the story of taking Anna to a party but
this time he relates it in a trendy language of the nineteen sevenlies.
Deeley is no longer surc which of them be fook to a café that night. It
could he Anna pretending, or thinking, that she was Kate, il could be
Kate herself. Thus both women become identified again, Kate replies
telling Deeley what Anna could have seen in him: his sensitive face
which she wanted to comfort, She also savs that Anna fell in love with
Deeley, It elearly seems to be what Kate herself found attractive in
Deeley as she refers to her own emalions,

This time it is Anna who is certain that the story concerned her, she
remembers Deeley looking up her skirt, But Kate has a power to deny
Anna's existence, she describes how she found Anna dead, her lace
covercd with dirt. And then Kate brought a man into the room and
Anna's body had disappeared. One night when the man thought that she
was going to respond to his sexual ardour she attempted to blacken his
face with dirt.

The stage directions at the end of the play indicale a series of simple
movements and gestures. Anna stands, walks towards the door. Deeley
starts to sob, Anna turns, switches off the lamp, lies down on her divan,
Deeley stops sabbing. Decley goes to Anna’s divan, looks down at her,
moves toward the deor, stops with his back to them. e goes towards
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Kate's divan, sits on it, finally lies across her lap, In long silence Deecley
very slowly sits up, walks slowly to the armchair, sits, slumped. Lights
are brought to a sudden blaze the characters remain as if paralyzed:
Deeley in his armchair, Anna lying on her divan, Kale silting on hers.
The scene desceribed in the First Act is thus re-enacted by the character;
once more Deeley is rejected by Kate and Anna, an odd man out, always
olf centre,

In the play Anna and Kate are constantly identified. When Anna
claims to have been present when Deeley and Kate met for the first time
she seems to suggest that she was always present in Kate, According to
Dieeley’s account :

there was only once person in the einema, one other person in the whole aof
the whole cinema, and there she is, And there she waz very dim, very still,
placed more or less 1 would say at the dead centre of the auditorium, [ was
aff centre and have remained so, [p, 20, 3072

Anna contradicts this story saying: |
I remember one Sunday she said to me, looking wp from the paper, come
quick, came with me guickly, and we seized our handbags and went, on a bus,
to some tolally unfamiliar disteiet and, almost alone, aow a wonderful film
called Odd Man Out. [p. 58]

- Also Deeley says at the beginning of the play that he is going to
find oul about Anna through Kate, by watching her.

DEELEY: ..I'll be walching vou,

KATE: MaT Why?

DEELEY: To sec if she is the same person,

KATE: You thing you'll find that out (hrough me?
NEELEY: Deflinitely . [p. 11, 12]

His description of his first meeting with Kale, their talk over a cup
of colfes soon re-emerges in his account of having coffee with Anna.

On the way to the party I took her into a café, boughl her a cup of coffee,
beards with faces. She thought she was you, said lttle, aso little, Muaybe she
wag vou, Mavbe L owas vou bhoaving eoffee with me, sawing litkle, so little™
o, fi9]

All seems to point out that Anna can be ireated as Kate's identity in
the past, as Kate hersell twenty years before. Anna's insistence on using
the old fashioned werds cannot be accidental. Deeley points it out twice:

ANNA: No one wha lived here would want ta go far. T would nol want

to go far, T would be afeaid of geing fur, lest when I returned the house
wauld be gone.

" Pages in brackets refer to the text of Old Times oy published by Eyre Me-
thuen Litd, Lendon 1073,
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DEELEY: Lest¥

ANNA: What?

LDEELEY: The word lest. Haven'l heard i for g long time. ip 19, emphasis
added]

And again:

ANNAL Somelimes I'd look al her lace, bul was guile unaware ol my
gaze,

DEELEY: Gaze?

ANNA: Whal?

DEELEY:. The word gfaze Don't hear it wery often, fp. 26, emphasis
added)]

The opening scene with Anna stading by the window, as if unnoticed
by Eate and Deeley, and them suddenly, without any warning entering
the conversation confirms this interpretation. As Anna {5 present on the
stage, she has been always present in Kate's life, in her thoughts and
deeds though sometimes this old self seemed to be buried and forgotten,
Kate says about Anna: “T hardly remember her, T have almost totally for-
gotten her” (p. 12), The transformation from the passive presence indo an
active character reflects the reawakening of Kate's old identity, the iden-
tity which was buricd deep in her consciousness. Old Kate (i.e. Anna) died
symbaolically when Kate brought a man into the room. She died when
Kate’s life was to change, when she was to withdraw from active, per-
haps even passionate, life; when she was to reireal from London {o the
countryside, Deeley “suggested a wedding instead, and a change of
environment. Slight pause. Neither mattered” (p. 73). Kate's account of
Anna’s death 18 a description of the death of her own self, There was
nothing tragic about it, it simply had to happen: “Last rites 1 did not
leel necessary, Or any celebration. T felt the lime and season appropriate
and that by dving alone and dirty vou had acted with proper decorum’™
(g 72) Kates rebivth, the birth of her new self is described in terms
of purification. The face of dead Anna was dirty which seems to suggest
moral impurity, she had men gaze up her skirt, she was “the darling
of the saloon bar”. Kate's new identity becomes associated with purity:
“It was time for my bath. T had guite a lengthy bath, got out, wallied
ahout the room, glistening, drew up a chair, sat naked beside you and
watched you" (p. 72). Kate has remained pure ever since. ler bath in
the middle of the play is the only real action in Old Times, the only
event which actually happens and il is strongly emphasized.

The last words of the play “He asked me once, at about that time,
wha had slept in that bed [Anna’s bed] before him. 1 lold him no one,
Na one at all” (p. 73) are another proof that Anna is to be treated as
Kate hersell in the past, thal she tried to forget aboul her old identity,
that she denied it had ever existed,

Pinter's Treatmient of Time in “0ld Times" 7T

Yot the past exists, 1L can never be denied or rejected and it returns
incarnale in the charseter of Anns, iU is present even if the characlers
are not aware of it. And here another important problem of the play
ecmerges. The past i3 uncerfaing ambiguous; memories contradict one
another, they bring conlusion rather than understanding Two versions
of the same incident from the past often exclude each other. Anna denies
having ever met Deeley et the Wayfarers Tavern:

DEELEY: .. Yoz, T remember you guile elearly from The Wayfarcrs.

AMNMA: The what?
DERELEY: The Waxfarers Tavern, just off the Brompton Rouad,

ANNA: When was that?

DEELEY: Years sgo,

ANNAL I don't think so. [p. 48]

DELLEY: You had escorts. You didn't Have to pay, You were Iooked alter.
T hought you a fow drinks myself,

ANINA: You?

DEELEY: Sure.

ANNA: Never. [p. 501

After a while, however, when Deeley stars to hesitate whether it was
really her she states: “Oh, it was my skirt. It was me, [ remember your
look... very well, I remember you well (p. 71).

When the characters retreat to the world of reminiscences they are
bound to be deceived more than enlightened because memories cannot
be relied upon. In Dondscepe memories are eompared to shadows, a_nd
sometimes in human consciousness there are memories of events which
had never happened. Beth in Landscape says:

I remembered always, in drawing the basic principles of shadow and
light. Objects Intercepting the light cast shadows. Shadow is deprivation of
Ilﬁht, The shape of shadow is determined by that of the obje[:L. But nol al-
ways, Not always directly. Sometimes the cuuse of the shadow cannot be

found", [Pinter 1975: 27, 28]
The same theme is made even more explicit in the Old Times when
Anna speaks about memories: “There are things I remember which may
never have happened but as 1 recall them they take place”™ (p ‘32].
Human memories are fragmentary and they cannot be combined into
any coherent whole: ® And then often it is only half things I remember,
hall things, beginning of things™ (Pinter 187 o 46). ,

Past exists not as it really was but as it lives In the characters
memory and their experience of it, Therefore two apparently contra-
dictory acecounts of the same event can su]}jectlvc}}r be true as they
were shaped by human experichee and 5urvivu_d in ]mrlnanlmemﬂr}i.
The effect is confusion and uncertainty. Memories are like intruders:
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their arrival threatness the characters' present existence, While Beth in
Landscape and Ellen in Silence choase to live in the past Kate tries tao

reject it, believing that her past iz dead. Both solutions are egually

illusory. Past is bound 1o return in con tradictory memorics 1o those wha

deny it (Kate, Deeley) and it is too confused, vague, and indefinite to
make up for any real existence of those wha choose it (Beth ijla Lm;ds-
CapeE). |
The structure of Old Times is also based upon the manipulation of
.past and present. From the point of view of time there exist three planes
in the play: present, past '{m{ﬁmorics' past tense used), and the 1‘t:~enactl
n'_xe;ft of the past in the present (present tense used). There are no clear
distinctions between these planes which is clearly seen at the beginnin
of the play when in the scene set in the present the past 1‘er_=mcr-gt-‘*§
?;ithcut ahy warning or explanation in Anna's memorics al the girl;'
life in London, 8o far, the past is merely recollected, memories are intro-
ducecli into the dialogue concerning the present. Later in the play the
Past Is re-enacted, the farmhouse becomes the flat in London wvet '!.hero
1= nothing in the dialogue to indicate the Passage of time [or: pcrhalp%.
:{ ia;ni_q }‘]:::::ayed by the women) eg. Anna describes her life in Sicily and
[’l‘n.Anna}: — Do you like the Sleilian people?
Stage directions: “Anna stares ai heyr,
“Silerge™
ANNA (guietly): Don't lot's go ot tonight, don't let’s 2o anywhere tonight.

Let's stay in, I'll cook somethin
; ' r 8 FOu canowash vour hair, ven can % oh
puat on seme records, y s

KATE: Ch, T don’t know. 'We could o oul. [p. 47]

W_ith his remark “Hungry? After that casserole? (p. 44). Deelev trics to
reintroduce the present but he is ignored. At the end of the scene the
past and the present become complotely | ‘i is 5t

. ¥ intermingled. Kat § i
o el g ate is stil] talking

Pll think about it in the bath,
ANNA: Shall T run yvour bath for yon?
KATE (Standing): Mo, Tl run it myself tonight”,

Btage directions “Kate slowly walks to the bedraom door, gocs out

s o cloges i,

The action mentioned as if in the past is performed in the present.
Tlrmse movements, backward and forward, in time without any pre-
paration, the coexistence of different time-planes in the play, and the
lack of any clear distinctions and boundarics between these 1}113m=s cor-
resPund to the fusion of past and present on the thematic level. -
Ihe characters of Pinter’s earlier plays refused to learn the truth
about the surrounding world. Sometimes they even refused to acknow-

Pinter's Treatment of Time in “(Nd Times" T4

Iodee the exislence of this world, They chose 1o remain in ‘the illusory
world of the room enclosed by the illusory walls and guarded by the
most treacherous barriers — he dosr. Rejecting the iruth about the
external space and about their positien in this space, about the inevita-
bility of facing this space sometime, the characters deceived thomselves
believing in the protection the room could nol assure 3, Thus, they ereated
the artificial, compressed world, sticking to the closed universe of their
raoms (their consciousness), deomed by their own ignorance, threatend
by the mystery of all that was unknown to their minds.

Human notion of time is as illusory as that of space. The characters are
unable to learn the truth about their own past, about the events which
have shaped them, They deceive themselves with imaginary memories,
the result being their inability to face the present, Or they téy to live
in the illusion of having no past, Pinter’s rooms offer no real protection
from the dangers of the outside world and the retreat o those rooms
does not assure safety, The retreat to the world of reminiscences is riot
safe cither, recollections cannot be relied upon, they cannot defend
characters from the present. Rejeclion of the past is equally impossible
as it is bound to return and haunt people with contradictory memories.
There iz no solution. d

Pinter's treatment of the outside space is analogous to his treatment
of time in Lardscape, Silence and Old Times. No matter. whether the
charaeters limit themselves to live solely in the past or only in the
present they will find no ealm and sccurity. The present influences
human experience of the past, while the past always shapes the present.
Time and space are both unknown, mysterious yet execuling strange
pressure upon characters (Esslin 1873: 35). The eguilibrium of the limited
time is parallel to that of the enclosed space which becomes disturbed
and damaged by the intrusion of an element from the outside. The very
cosiness dnd guietness of both enelosures contain the nucleus of danger,
and isolation is by no means identified with safety. Thus, the characters
are trapped not only in space but also in time. The condilion of a human
heing is fear and even if the intruders had never appeared in Pinter's
plays the characters would have still lived in constant fear of their
arrival, Fear of the unknown was the primeval emotion in Pinter's
universe (Rose in The Room, Gus in The Dumb Waiter, Edward in A
Slight Ache, Davies in The Coretaker). To that the fear of time has now
heen added.

i The prohlem of space iz dealt with by Martin Esslin (1973 in Pinter:
A Study of his Plays in chapter 2 and in his analyses of individual plays, Pinter's
awil opiniens expressed in his radio interview in 1960 and guoted by Esslin (p. 34,
45) are very enlightening.
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Until 1968 human situation was presented in Pinter's plays in terms
of the enclosure by space, In all that he has written since 1968 he has
been preoccupied with the pressure of time, the fusion of past and
present and human inability of judging past properly. It seems very
significant that the two novels Pinter adapled for the sereen in this period
also deal with the problem of time. In 1969 Pinter wrote the screenplay
for the film The Go-Between from the novel by L. P. Hartley, Ile made
some alterations in the story and inseried the [lashbacks of the ancient
events which resulted in the complete fusion of past and present in the
mind of the speetator. His work on adaptation of Proust's Remembrance
of Things Past completed in 1972 is another proof of his interest in the
subject. In 1969 Pinter wrole a short sketch Night for a programme of
minfature plays about marciage. A man and a woman remember their
first meeting years ago which led to their getting married. But her
memories contradict his. Perhaps he remembered and incident with
another woman, she with another man.

According to Lawrence Kitchin drama in the mineteen-sixties ranges
between two dominant forms, epic and compressionist. Epic is mobile
and outward looking, compressionism is introspective and static. The epic
hero has to be given a meaningful background; reasons have to be found
for keeping the compressionist hero caged in, A compressionist play,
according to Kitchin, is one in which the characters are insulated from
society in such a way as to encourage the maximum conflict of attitudes,
Characters are imprisoned not only externally but within their own
personalities. Kitchin traces the origin of the compressionist drama to
madern man's prison complex, to the memories of the War, In the year
1966 Lawrence Kitchin saw the form as decadent but Pinter seems to
have some new possibilities, by exploiting otherwise an old theme of the
power of time, This sense of confinement which in compressionist drama
became the primary aspect of human condition has found the new means
of expression, The characters are enclosed not only by the space, not only
by the language which does not communicate their true emotions and
thoughts but also by the time they choose to live in, and the time they
reject,
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ALINA NOWACKA

THE HYBRID STRUCTURE IN ALBEE'S PLAYS

The aim of the present paper is to discuss the hybrid structure of
three plays by Edward Albee: The Zoo Story, The American Dream
(= Two Plays, 1963 edition) and Who's Afraid of Virginia Woolf? The
author of the paper mims at finding the connection between the plays in
question and the grotesque.

The term grotesque has been differently understood by various gen-
erations. In the course of centuries it was generally approached as the
principle of disharmony (Thomson 1972: 11) and “incongruity with the
real or the normal” (Clayborough 1965: 1). However, the term has taken
on, more recently, new connotations based on the notion of the absurd.
Kayser, for Instance, sces in the grotesque “a game with the absurd, in
the sense that it ls the expression of the absurdity of existence in the
estranged and alienated world"” (quoted after Thomson 1872: 18). Accqrd-
ing to Frances K. Barasch, the modern grotesque is a device to “shield
man {rom the deep inner anguish of his human condition in a wurl_d
turned upside down” (1971: 164). The common tendency of modern critz:
cism is to view the grotesque ns a “comprehensive structural principle
(Thomson 1972: 18), Thomson defines the grotesque as a fundumentally
ambivalent "unresolved clash of incompatibles one of which’is some form
of the comic” (1972: 29). The grotesque, in fact, presents a dual vlismn of
the world and appears in degencrate and decadent epochs (Piwinska
1967 26).

However, within many possible connotations of the term one always
finds a common aspect, that is, the notion of simultaneously laughable
and horrifying or disgusting, Both our laughter and disgust are aroused
by a strong affinity of the grotesque with the physically abnormal or
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obscene (Thomson 1072 8). Bergson, on the other band, linds the SOUICD
of laughter in the perception of living things as {nanirate and the per-
ceplion of inanimate objects ay alive (quoted alter Thomson 1079 383,
On the whole then, the ambivalent nature of the grolesque moy result
in either laughter (the comic grotesque) or disgust (the grim grotessguc),
The ambivalence of the grotesgue is demonstrated through the coex-
istence of the comic and the tragie, the rational and the irrational, the
normal and the abnormal, the real and the absurd The total grotesque
effect is thus o monstrous distortion, a hybrid,

The modern understanding of the term grotesque, as it has been
mentioned above, is usually connected with the nolion of the absurd, In
fnet, the Theaire of the Absurd is deseribed by Earl 8. Guthke ns the
theatre of the grotesque-absurd (1966: T4), Guthlke finds out that the
absurdity of human existence expresses itself in the modern Theatre
of the Absurd through the distortion of realily which is grotesque, The
absurd operates here on two levels: both in structure and theme of the
work, The grotesque functions as a formal, structural device by which
playwrights can communicate the absurdity of human condition, In this

way the unity of the form and content in the grotesaue-abyurd iy

achieved, This unity is 1o be realized by “the open abandonment of
rational deviees and discursive thought” (Esslin 1974: 24),

However, it is necessary -at this point to make a distinction between the
two types of modern grotesgque drama; the absurd-grotesque and the
tragicomic-grotesque (Guthke 1966: 74). The Theatre of the Absurd Tep-
resents the former, while the absurd in the latter aperating only in the
content is scen in plays ol such playwrights like Mrozck, Sartre, Camus,
Anouilh, Giraudoux and Albee, The form in the Lragieormic -gratesgus
frequently rests on logic and real Uterary worlds which sugpgest absurd
meanings (Barasch 1871: 161 - 163). This type of drama combines both
the comic and the tragic which are two aspects of the same situation.
some of ity effect stems from the fact that the grotesque visions are pro-
sented with o realistie framework, in a comic way (Thomson 1872 8),

The tragicomic-grotesque 18 more popular in the United Stotes, the
abgurd-grotesque in Burope (Barasch 1971: 1682). This, to some extent,
tellects the interest of Amoerican playwrights in the absurdity of Amer-
ican life, Realistic seltings and situations serve botter than the absurd
ones as means of criticism of the American way of life,

The work of Edward Albee comes into the category of the mragieomie-
grotesque rather than the absurd-grotesque, There are sound reasons to
approach him as the dramatist of tragle comedies, though Esslin (1974:
402) clagsifies him together with the dramatists of the absurd, On the
whale, Albee does not create absurd settings. His plays present real litor-

Thi Habreld Stracture fn Albee's Plage i

ary warlds butl the messape which the playwright wants 1o communicate
iw that of an absurd statement, In Whe's Afraid of Vieginig Woolf? and
The Zoo Story reallam operates on the surface, in the formal p:-emntati.on
of the content. Only The American Dream shows a strong affinity with
the Theatre of the Absurd,

The action of The Zoo Story develops logically and is set in the

American reality, Mowever, the cvents are, in fact r.:flmﬁisLuntly rtmligf.rd.
according to Jerry's plan to commit suleide Siﬂt‘l,. in 112}'113. sense, the action
as the product of Jerry's imagination is fantastic, I.‘,-nm!luriy, 1:51&. plot in
Who's Afraid of Virginia Woolf?, though set against a realistic back-
ground, reveals ils fantastic aspect. Realism operates only on the ‘:-:urfa(:’e
of the structure of the play, while the products of ’.'\'iurtha'z-sl and Goorge's
imagination put the action Iorward, Their 'real’ lives exist merely as
backgrounds of their lives In the world of fmntaril:,rl to whlich th[:}}" have
cscaped. The Invented child symbolizes thelr inability to live actively In
the real world. Furthermore, word games frequently scem fo be an ab-
surd exchange of words, Nevertheless, George and Martha understand
these outwardly absurd words and sentences, created on the lwull of the
imagined world, as they both live in the world of funi‘.as_y. Nlu.'k and
Honey, on the contrary, cannot find anything comprehensible in these
tames Tor they sticle firmly to the real.
; While the ambivalent structures of The Zoo Story and Who's Afratd
of Virginia Woolf? combine the real with the fantastic, the structure of
The American Drveam eerives much of its grotesque effeet from the
combination of the real and the absurd. The former contribute thL I:ht?
tragicomic-grotesque pattern and the latter shows a very sirong affinily
with the obsurd-grofesgue, .

The absurd in The American Dream operates on all possible pla:'mrs,
while, the real exists only in the American background of the play. The
heap of essentially absurd situations intensifies the sensc :’].[ EﬂJHIJI':ZlH!!'
and pointlessness, Daddy, for instance, cannof find Grandma’s room, 'm'.dr
in a moment, Mommy cannot find water. Everythig that hnppcina or 1%
gaid hag no logical meaning. Similarly, the motives ol uhurilmturs bﬂhﬂv‘;
jour are illogical as well as absurd, Grandma bebaves in an absuri
way when she wants to hide boxes; Mrs Barker does not knr::w' why she
has come. Additionally, the confliet itself resides in absurdity. As t.hﬂ
action of the play develops the absurd deepens more and more. B}" _thﬂ
ond of the play it overwhelms all characters who :l:ummt notice absurdity,
even though they feel anxious because something ‘15 wWrong, )

The subject matter of the plays in question is that Gf. an indivicual
in the commereialized and highly civilized American sosiety. The gro=
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tesque presentation of this society emphasizes Albee's critical and hit-
terly ironical attiludes 1o the American progress. The plavwright usu-
ally shows the society in miniature — a family consisting of threc ge-
nerations: past, present and future (Baxandall 1867 81). In The Ameri-
can Dream Young Man belongs to the future generation; Mommy, Daddy
and Mrs Barker form the present gencration. Grandma and the dead
brother of Young Man {only mentioned in the plav] are representatives
of the past generation. The fact that in Who's Afraid af Virginia Woolf?
Albec introduces direetly merely iwo generations has ite significance.
Martha and George stand for the present generation, while Honey and
Nick for the future one. Nevertheless, the representative of the past gen-
eration, Martha's father, although not appearing in the play, iz wery
often mentioned. Jerry and Peter from The Zoo Story despite being
nearly the same age do not belong to the same generation, Richard.
E. Amacher finds that “Peter, a man in hiz early forties, suggests a man
younger; Jerry in his lafer thirties looks older” (1989: 40). Moreover, their
life experience makes them belong to two different generations: Jerry
embodies the features of the past generation and Peter of the present
one. The vulgar owner of the dog is the representative of the prosent
generation,

The coexistence of the three gencrations which stand for the COTRO-
hents of the American society takes on grotesque features. The past gen-
eration with its human values is Albee’s ideal. It is remarkable that
only two representatives of the past generalion appear directly in the
plays in question. The seniors either have vanished {(Martha's father and
the brother of Young Man), or are to vanish together with their values
(Grandma and Jerry). The brother of Young Man had to die because he
was too sensitive and active, that is, too different. At the end of The
American Dream Grandma disappears taking with her all the boxes
which symbolize the values of her generation. The old people are, in fact,
descriminated by the two other generations. The present, as Grandma
remarks, is distorted: “We live in an age of deformity” (p. 86), Jerry in
The Zoo Story decides 1o involve Peter into his affairs by impaling him-
s¢lf on a knife. But he fails, for even his death does not overcome his
alienation and Peter goes away thinking merely abhout escaping from the
park. The ultimate vision of the cruel and deformed world is tragic.
The sensitive ones, alienated from the society and unable to communicate
with anybody, are either destroved/killed or‘vanislﬁdie.

All the men from the present generation are deprived of masculine
featf.u:es and become powerless, while women take the leading part in
lfalmxlles, Furthermore, men's impotence, symbaolizing the grotesgue ster-
ilization of the American way of life, results in their inability to have
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children, Mommy and Daddy {The American Dreaom) have adopted a child,
and WMartha wilk George (Who's Afraid of Virginig Woolf?) have invented
a child, Morcover, the future as suggested by the playwright is by no
means better. All the representatives of the fulure generation derive di-
rectly [rom the present generation and subseguently convey the contem-
porary ideals to their fulure world Actually, they are even more gro-
tesque than their elders and {end to be machines or puppets as is shown
in The American Dream,

Ta express the deformed nature of the American werld Albec has
based his technigue on confranting the opposites which, when combined,
produce the final grotesque effect, a hybrid, The most essential method
i hiz technigue rests on the combinafion of the comic with the tragic
Jerry from The Zoo Story looking for anybody to communicate with is
a tragic character. Yet, at the same time, the exbornal effect of his
efforts to overcome his isolation results in the comie as may be seen in
the scone with two middle aged men fighting for the bench in the park,
However, though the situation appears comic on the surface, its internal
nature iz trapic, since it symbolizes the struggle [or their ideas; Jerry
tights for overcoming his loneliness and making Peter active, Peter —Tor
his status gquo.

JERRY: Listen to me, Peter, T want this bench. ¥ou go =it on the bench

owver there..
FPETER: But.. whatever fort What is the matller wilh you? Besides, I sce
no reasons why 1 shoald give up this bench. T st on this hench almost every

Sunday allernoon, [p, 41]
JERTY: Tell me, Peter, iz this bench, this iron gnd this wood, is this your

honeur? Is thiz the thing in the world you'd fight for? Can you thing of any-
thing more absurd?(p. 44|

Similarly, Jerry's recursive phrase “I've been o the Zoo" may seem
comie, However, Jerry repeats it so frequently to attract Peter's altention
and thus the phrase suggests Jerry's efforis to overcome his loneliness,
Furthermore, it implies that human society is the Foo. In this way the
phrase iz both comic and tragic. The conversation about Pefer’s wife,
daughters, cats, and parakeets arouses laughter as well, since the way
Jerry forces Peter to angswer all his questions makes Peter's life achieve-
ments comic,

JERRY: But you look like an animal man. CATS? (Peter neds his head
ruefullyd Cats! But that can't be vour idea, Mo, sir. Your wile and davghters?
{Petar nods his head). Is there anything elee T should know?

FETER: {he haz to clear his throat) There are.. there are two parakeels
One.. uh.., one for each of my daughters, [p. 18]

On the other hand, Jerry does not intend to ridicule Peter, as he hides
his own lragedy and loneliness in his comie and ironic approach fo
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life while horror remaing inside, Everything roveals its doubile nuture
Therefore it may be inferred thot Albee's plays are cotstructed : 1—
ing to the ambivalont pattern of il : REE R
The last scene of The Zoo Story illustrates the combinalion of ridic-
ulousness with horror very well, Bssentially, it introduces fersor “.q
Jerry, tryving to communicate with Peter, destroys himsell, Yot .}'-x* L'"l.:ll
not overcome his sense of alicnation even by means of m .:iu::tf;. P:;r-
thermore, Albee intends to affect the audience with horror wh.t:u he
sholws Peter escaping. Peler leaves Jerry and goes home He would a t
as it nothing happened, though he ig, indeed, & murderer. Jerry does n::t
cs:un:mlit suicide but the society of the Peters murders him.. Ej:—*.t;pil;r:; the
sinister meaning of the scene the playvwright ridicules it by mc;tkir:i the
end of the play melodramatic, " e

JERRY: Peter... thank you. T came und
) ; 0 ¥ou (he laughs fain: ar roL
have comfarted me, Dear Peter.. [p. 48] RGO
JERRY: you'd better go now. Som i
L H epody might come by, at ] A
want o be here when anyone comes. [p. 48) ; S

Similarly, The American Dreat combines horror with ridiculousness,
Mommy was cruel to the adopted child when she took out his eYes, nose
;?ngue,‘htanda, and genitals. However, after the child’s doath she Waql

wappointed, Grandma's comment on  the rents’ i vidi I
: nls’ attitude ridiculs
Mommy as well as Daddy: G e

{]:::EEZ“{- ulf ‘and:d:r:d; anl _v?u van imagine how ihat made them feol, their
].; pai ;nr‘l t and all, So they called up the lady who sold them the
; Lmible in L]je first place and told her lo come right over Lo their apartment
They wanted satisfaction, they wanted their money back. [t 1ﬂ1.| ( o

The horrifying in both T'he Zoo Story and The American Dream oy eral-
f:srmerely on the physigal level, while in Who's Afraid af Virginia L’Ti:;ﬂ‘lf ?
?t invalves, on the contrary, the level of psychology, The la LLErr is m:cvn'r:EL
ing 1:::-_ Baxandall "an orgy of wverhal sado—musﬂcllﬂﬁm” (1967 55;0] Even
the title Who's Afraid o I Virginde Woolf? suggests menace a.'rnnin
from the mind and imagination, since Virginia Woolf is Imm&lfﬁ Ié;r he*ﬁ
powerful 1ﬁi1‘11cf and inventive im:]gjihatimn: The title of the play ::nu].r]
Efwe bEE‘.t‘J,I suﬂscquentf}:, Wha's Afraid of Powerful [ ihaginaiion? In fact
< @ products of Martha's and George's imagination are terrifving. When
“Ienrng: aslé: ?vf{artha: ”th’n afraid of Virginia Woolf?" and sfw anEwers:
s:a;”s.::l:-;m ;-:::gn, L. am?” (II1: 242) the reader iz ready to join her and
theTthH nrmxlturf. nf ridiculousness with the horrifying, and the eomic with

ragic leads to the subsequent combination, that is vulgarity and
pathos. However, there is more vulgarity than pathos in Albee's "plavs.

The Hybrid Siructure in Albes’s Plays =th)

The end of The Zoo Story, as mentioned above, is melodramatic as well
as pathetic. Jerry's story about his relationship with the dog arouses
a feeling of pity, though at the sume time the implication about sexual
relationships belween the landiady and the dog takes on a wvillgar medn-
ing. Grandma from The American Dream is pathetic in her alicnation
and simultanecusly vulgar when she refers to sex,

On the whole, the characters from the three plays in question ap-
proach sex from the sengual point of wiew. This attitude reminds us of
first Creck comedies and farces where sexual problems have been ex-
pressed in a valgar way, Albee, unlike the characters from his plays,
approaches sexuality from the point of view of impotence or abnormality,
Consequently, the game “Hump the Hostess™ in Who's Afraid of Virginio
Woolf? is abnormal in the assumptions according to which George sits
passively downstairs when Niek is lo make love to George's wife, Martha
and Nick, danecing together, are shown as hardly higher than animals:

GRORGE: IU's a very old ritusl, monkey-hipples. old as they come
[11: 131
The fact that women from the present generation, dissalisfied with their
husbands, try to malke love with younger men resulls in the abnormality
of sexual relationships. Thus the old landlady from The Zoo Story has
chosen Jerry for the object of her vulgar lust:

JERIY: She always stops me in the hall, and grabs ahold of my coat or
my arem, and she presses ber disgusting body up against me £0 keep in a gor-
fep an she can talle to me. The smell of her body and her breath., you can't
imagine ik.. and semewhete, somewhere in the boack of Lhat pea-sized brain
of hers. an organ developed just cnough to let her eal, drink, and emit, she
has some foul parody of sexual desire. And I, Peter T am the objeet af her
wweaty lust, (Do 28]

Momrny and Martha, similarly, attempt to vamp young men: Young ban
and Niclk, respectively.

It is not accidental that the mixture of the four qualities in the plays:
the horrifying, the ridiculous, the pathetic, and the vulgar produces con-
sequently the fusion of four kinds of drama: tragedy, comedy, melodra-
ma, and farce. As to melodrama and farce one can find only slight in-
clinations towards them, which can be deduced from the examples given
shove,

Although the discussed fusions influence the shape of Albec's gro-
tesque structures they receive a complete cxpression only with the most
powerful device: the change of proportions, and subseguently with
the result of the latter, 1.e. deformity. Furthermore, deformity pesults in
hybrids — the final products of Albee's techunigue. The change of pro-



