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ANGUS MACQUEEN

MUTABILITY AND ORDER IN CHAUCER'S DREAM POETRY

The appearance of the Goddess Nature to assess the claims of Alteration and
Mutability in the Two Cantos of Mutabilitie, which are all that Spenser wrote of
a seventh” book of The Faerie Queene, provokes him to invoke an old master:

So hard it Is for any living wight,
All her array and vestiments to tell
Than old Dan Geffrey (in whose gentle spright
The pure well head of Pogsie did dwell)
In his Foules parley durst not with it mel,
| Pt transferd 1o Alane, who he thought
| Had in his Plainr of kindes describ'd it well...
t The Fagrte Queene, VI, vii9

Spenser was not simply acknowledging his debt’, nor was it any superficial
similarity of situation and subject matter that made him summon the authority
of an old master to cxcuse his supposed inability to describe the Goddess. For at the
core of these cantos are the same paradoxes and tensions to be found in Chaucer's
early verse; tensions that are at one or more removes from the ,real” life that he was
to deal with in his later work, particularly The Canterbury Tales, but which in their
ambiguity and lack of reconeilation remained with him. It is the same forces which
make the final cantos ol The Faerie Queene so disturbing, contradictions held in
their very title: Two Cantoy of Mutabilitie [...] under the Legend of Constancie. The

' This was not of course the first time that Spenser had referred to Chiucer as & guiding master,
:;-'_?ﬂ'pﬁ?m:‘nh i5 an obvious reworking of The Book af the Duchess, and aethe beginning of the 12th Aeglogueal
 The Shepheardes Calander Spenser wrote: . The gentle shepheard satte beside a springe. / Allin the shadowe
of a bushye brere, /That Colin hight, which wel could pype and singe/ For he of Tityrus his songs did lcare™
- (I4). In his Glos, E. K. had already identified Tityrus as Chaucer, and in his dedicatory letter to Harvey, E.

K. suggestod Chaucer had been @ major influence in both form and language. At a time when poets were
Jooking abroad for models, Spenser was making a definite and conscious statement of an English literary
i despite his own use of fareign models, it was only Chuucer he acknowledged. This debt has been
| dacumented, but here the reference comes at 4 developed stage of The Faerie Queene, ut the end of
s own career, and has a wider relevance Lo the problems that he felt they had in common.



ruggle between change and continuity, with which they deal, fallows what had
e to be the resolution that took place on Mount Acidale in Book V1, and
\spme: Natlll‘ff at the end of Canto VIT scems Lo asserl her authority over Muta-
‘::ﬂ???,gand _her righteous doom areads”, It is in ANy ways a merely semantic viclory.
It is more a juggling of words as opposed to a logical triumph, as Spenser makes the
reader aware through the peremplory and undeveloped nature of her statement;

talking about mortal things, Nature states:

being vightly wayd

They are not changed from their first estate;
But by their change their bemg doe dilate:
And tuening 1o themselues at length againe,
Droe warke their owne perfection so by fate...
The Faerie Queene, VIL vil. 58

This assertion of the cyclical nature of life does little to refute the arguments of
Mutability; he claims that change is at the heart of life and that everything is under its
control: the transistory life of man, the earth changed in part and eke in generall®,
while Alteration also claims control of man's psychelogy, and in an ironic comment
touches on the subject of Trodfus:

But eeke their minds {which they immortall call)
Sull change and vary thoughts, as new oocasions fall,
The Facrle Qieone, V1 vii 19

There is an attempt to reconcile the stable and the changing in Nature's speech,
and by placing ,order” as Nature's sergeant’, Mutability is cast in the role of a
disruptive force, a form of evil in the world, Nature at the close has to incorporate
him into the cycles which dominate human life. Tt is an unhappy marriage that
oceupied writers from Chaucer’s period, perhaps encapsulated in Sir Gaowain and the
Green Knight:

A Yere yernes ful Yerne, and yelds never like

The torme to the finisment foldes Mul selden. [4903-4059]

The movements of nature and man may be eircular but they never return ta whete
they were, and in this image, the struggle between order and change lay for both
Spenser and Chaucer, and the former’s reference to his master at this crucial moment
of the Canto, sugzests his awareness of this®

Indeed cycles were one of the structural features of Chaucer’s verse from The
Parliament of Foules to Troflus. In The Idea of the Canterbury Tales, D. R. Howard
suggests that the tales were structurally based on the rose window, which dominated
the cathedrals of the period, with tales connecting not merely sequentially but also in
complex patterns, In Tredies, cyeles laver the background of the poem as well as

I Chaneer was ceftainly not alone in treating this theme. Much of the intellectual thought of the
period concerned the subject, though Chaueer was the first person to introduce the terms | mutahility”
and  mutable” to English in hiv translations of Boethivi's De Consolatione Phifosophiae and Le Roman de
fa Rose. See 10, Morgan, chupters | and 11, Chaweet's carly poems are less stating the problem, and
n'lll?r'-‘: cxploring forms of stability 1o be found within this (cansience, and not only that of cternal
salvation,

inform the story itself: thus the fall of Troy is seen in the complex of history, thwheﬂ ™
of fortune 8 consistently blamed by Troilus and imagery of growth a'ii—:i dt{:a
pervasive. Chaucer even inteoduces his tale in cyclical terms: s
how his adventures tellen
Fro we o wele, und after ot of joie,
Trotlus, Ti, 34
And tl}mt ght is perhaps in Troifus that Chaucer makes his most profound study of the
role of cycles, fate and change, the early poetry reveals that these subjects were always
with him; it is there that he made his first attemipts to articulate the problems in tgrrhs:
of individual fate, the relation of the past to the changing world and the role crf.ﬁrt
itself in providing reconciliation. His was not merely an awareness of mutability buta
consistent struggle to find modes of living and structures of order,

In The Book of the Duchess the reader, the dreamer and the narrator all experience
the cycle of | wo to wele, and after out of joie™ that is alse the subject of Troifus; the
initial sorrow of the Black Knight is tempered during his description of his lost lady,
indeed it is almost forgotten, but then there is a return to the tragic reality when the
Knight’s remembrances finish. This is not a simple return to the point of departure,
however, for the experience of cycle has brought change, and the Black Knight seems
almost purged of his melancholia by the opportunity he has had to retell his story, ,and
with that word they gan strike forth” (1312). There has been movement within the
cyele, a reassessment caused by the simple art of telling his story; art is seen as a way of
organising experience, and telling the story has provided momentary stability, The
purpose of the expedition in The House of Fame is to break up the evcle of the
Drreamer’s daily routine:

For when thy labour doon al ys,
And host mad alle thy rekenynges,
fn stede of reste and newe thynges,
Thou goast hem to thy huus anoon;
And also domb gz any stoon,
Thou sittest at another hook, .,

The fowse of Fame, 652-657

Here the conflict lies in the stability and order of his reliance on study and the past
and the terror and chaos of ,newe thynges”. The Parlicment of Foules celebrates the
yearly Festival of 5t. Valentine's Day, and the formel eagle's decision at the end of
the poem is put off for another year, until another eycle has brought its change with it,
And in this poem such mutability is deliberately contrasted with the eternal harmony
of the spheres. These different cyeles, from those of nature and man's daily routine
m‘ artistic ones, inform the poems with a constant sense of movement which brings
With it images of decay and growth, spring and winter. Even in the formal courtly
hﬂﬂlﬁgmunds there is rarely a sense of stasis, with conformity broken by tiny detail,

The forces of order are set against those of transience, incoherance and loss.
This mutabilitic is never chaotic or should not be; as has often been noted, these
PBEIII'ES are conventional in execution and tradition, often based on previous works.
Their whole approach is decorous, not only because Chaucer was writing for his
courlly audience, but also because art in itself is a search for decorum. Decorum can



ocial statement of stability and order, a set of rules and relationships
_urgﬁﬁisé a potentially chaotic society, [ts vi:]ulc is exemplified by the
ion between the dreamer and master in The Book of the Duchess, where the
« made aware of the difference n social rank, and the dl:canwr has w be very
; f n the way he gives consolation. Thus tlho ugh he has had his own |:r{}hle:nsl with
the dreamer always couches his comments in the safe figures of the past, thml not
flatters his patron, but also generalises the expetience and puts it in context, The
conversation is controlled and conventional; the social situation requires the
‘1o react in a decorous way as well, and it is this need which provides him with a
response to his tragedy, to the disorder and chaos of his world resulting from the loss of
 his wife. Initially the Knight is out of control; his laments are piteous to hear;
Hit was great woender that Mature

Might seffre any creature
To havve such sorviwe, and be not ded,

The Book of the Duchess, 46T-460

The excess is seen as outside natural bounds: it is ,unkynde®;

For he had wel nygh loat his mynde

Though Fag, that men clepe god of Kynde

Were Tor his sorwes never so wreth,

Phe Hook of the Buchess, 511-513

When the Knight notices the dreamer, he must control himself, and it is the social
literary conventions that he uses to do so. When encouraged to tell his tale, by
using the stock forms he generalises his tragedy; he can then relate himself to the
world, to the order and social norms which had seemingly been snatched away from
him. Thus his discription of the Duchess is not simply a classic example of courtly
convention; its arl and distance help him cope with disintegration, Chaucer uses his
description of nature to make a similar point about the Knight's tragedy and sense of
separation, The deseription of the copse in which the Knight is standing seems to be
a conventional courtly paradise, but Chaucer adds:

Hyt had farpete the povertee

That wynter, through bys cald morwes

Had mad Byt swffve, and bis sorwes,
Al was forgeten and that was sene

The Book of the Dychess, 410-413
This functions in two ways; first it associates the Black Knight's prief with nature,
and so the emotions can be seen not only as personal, but basic and clementally
connected to everything around him. Secondly the present order and joy in the wood
subtly remind the reader and the patron that the sorrow will pass, with the same
transience as did his wife,

To find the Black Knight, the Dreamer was led by a whelp down a | littel used"
trail, away from the noise and bustle of the hunt and society, all of which stresses
the lonliness of the mourner, Even here, the precision of the deseription demonstra-
tes that this is a false position, for:

Every tree sioad by hymesclve
Fra aiber wel ten foot or twelve,.,
Tlhrie Beaeske of the Dughess, 410-430

Despite this distance al the base, the tops of the trees were so entwined that

They were ol wn ynche asonder — 4
T it was shiadewe overal under, " i,
The Book af' the Ducherr, 43543 R
Thus though he is going through a private tragedy, he remaing g part of the m:.;;;:ﬂ‘“c
whole. From his position of unnatural lonliness and despair, the conventions of
literature and decorum provide him with a method of return and control. It is not
that his sadness necessarily disappears, rather that his experience is ordered and he can
return to society: he ,gan homewards/Forth to ride” (1315). Though he has ch_gd.f
with his experience at the close of the poem, he has not, openly at least, answered his
own ,complaint™, There remains to him the unanswerable Why? and that ,fals
Fortune™ which grows flowers on rubbish. He makes no open comparison between
the mutability of life and the permanence of heaven, though as shall be suggested
later, the Poet may do so. It is not the explicit contrast that is drawn in The
Parliament of Foules or Troilus®. There is however an obvious tensions betwenn the
static idealised portrait of Blanche the Duchess, the fact of her death and the
The suggestion that Chaucer presents art and decorum as one of the ways in which
order can be maintained, is carried further in his employment of the  auctoritee”
of past authors. There is no need to stress the conventionality of most of the early
verse; much was cither straight translation or adaption from French verse, What is
important is the use he made of these forms and images, manipulating them to his
own ends. In this context, however, this sort of imitative art can be seen as using
established forms to order and establish decorum in his own artistic work and ex-
perience. Note when the dreamer wakes up in his dream in The Book af the Duchess,
and hears the birds singing outside, he is in a room which has scenes from Le Roman de
la Rose on the wall, and the windows through which he looks at the outside world are
wrought with the story of Troy. Such authorities are as stable und permanent as
anything he can find, though his image of Fame as a castle built on ice reveals that even

! €I Spenser’s Duphneida, which is an obviaus imitation ab the Soek of the Duchess. The idiom has
shifted from the courtly Lo the pastoral, and Nature, ‘stepdame, eruele, mercilesse’, takes on the role
of Fortune, There i no reconcilistion even at a sacial leval; the looser velationship hetween writer and
mourner, und the lack of saelal ug opposed 1o literary convention between them, all undecline the crucial
rale they pluy in Chaucer's paerm, The shepherd Aleyon is a secvant of Nature, seen in and out of harmany,
and it is to her that he addresses his compliint, Compare this with the complex iconographic role nature
Plays in the Boak of the Duchesy where cyelical nature I8 seen as o medigior between humanity and (e
eruel ransicnce of Fortune, Note in e Mugabitivy: Cantos, Natare's tole hus shifted again, and Spenser
WIS not averse to using nature in an iconograplic way: The Faerfe Quecne, 1,1, 131,



an disappear, their names cgn mf:]l iy, LAuctoritee” did, neverthe-
ucE.'I' some basic reference poimts frivm '-A-'|‘|]C.|‘| I':'I. Wl.flr.k and he nsed Il].gl_"rr'l
emely complex and subtle ways, often as a technique for dfslanciﬂg hirrfscll s
[t has been noted how little Chaucer tended o generalise or pass didactic
n his verse; within his world things tend to remain ambiguous and non-
mmital. But when he is retelling ald tales, the stories of the masters, he often
imself to generalise as it time had approved, Thus in The House of Fame
g his rcif:lling, in fact revamping, of the Acnicd:

Far this shall every woman finde

That some man, af bys pure kynde

Yol shewen outward of the fayreste
Tyl he have caught that what hym leste,

The House of Fame, 279282

Despite the fact he had totally reworked the story, and despite the fact that the
Coriginal version was not making the same point at all, its authority allows him to
make larger comments through its texture. Fle rarely does so in his own material,
Such use of authority and sourees is further developed in Troffus, There, his constant
‘assertion that statements and actions were the responsibility of his source, ,myn
“auctor called Lollius” (i. 394) even when patently untrue, allowed him to retain the
ambiguous pose which makes the poem so tantilising. Equally he used literary images
and knowledge of the Troy story and other legends to guide the reader, A close reading
of the first 200 lines of Book I1 shows how the interweaving of such images as Janus,
Philomel and the Oedipus Story provide the reader with a detailed moral tissue®,

These sources, old tales and figures, were used as a base, as artifacts with stable
meaning, in 4 world shifting both physically and morally, They defied this. It is an
authority both questioned and affirmed by The House of Fame.

The ,Aeneas"” story is narrated from the decorations on a panel ,wythyn a temple
ymad of plas” (120), The process by which Chaucer narrated this section is interesting
tor its unrecorded shift from the material to the deamatic, from the dreamer describing
the panels (There saugh I, 1. 152, 174 etc.)* to the dramatisation of the scene betwenn
Aeneas and Dido lor the tirade against man's unfaithfulness. This use of the old to be
revitalised in the present seems typical of Chaucer’s vision of ,auctorite”, not as a fixed
and dead series of wisdoms but as living and relevant in the hands of the present, At
the close of the Aeneas section, the temple becomes a church:

wi Loree™ thoughte 1, | that madest s,
Yel suugh | never sueh noblesse

OF yeuges, ne sueh richesse
As T saw gruven in this chirche”,

The Hause of Fame, 472-475

! Note also that Spenser himself referred 10 Chiucer's use of Alune as a source in his own reference
quated at the start of this acticle (The Faerie Oweene, V11, vii, 9,

* The same expression permentes the later seotions of the poem os well, suggesting that new
experience, ag well an old works, was for the artist o process of observation,

The use of the word ~ymages" refers not merely to the statues and artifacts which
made up the brass panel, but also to the extension of them in the ideas and suidanee
which ﬂlc?}' provake, The stability of this opening section, as the dreamer stﬁti:ﬁally
narrates irom within the church looking out, is in itself an image of order, When the
story 1s .fmishu:t and the dreamer leaves the temple, he loses both this richness and
orientation:

When 1 out al the dares cam,

1 faste abowt me heheld.

Then saugh T but a Jarge feld,

As far as | myghte see

Withouten toun of house or tree

O bysh or grass or ervd lond,

The House af Fome, 479:484

This image of the Libian desert is startling for an urban marn, running between his
aecounts and his books, The losing of his source of authority s obviously profoundly
important and confusing, This contrast is further stéessed in Rook 11, when he has lost
control and is openly frightened, In Book I he has been calmly, even arrogantly
dealing with the past, while in Book 1 the dreamer is gripped by terror as ke is taken
away from his books and routine by the eagle. The cagle makes him experience hfe,
suggesting how limiting and inhibiting the reliance on study and authority can be,
The lack of any real spatial sense in Book I1 is laid against the image of the Dreamer
sitting over his books in his little room, Order and Stability arc seen as spatially limit-
ing and are contrasted with the need for new experience, charged with a potential
at once frightening and perhaps chaotic.

In fact, his image of the Temple of Fame questions even the stability which the
dreamer had relied on, by emphasising the arbitrary nature of reputation, both in
terms of its making and its keeping. And from the House of Fame the dreamer ends
up in the chaotic house of Rumour, 4 labyrinth in which there are no certainties and
no directions. At least within the House of Fame there had been some semblance of
order, The Goddess of Fame passes judgement on supplicants; with the  black and
whit" trumpets, the scene is some sort of earthly last judgement, an, at least tem-
porary, organising and classilying of the past and present into the future; those who
are successtul become part af the structure of the temple itself, But unreality is here as
well, after the Libian desert at the end of Book 1, this is a polar region, The return
'lf} the natural world in the form of the Laboryntus” is no respite; here the images of
Nature and the ,real world" are.dominated by movement. The house is made of twigs,
leaves and trees, but is essentially nothing but noise for al the world"; it is deseribed
nat architecturally but thus:

This hous was also ful pypges
And ulso Tl eke of chirkynges,

And of many other werkynges,
L The Honse af Fame, 1942- 1944

Glll 'Op of this lack of physicality comes the repeated image of a cage enclosing
this narchy, As an image of the world, it displays chaos and captivity, a long way
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fram the setiled position in Book 15 the clear-cut decisions of the ({ause of Fame
are also lelt behind:
Thus saugh 1 fals and soth compound,
Fhe Flogioe .-.!.l".n' wibe, 210
With its mention ol pardoners and other subjects, the warld is Shil‘ting towards that
of the Canterbury Tales, Within The Howse of Fame, there thus scems to have been
a shilt from the stability of the early section through to a chaotic world with no organ-
ising principle. The loss of any sort of Lauctoritee” has lefl the poet and the workd
with noething they can cling to; thus while the early sections suggest the dangers of
being tied Lo study, Lhe lalter suggest that experience without its puidance is difficuit
to contral. The clase of the poem. as it stands in its unfinished state, reinforees this:
Atte laste v saugh a man
Which that v { nevere) nat ne kan;
Bur be semed for to be
Aoman of gret auctorite...
The House of Fame, 2155-2158
The contrasts in these two poems, The Book aof the Duchess and The House af Fame
are cenired on the balance between the personal and the social, and the past and the
present; in The Parfiament of Fouwles the focus shilts, Tor the Somuium Seipionis nol
only stands as an old authority but also contrasts the atemparal world with the tem-
poral, the cyclical and transistory with the permanent and eternal. Onee again there is
the tension between order and change, this time not only within nature’s kingdom
but alsa between the mortal world and the sterry place®, an aspect not explicit in the
other two poems, The section dealing with Tullus of the Dream of Scipioun is one of
contrast with the rest of the poem.
Oure present worldes Iyves space
Wiz bt g maner deth,
The Parvliament of Foules, 53-31
and that 1o come is one of peace and order. (Note hoew Chaucer's access to this
comes from the authority of
A ok was write with letires olde
Ank therapan a cerryn thing 1o fevng
The Purligment of Foles, 1920
though this is said with a touch of irony.) The image that Chaucer uses is that af
music, from the Music of the Spheres, which he had used with the birds’ song on the
narrator’s roof in The Book of the Duchess in a more natural form, Alvicanus showed
Sciplo:
the nyne S|‘.IIH’IZ‘.H
And atter that the melodye herde he
That eometh of thilke speres threes thre
That welle 15 af mucik and meladye
In this world hece. and cavse of armonye.
The Partimmeni of Foules, 59-63
This scene 15 the most explicit statement of the Christian life after death that Chaucer
makes in his early poetry. Scipio is instructed not 1o take delight in the world, and that

e e

shad

13

harmaony will finally comes. The reader at line 83 is returned to the eyvele of days, and
prepared for the world of birds with a reminder that man is not the anly animal which
is at once cyvclical and transitory:

The day gan fallen, and the derke nvght

Thit reveth beastes from hece besvaesse,

The Parfiamenr of Fovles, 85-86
For the Garden in the poem is no paradise, but like the House of Rumaur, though in
a much more decorous form, an image of the world. Here there is structure whereas
it the former there was none. Within, the two extremes of the gateways merge,
Just past ,peace” and .patience” roams ,the bittere goddesse Jealoisie® (252). Lust
and Curteysic are mentioned in tandem, recalling the generalisation made in The
House of Fame quoted above (279-283), The dancers in front of the Temple are the
disciples of Bacchus; they are dishevelled and are not all «Fayre of hemself™ (234 PE;
they dance ,yer by yeere®, .that was here offyce alwey™ {236 PF). Here cycle and
z,aiwuy" are again seen together. The arrival of Nature stresses this ambivalent air; she

is at once
0 Quecn

That as of lyght the somer sanne shone

The Parligment of Foules, 2807-2808
but mutability is also there, While she is compared to the stars, she is sitting on flowers
an:_j greenery that earlier stanzas have revealed to be temporary in their splendour,
This is further amplified by the transience which requires the hirds _te cometh of
engendure” (306). There is a need to look to the future, The parliament itself displays
the hicrarchies and social orders of the world under enormous stress, and with them

the whole courtly tradition. Again when compared with the positive role he found for

such tradition in The Book of the Duchess, the ambivalent position of the dreamer
Aappears. The whole meeting almost dissolves, and the system whereby every soul had
Whis own place® still leads to noise and arguments, It takes Nature to really control
them:  Hold your tongues there® { The Parlimnent af Foules, 521). So even in this formal
Eﬂl']c?en the tensions which Spenser was also trying to resolve appear as they had done
earlier,

“But whereas in his pastoral form, Spenser does not offer heavenly consolation in
Bapfmgr‘.s.fa and The Mutability Cantos (though he does perhaps offer some sort of
Platonic resolution at the end of Book VI of The Faerie Queene), Chaucer does. This is
NOt merely in the opening section of The Parlianiens af Faules with the obvious contrast
311;;. heavu:llly harmony and present transience, which was to be cmployed again at the
Eéi;‘;ﬁoiiﬁffmr when Tmi]uxl Ecrr;::ks back upon the world in much the same way as
Shen asked to, The resolution in The Baa.»’c_r:_;" the Duchess was for the BlackKrlught

tch meant he was able to return to society. But as suggested abaove, there is no

—

[

M:'wmhiug'; commentary, which handed down the Somufum Scipionls Tram Cicero's De Re Publica,
A incaley luble influence an the Middle Ages [0 1t is a simple expression of Contemptus Mundi®
futility g??:n 1968, Chapter 1). There seems to be an ironic contrast between this cxpression of the

tman life and the picture of the Garden snd Parlinment, so full of vitadity and humour,



he has answered his attack on f'-OII"LllilG, nor seen the position of man in
et oFthe wc:rId,. any more than Aleyon in Spenser’s Daphnaida, 1e may have

e e lace in his ability to use so cial conventions and are, but he has not placed these

f:'_a“.ﬂﬂ _s::i;; context, But the Dreamer at the end, and so also the poet ta his patron,

&mn:]iint at heavenly as well as SL‘.IL'1£1|Ici}llﬁi}litli_ﬂﬂ. Thisis nuulu:- CVEN MOFe conerele if

the Patron for whom the poem was wrilien was indeed John of Llaunr,_ The:rf: 15 o need

to delve into this problem here’, but if he was the patron the following lines gather a

double significance as the Dreamer describes the Knight returning to the world:

With that me thoghte that this kyng

Cran homewards for 1o ryde

Linto a place, was there besvde

Which was from us but a [vte,

A long castel with walles white

Be seynt Johan! on a cvehe hil

The Boek of the Duefesy, 1314-1319
The castle bells then go on to strike |, houres twelve”. John of Gaunt was the baron of
both Lancaster and Richmond, and so the puns in the above can be said to reler to his
social responsibilities; he returns to lemp ecastel, or Lancaster, and to ryehe hil or
Richmond?®, The exclamation ,Be seynt Johan® which stands out as a rare Christian
oath in the poem, can with the idea of a castle on a hill lead the reader 1o St John's
Revelations:

And he carried me away in the spirit to a great and
high mountain and shewed me that great city, the holy
Jerusalem descending out of heaven

from God . and her light wis like unto stene mosi
precious L. and had grest wall and hagh,
Cho 28 v 1o-1
Though perhaps not a source, the holy Jerusalem was seen as a walled city made of
white walls on a mount. Combined with the ringing of the bells twelve times for the
twelth hour, there lies the suggestion that the Knight not only returns to his social
responsibilities but also 1o future salvation.

In neither Daphnaida nor these carly poems does there seem to be a full assessment
of man's position in the world itself within the forces of stability and mutability, even
granted his potential salvation, The situations in The Book of the Duchess and
Daphnaida are the same, with man cruelly deprived, but neither leads to any real
understanding of fate and fortune, or of free-will. 1n both, hate for fortune, for the
transicnce of joy, ate expressed but there is no real exploration of this, Essentially they
express hatred for the position in which man is placed: within cyeles and confronted
by the fact of death, in spite of having free-will. In the Seventh Canto of Mutability,
Mutability was seen as the enemy of order and a rival to Nature, and the latter rather
like some Deux ex machina says that changes is in fact merely subordinate to the cycle,
The present article has looked at they way in which this unsatisfactory tension informs

' For bibliogeaphy on this subject see F, N, Rabinson, 1977, explanatary fotes p 773,
* F. N. Robinson, 1977 — explanatory notes (o line 1318, p. 778,

|@
Chaucer’s early verse, By an extenston of this, which involves the whole

: : prob
order, change and the warld. s the problem of man’s free-will, and of prégésjii??ig

which is God's order. Thyg man can identify himself with change at one level, Th
Farliament of Foules dramatises the situation at the close of the poem when the dc::lisi. S
musl be taken. In the :'c]atioushjp between Mature and the formel eagle, there is.crn
outline of that prevailing between God and Man, and the  hard grace” :;uf the w:;ld
{The Parlioment of Fowles, 65). When the formel is {irst introduced it is with the same.
tones as those recalling God's relation Lo man:

Bant 1o the point: Nature held on hice hond

A formel egle, of shap the gentilicste
That evere she among hire workes fond,

; The Parfiament of Foules, 372-374
It is that of the benign look of the creator on her s pecial child, When the final decision
must be taken at the close of the ordered and formal debate, she gives the bird

hier owne elecioun, [621)

and 1h_:: bird replies, but the fear that exists in the relationship is obvious. The freedom
tor decide is there but final power always lies with Nature;
With dredful vois the formel tho answerde [638)

and she is granted her plea to wait another year, to decide, also perhaps to see if any
n:l:tange has come upon her suitors, This is a different situation from that of the other
birds, who seem to pair naturally; it is only the pairing of the special child which
involves choice and therefore debate. Thus the free-will is granted, the symbol of
humanity, but only within the larger context of Nature's control,

This is an important corollary 1o the themes of order and mutability and was later
to be explored in Troifus, where the hero’s refection of the existence of free-will is tied
into the whole nature of his relationship with Criseyde, which attempts to deny cyeles
and the movement of the wider world around them. The Troilus can be seen as a
bringing together of the ideas Chaucer had explored in a different idiom in these early
works. For as Spenser suggested in his invocation of Don Geflrey, these works do
provide a complex picture of the tensions existing in those forces which bring order to a
world dominated by transience. In The Book af the Duchess Chaucer looks at the
individual's response and the potential cocial solace; in The House of Fame 8t the
relationship of past to present, at the need for authaority; The Parliament of Foules
moves on to the internal conflicts in the world and their contrast to the eternal
harmony of the spheres, These are subjects that never leave Chaucer and return later in
more ambitious forms. So when J, J. Morgan Jor. comments in his study Chaucer and
!{w Theme of Mutability that not much ctitical work had been done o mutahility in
Lhﬁll{cur, ind suggests that it is because the final impressiod ieft by the poetry is one of
whife-in-fullness and life-in-abundance® (p. 19), he is surely touching on the essential
tension which gives strength and ambiguity to both this and Chaucer’s later verse,

tWeen transience and the need to live, with the forms needed to make sense of life.
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EwaA M. KEBLOWSKA - EAWNICZAK

ON MANNERISM AND MANNERISTIC ELEMENTS IN THE EARLY WORKES
OF JOHN LYLY*

The aim of this paper is to state certain general analogies between what seems
to the author to be Mannerism in fine arts and Mannerism in literature on the
basis of John Lyly's catly works.

Mannerism as a historical phenomenon belongs to the most debatable problems
both in the history of art and literature, Various attempts to describe and define
Mannerism — especially in the field of the visual arts — as undertaken by & great
number of scholars have hardly resulted in unanimity as far as its essence and range
are concerned. Even the most inclusive approaches as the historical one by Hauser
(1965) and the typological one by René Hacke (1957) do not provide a basis for the
interpretation of all Manneristic artifacts; hence in recent descriptions there prevails
a tendency to restrict the application of the notion of Mannerism to ane homogeneous
group of works of art and literature most frequently defined as manierose or
belonging to the Maniera (Biatostocki 1970 107). Unfortunately these concepts
are often limited to a number of characteristics concerning only the formal aspects
of the sixteenth-century art and do not provide a more profound explanation of
their occurrence. This attitude, apparently more explicit, does not really contribute
to-a better understanding of this phase of the development of European culture.

Any adequate presentation of Mannerism must determine its place in the develop-
Ment of the European culture especially in relation to both the preceding and
fﬂ!iowing periods. From the chronological point of view Mannerism is generally
Sa1d 1o have occurred between the Renaissance and the Baroque which, however,
dPﬁS' ot exclude a parallel existence of Baroque and Manneristic tendencies. The
Wajority of scholars are agreed that Mannerism started in Italy jn the 15305 and spread

slowly all gver Europe. About 1580 it appeared both in the Netherlands and in
Englang,

e

* The Tollowing discussion is an extract from a broader study: Mannerivtic Elements in the Farly

Comedies 8y Jokn Lyiy, unpublished M, A, thesis, University of Wroctaw,
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Despite great differences, both the Medieval and the Renaissanee art can be
treated s similpr due 1o the domination of the religious, e, Christian communicated
structire* which was expressed by means of architectural forms, sculptures and
figurative paintings in a clearly specified manner. Early gothic an was extremely
symbolic; for example, there was litthe differentiation of features in partigular pre-
sentations of human beings. As far as architecture is concerned it was Panofsky
f1971 : 33-63) who first explained how the assumptions of scholastic philosophy were
reflected in the design of a Gothic Cathedral, how every element, space, ete. were
meaningful. It cannot be overemphasized that the form of a Medieval work of art was
totally dominated by the religious content, by a unifying vision of the Universe where
the relations between the microcosm and macrocosm were ¢learly defined. This
domination could and did lead to certain deformations so as Lo stress the elements
which conveyed the meaning,

An analogous situation can be traced in English drama before the so called
Llizabethean Period where the religious content dominated over miracles and mo-
ralities. The behaviour of the characters being mainly virtues and vices, good and
bad angels as well as other allegories was well delined, The human character was
an universal type of man and the plot could not vary to a great extent as the end of
human life was either damnation or salvation. Although mystery plays continued
to be performed certain changes can be noticed towards the end of the fifteenth and
in the early sixteenth century. There appears a new term in the history of English
drama, namely, interlude. Interludes, apart from being presented by professionals,
and what is more important from our point of view, introduced and developed
a number of new subjects. As far as the comic interludes are concerned some of them
were adaptations of foreign plays (Celesting) while other ones were closer connected
with the native tradition (Hick Seerner). Although the playwrights' attention seems
to be more and more directed towards intrigue as well as other comic elements, both
moral instructions and conclusions appear in many plays (Nicoll 1973 : 48, 53).

In the late Middle Ages and especially in the Renaissance the naturalistic tenden-
cies became prominent. When speaking about naturalism? it is important to stress
bath its objectivity and idealism restricted by certain norms. It was accompanicd by
the Christian view of the Universe, the ground on which the ancient prescriptions
concerning both art and literature were accepted. The latter period is also marked by
an immense increase of non-religions works of art and literature, Nevertheless the
influence of the Christian ,Weltanschauung” upon the structure of both religious
and non-religious works, for example, paintings and frescoes is obvious. The
difference between Medieval and Renaissance artifacts derived from the fact that the
artists of the latter period made extensive use of ull the achicvements of science in
order (o fulfil the requirements of mimesis (Le Coat 1975 @ 13-29).

¢ The term n used according 1o Lawniczak W, 1975,
! The term ‘naturalism’ appears here in the sense in which it |s used by the an historians with
reference to, for example; Guthic art,

b o i S

Due to This siluation the artists were mainly interested in how
(Le Coat 1973 ; 105-110) and how the beatiful can be renderec
so many prescriptions that an artist's freedom was limited to i :
generally, there was only one direction in which art could evolve,

The attempt al u perfect rendering of nature had its souree in
doctrine, especially in the writings of St Thomas Aquinas. According
only God was able to reflect upon Universe as a whole and perceive

God, allowed them to depict things very closely 1o their real nature, This i
explanation of the existence of a trend in the Renaissance and a futuy
reference for the new concept of art and artist, the establishment of the
(Klaniczay 1977 : 204-206). According to this interpretation Renaissa
cannot be considered as atheistic, as opposed to the Christian culture of
Ages.

A number of political, economic and social phenomena (Hauser 1974 : 29
contributed to the rise of Mannerism, Among those usually mentioned ar

possibilities of penetrating nature by means of science, It was a time when the study
of magic, treated as the only science providing insight into the mysteries of both the
Universe and human life, reached its summit (Klaniczay 1977 : 88-92), The homo-
geneous vision of the world ceased to exist and the stress was shifted from the univer- .
sal, objective to the diverse, paradoxical and subjective. The result was, that both in 1
the fine arts and literature, the rules of rhetoric were either destroyed or deformed
in a premediated way which caused various effects. To the twentieth century
audience some of them appear as highly expressionistic, other ones as  basically
decorative with the domination of efecutio in literature and experiments with colour,
light and some purely ornamental elements in fine arts, The changes affected also
music which turned from musici mathematici 1o a contrapunctal style, to various
melodic lines sung simultaneously so that the words could not be understood,
which was against the rules of mimesis (Le Coat 1975 : 20).

An englightening comparison can be provided by two versions of the Last Supper
~— the first by Leonardo da Vinci and the second by Bonifazio Veronese, In the case
of Leonardo’s painting mathematical perspective, the symmetry of the eomposition
as well as ils generally ascetic character emphasize the importance of the content to
which they are subordinated. Tn the case of the latter painting everything is uncertain,
indefinite: the place and time, the character or importance of the meeting as well
as the general message. The various clements of the composition as for example the
landscape and the particular groups of Apostles form a number of centres — none of
them superior. A similar situation can be traced in literature where some authors
as for example Websier did not aim at a closer drawing of characters, a consequent
development of emotions and plot (Strzetelski 1968 ;| LXI-LXII).

From the point of view of the intrinsic development of art, the Renaissance
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brought to perfection the type of artistic activity based on mimesis, in which alter
Michelangelo, Leonardo da Vinei and Raphuel produced their most fumous works,
ne room was left for either novelty or improvement. At the same time the seatus of an
artist was clarified which encouraged, among other things, the emergence of the theme
of an artist with a stress upon the creative aspect of his work as well as a greater
interest 1o art (and literature) as an independent phenomenon among artists them-
selves (Wikrlenberger 1962 : 160-168). It lead Lo a conscious rejection of the external
influences, especially of the rules derived from the blending of the Christian view upon
life and the elassical aesthetic ideals. Giorduno Bruno, for example, considered
imitation of naturc an activity worthy of an ape and not of an artist (Klaniczay
1977 ; 188-190). A real artist should create something new, unparalleled and there-
fore it is impossible to establish universal rules. Bruno introduced scepticism and
relativism 1o aesthetics as well as imposed a kind of mystery upon the notion of beauty
which he refused to specily,

The ahove views resulted in a strange (from the Renaissance point of view)
unconventional presentation of Christian and mythological themes as well as a differ-
ent attitude towards the portrayal of the human being, The Manneristic portrait
makes an attempt at rendering the individual character of a given person, to stress
that which distinguishes this man from other people while the previous portraiture [
aimed at conveying the generally humane, This tendency is reflected in the growing
interest in lyrical elements both in poetry and drama, |

To sum up, in contradistinction to the Renaissance standards, Manneristic works
of ant, literature and music were based on individual artistic concepts and a deep |
concern for the essence of artistic activity. Due to this they were considered as !
atheistic and strongly criticised by the ecclesiastical authorities as useless and harmful ‘
(Klaniczay 1977 : 195-197).

Although Manneristic art is, by assumption, based on individual concepts it
seems feasible to distinguish two main tendencies. The first, that might be labelled
as deductive” states its attitude towards God, man nature and artistic creativity in
terms of theme and general changes in composition. There are either new frames or
from the Renaissance point of view no frames within which the Manneristic philo-
sophy is expressed. The second, which could be called inductive, exists 1o a preat
extent within the old frames, still within the scheme of the basically or apparently
Renuissance composition, It tends to secumulate some elements in an unusual way,
o use numerous ornaments and technigues which never occurred simultaneously or
to make slight changes which destroy the old works from inside, The Weltanschawung
is not expressed in a direct way but can be only deduced. John Lyly's carly works
represent the second rather than the first tendency, A good illustration of the two i
tendencies is provided by The Fall of Glants ereated by Giulio Romano on the one
hand and frescoes in the Sala Paolina of the Angel’s Castle in Rome (painted by
Perino del Vaga) on the other hand, The whole fresco s a set of illusions and antitheses
which are not subordinated to one aim but lead an independent life in various places
of the composition. The apparent fire place, the illusion of the open door as well as r‘

the tondos exist separately and do not contribute 10 cither
Aheme®,

Munnuristic art, literature and music were usuyll
connoisseurs oflen assocwted with a court, Tt was {!;’wﬂ;:md.
owners were real collectors as at Fomaineblean and in Prague d
Rudolph [1. This might have facilitated the change of the Horacian
ctare — uccepted in the Renaissance — to delectare only in Manne
art were created to be admired as artifucts and their other functio
disregarded or provided only an excuse for creating a beautiful
example is the marvellous gold-work by Cellini. Manneristic literal
comedics by John Lyly provide a sample was to please either the
audience and not to edify. Such requirements as the display of th&';a
and erudition, a frequent occurrence of striking ideas and unusu
conceits as well as techniques resulted from this situation, 3

Another characteristic feature oflen considered to be a common deng
of Manneristic artifacts is the elMect of artifice and artificiality to be foun
in the form but also in the content (Freedberg 1965 187). This seems to be an
of the attitude towards a work of art (und literature) as an independent ¢hlm'n'|'l
nomenon and therefore related not to nature but to cultural tradition, il

According to Sherman (1970 : 109-116) this tendency was fully reflected ir
pastorale invented in the time of Mannerism in Italy (a representative example
Guarini's Pagtor Fido). Tt was a kind of completely artificial work; the characters
were nymplhs and shepherds living in a ficticlous country were love relations, most
frequently, provided the motivation. However, it was not the intrigue, not the con-
tent of their speeches or dialogues but the language which was of primary importance.
They made idealizations of classical idealizations (Freedberg 1965 : 188) which was
already intellectualizing, an extreme aesthetic deliberation rendered with a perfectly
controlled technique, The difference between the Renaissance and the Manneristic use
of what can be ealled quotations or ancient models is that the Renaissance always
aimed at o synthesis of aesthetic ideals, the Christian doctrine amd nature, while
Mannerism appears to be fascinated by pure aesthetic ideals, models subject to no
external values ar any kind of external reality.

As far as the relation between Mannerism and Baroque is concerned the latter
preserved many artistic achicvements of its predecessor. It also accepted the auto-
nomous character of art and artistie ereativity although art became loyal to the
Church. In the period of Baroque artistic achievements were subordinated o one
Weltanschauung which affected the composition, If we compare o Barogue and
a Manneristic fresco, both using illusionistic effects, as for example Giulio Romano's
The Heavenly Temple in Palazzo del The and The Allegory of the Jesuit Mission in the
San [gnazio Church in Rome by Andrea Pozzo the differences are easily discernable.
In the latter all the elements are subordinated to a single centre and although the
details might be similar the total effect is different. In literature this is reflected in
the arrangement of the world presented in Lyly's comedies, on the one hand, and
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in Jonson’s Cynthia's Revels on the other. Only in the lulter case the character of
the Queen [unctions as the organizing centre — u moral authority,

If a series of antitheses, both in poctry and drama, leads to nowhere it jg probably
a Manneristic work; if it ends with a conclusion or a moral statement it is probably
Barague. The above differentiation seems to be the most important,

Manneristic elements which can be traced especially in the early comedies by
John Lyly as well as in Euphies belong rather to the Jinductive” tendency, Lyly is
not an innovator but & brilliant organizer of already existing material, The grounds
on which it is feasible 1o classify the comedies as Manneristic are the arrangement,
the use of Renaissance, Medieval and classical models — the change of their function,

The unifying function in comedy — expressed by means of mathemalical per-
spective, light, colour, ete. in the fine arts — was assigned to a well-knit plat which
allowed a logical development of action in the subsequent scenes leading to a clear-cut
dénonement and a happy ending where all the characters who revealed their virtues or
at least whose intentions were good, were rewarded while those who showed no
sign of moral goodness (according to Christian moral standards) were either punished
in a definite way or excluded from the circle of the happy ones. The well developed
plot was indispensable to provide a test: obstacles and situations were included in
which characters could either prove themselves virtuous or turn out to be villains.
The structural elements of comedy were subordinated to the principle of prodesse
which implied judgement. It is worth mentioning that the function of edification was
also emphasized by a number of both sixteenth and seventeenth century commen-
tators and writers, notably by Philip Sidney and Ben Jonson (Herrick 1950 : 54, 174) ¢,

Contrary to the Terentian type, the organization of Lyly's early comedies is based
either on debate such as Campaspe and Sapho and Phao or on a harmonious variety
such as Galathea and Love's Metamorphosis®, Debate as such existed already in the
Middle Ages and had become a frequent form of eatertainment long before Lyly
wrote his comedies. However, Lyly's use of the debate structure differed from that
of his predecessors (Hunter 1962 ; 161-192), From the viewpoint of Mannerism the
most important difference between Lyly's application and the preceding ones is the
absence of judgement; it has a non-teleological character. The author organizes wit
around debate, presents various attitudes, often in antithetical terms, towards for
example love, as in Sapho and Phae and magnanimity, kingliness as in Campuspe.
The attitudes are not expressed in a clear, univocal manner, for the sake of arguing
a point of view. Lyly seems to be interested only in creating a situation which enables
him to explore its ambivalences in a witty and playful ¢'...ogue. The role of a king
(in Campaspe) is juxtaposed with the roles of a philosopher, an artist and a lover.

PThe alove quoted publication by Herriek i considered, by the author of the present thesis,
only as a useful source, otherwise unavailahle, of information concerning the history of thought,

Y Love's Mesamorphests, although a later work, was ineluded in the following discussion due to
the existence of un earlier version upon which the Jater one was based, The author of Uhe prosent paper
velies an the chronology, the problem iself being of little interest to the author, suggested by Bond, W, R
in his edition of The Coamplede Works of John Ly, Oxford: Al the Clarendon Press, [-111.
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The aim of the comedy is not to judge the qualities of Alexander as a great ruler, (o
satirize his inability tg paint, his incompelence as a lover or his failure in the role of
a philosopher, The theme of the debale provides only a feamewaork for 4 number of
loosely connected scemes which reflect the absence of interest in 4 well-knit platg,

In a play that follows Campaspe, in the somewhat shaky chranology of Lowly's
plays, the treatment of the form of debate as u mere framework and the absence of an
interest in intrigue are still more explicit. The situation remains virtually the same
:hrnu;]‘_mut the whaole play, The static character is preserved due to the mainly indirect
expression of feelings which helps to avoid conflict and in consequence does not
resolve action. Sapho and Phao can be viewed as a series of tableaux showing
cvarious ideals of love as presented by the court ladies, Venus, Sybilla and Phao,
Despite the accumulation of contrasted attitudes they hardly work out the debate
there of love versus chastity. There are ample oppartunities for eriticizing or cven
satirizing some of the approaches and yel Lyly refrains from judgement which distin-
guishes him from the later Jacobean taste for realism and satire as for example in
Jonson's comedies presenting man's corruption, Although the opening scenes of
Jonson’s plays are as varied as Lyly's the diversity is arranged to point forward to
later events leading to a clear dénouement where othe middle ground of minor
:weakness 18 left vacant; virtue, vice and folly are all shown in their most exagprerated
and_mutually opposed forms" (Hunter 1962 293). The problem of the moral versus
the immoral is not important in Lyly's comedies and reflects a Manneristic attitude
towards the function of a literary work.

The next two plays to be discussed are Galathea and Love's Metamorphosis which
are deliberate exercises in the pastoral mode. In the carlier plays it is still possible
tp'ﬁl:td some references to reality, for example, the idea of a court, of a ruler surround-
ed by pages and court ladies, of a councillor and a scholar, On the contrary the world
presented in both Galathes and Love's Metamorphosis s totally artificial, In the
debate plays there was still the debate theme and a central figure which contributed
tﬂ'-t‘hc unity of the plays, The construction of the two pastaral plays is based on the
variety andlﬁccumufalian of similar experiences explored in different Ways,
and-l;!r:; fﬁ::l;:l.‘ Wfl-i:.;h is repeated St?'l.—:eru] times in Galathea is the Hlitumicm of dispuise
o gct-: n w l;;{.‘h xhuws the El.bl]ll?f Of. hntl} men :mi:l gtnds to dissemble. Although
i't:"i'.?':.né;t iy p::.~ss:l @ *':.’ mtulrpnft thg disguise of both Phillida and Galathea as hetrayal
S e wa:i t Imy h:uncm:-n in th1ls Com dy.' Here they belong to a series of juxtapos-

S ‘m.. ¥ I}r Seems to huvel m-:lulgilad in bath i play on words, ideas, attitudes
gL 1_1 Uations Elm the sake of delight which is a typically Manneristic point of view.

@iiﬁﬁﬁg};hkﬁ };:c:unsmlwlinn of his cmmj-dics was probably a conscious artistic

o can be proved by the explanation Lyly includes already in the epilogue

Supho and Phao:

:.'rnh:g:::?,], !::;:1 ;Lnu ; Tm.mlku oftentimes ."" ene pathe, and at the last come out where they
i ' ] ee have leud you all this while in a labyeinth of conceits [ ) and have now

Br : ; & -
£ [ght YOU 1o an vnd, where we fiest began [...]. But if you accept this danee of w fuire in a cirele,
S LT wil frame our fingees to all forme, [1892 : 214],

i V i . f .
- @Mous attempts at dissembling, pretending and the hiding of truth occur in the



subsequent scenes ?r Galathea. In l.m: ﬁjrfil' le; T ;\[cl,-ushanrﬁ ?ﬂdfbcusﬁ Pur?uaclutt Im-{rl
d'ijﬁ'ght&rs to disguise lhc_msaclw:s as hoys and the RIDIVE enl situation is exp {?L
several times in the following acts. In the second act Cupid pretends to be an innocent
girl in order t@ evoke unnatlln'z!] love in ngnﬂ‘s nymphsl. On the other hand the
nymphs try to hide their I'cv:hngn'. B.usuiuhf, T]HH the Arcadian pcopl::_ ty to deceive
Neptune by offering Hacbe instead if F‘h;!hda or Galathea for ﬂ;l.{:rjl’mc._ There are
still more acts of disguise and pretending also in the subplots but all of them end
happily with no regard to whether they were, or could be, harmiul.

Love's Metamorphosis can he interpreted as a series of juxtaposed atritudes to
love. There is virtually no plot and the characters undergo no chanpges. Also in this
play, contrary to the Renaissance model of comedy, the differentiation between
virtue and vice is irrelevant to the happy end,

Due to the changes in the Model of the Universe and the emergence of a different
concept of art and literature there appeared a new view about materials constituting
an artifact as well as a literary work, Some elements which occur in the Middle Ages
and in the Renaissance for the purpose of instruction are treated as ornaments in Man-
nerism. On the other hand materials which served as illustrations, or which played
4 secondary role in general, were capable of becoming the subject of an artifact or
receiving a central position in its structure, The new attitude was often expressed in
a greater freedom of interpreting the subjects which had been rendered in a definite
way in the Middle Apges and in the Renaissance. The later playwrights such as Ben
Jonson, [or example, revealed a scholarly approach towards both ancient history and
classical mythology (Rhys 1946 : XVIID). In contradistinction to Lyly's attitude,
myth was for Ben Jonson also a mode of expressing the moral intentions of the
play (Hunter 1962 : 293),

The main difference consists not merely in the quantity of mythological und clas-
sical allusions and characters but primarily in the quality of the world presented
which is created by means of their application. Unlike in Jonson's Cynedia’s Revely,
mythology in Lyly's comedics contributes to the establishment of a world in which
Christian morality is not valid and where gods establish laws to suit their fancies.
Particularly in (Fafatheq and Love's Metamorphosis he does not seem to be interested
either in the psychological truth ol the characters or in their possible edifving
function, While in Renaissance literature Jove often stood for the Christian Gad,
no parallel of that kind could be traced in the discussed comedies,

From the point of view of applving mythology Love's Merameorphosis seems to be
especially interesting. It presents an imaginary world governed by Cupid whose

interpretation differs from the standard Medieval and Renaisance ones, The God of

Love is presented as the beginning of everything which imposes a peculiar non-
-Christian hievarchy of values, In contradistinetion to the attitudes of both of the
previous epochs as well as the Baroque Lyly does not aim at an orthodox presentation
of mythology, His approach is that of an artist who can make {ree use of available
material and whe dallies with the long established images to provide, among other
things, a refined intellectnal entertainment, In Love's Metamorposiy Ceres and her
cruel and disdainful nymphs are not unlike Diana and her companions becanse of an

:
f
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i

“nexpeciﬁd insistence in chuastily as the only virtue, As a resul
xical situation in which the poddess of fruition or harvest ad
white doves and an cagle to win Cupid's fuvour in order i«
nymphs from the danger of love.

Lyly's interpretation of Venus in Sapha and Phae where she is deprived
essential attributes can be also viewed as Manneristic, She is presented as an.
woman which is irreconciable both with the Greek concept of ever young gods an
Renaissance idea of Yenus as remarkably beautiful. The epithets used by the autho
do not flatter the goddes of love: stale”, |a crowes foote is on her eve” and nthe-Bl'acic:
oxe hath trad on her foote®, i

Such interpretations of myth introduce ambigoity and surprise and are to g cer-
tain extent analogous to the famous presentation of Venus in the Allegory of Love and
Time by Angelo Bronzieno, They also reveal the tendency to create ,alienated® art,
i.e. satisfied with combination of literary models, materials, technical deviees ete.,
being not subordinated to substance or to a definite set of values external to artistic
creativity, This phenomenon which resulted in a loose construction of both works
of art and literature appeared rather frequently in Mannerism.,

The influence of Mannerism can be traced in the style of both the earlier works
and the comedies of John Lyly, namely, in the so called cuphuism. Therelore it may
be useful to provide at least one example of this influence, It seems that it is rather
the function of the particular devices as well as the total effect achieved by their pe-
culiar application than the oceurrence of antitheses, oxymaoron or parallelism as such
{(Wellek 1979 1 191) which admits this interpretation. Contrary to both the preceding
and following periods Lyly's style lacks an unifying point of view, in Baroque terms,
a climax usually imposed by the domination of the Christian doctrine over artistic
creativity, There is no hierarchy which would provide an order for the numerous
stylistic devices, Although some scholars claim that there is a logical development of
thought (King 1955 : 156) in terms of rhetoric it does not seem to be Lyly's aim to
provide a clear discussion of pros and cons, a development leading to a conclusion
(Hunter 1962 ¢ 18}, The tendency to carefully balanced antitheses and parallels which
is basic for the compesition of the fresco in the Sala Paolina and which can be traced
in the structure of Lyly's Euphues as well as the comedies is a fundamental characteri-
stic of his style. It is an expression of the tendency to present variety instead of a ho-
mogeneous picture, A good example of this is provided by the characterisation of
Euphues (Enphues, The Anatomy af Wit, 1895 : 33-34) which consists of a series of
antithetical statements and examples, Due to the absence of a hierarchy all of the
ehumerated examples have the same power of characterizing. Euphues himself
teases to be the converging point upon which both the examples und the reader’s
attention are focused. Instead, a supposed feature of the hera's character is projected
Upon the surrounding reality, ancient history and culture, Due to this composition,
O the one hand, the series of antitheses and examples cense Lo function as defining (or

tthere occursa p
Vocates sterility o B
» save the coy and fiel

i

'dﬁﬂ‘r"’ibing} illustrations and, on the other hand, the centre around which they should

Eaccumulated is lost. Each example seems to lead an independent life.
This approach to certain clements which oceur in Lyly's comedies makes no
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claim to be the only right and possible interpretation. 1ts advantage consists in pro-

viding an explanation of some recurrent features in [vlv's comedies which were
nsually considered as deficiencies,
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ANNA MICHONSKEA-STAINIE

THE EPISTOLARY ROMANCE OF ALEKSANDLER PAWEL ZATORSKI
AND SAMUEL RICHARDSON'S “PAMELA" — AN ATTEMPT
AT COMPARISON

Samuel Richardson published Pamela in 1740, Six vears later, a Pole, Aleksander
Pawet Zatorski who used the pen-name , Podgdrzanin® wrote a book { wagl do zupefnego
zablerajgeych sie w stan matierski szczefcia sthizgee, And then he wrote Przydarek...
to that book which is regarded as the first Polish epistolary romance, Both Zatorski's
books were published in a Nurnbergian printing firm having its representative
printers in Krakow, Leipzig and Wroctaw. The first volume of Preydatek... was
edited in Krakéw, the second — in Wroclaw, The copy of Zatorski's book that can
be found in the Ossolincum Library in Wroctaw gives 1746 as the date of its first
publication. Mieczystaw Klimowicz, on the basis of Zatorski's correspondence,
writes that both volumes were in [act edited in 1747, 1746 signifies the year of their
origin (Klimowicz 1958 : 397). Pamela is the first epistolary novel in English litera-
ture and Przydarek... — the first epistolary piece of fiction in Polish literature.

It is intercsting to notice, however, that Richardson's novel became known and
popular in Poland much later, According to Jan Kott, Richardsen comes ta Poland
through German influences and finds his first warm adherents amaong the advanced
and enlightened middle class (Kott 1966 ; 49), The German translation of Pamela
appeared in the years 1748-1751. The French translation came earlier, It waus publish-
ed as carly as in 1742 in Paris and was wrongly attributed to Prévost who was only
the initiator of the translation. The real ranslator was Auber de la Chesnaye Des
Bois and his translation was almost verbatim (Sinko 1961 : 83), Still Richardson was
first mentioned in Poland only in 1762 in , Warszawskie Ekstraordynaryjne Tygod-
niowe Wiadomodel® 32/33 (Sinko 1968 : 144). The Polish moral journal ,Monitor®,
dppearing regularly twice a week from 1765 till 1785, mentioning Pamela in 1765 and
1777, admits the high didactic value of Richardson’s novel, ignoring, however, its
artistic achievement (Sinko 1968 - |44- 145). Pamela was widely read in French
translation by Polish noblemen and atistaocracy, The marble statue of Pamela seulp-
tured by order of Izabela Czartoryska and then placed in Putawy, is a clear evidence
of the novel's popularity (Sinko 1968 | 152).
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Zofia Sinko describes the history of the Polish translation of Pamela in her work
Powiedd zachodnivenropeiska w kulturze Merackief palikiego Déwierenia, The most
astonishing thing is that the above-mentionad translalion never appeared, although
it was announced in Grdalls catalogues in Warsaw first in [769 and then in 1770 and
1772, The translation fuiled to appear for numerous reasens. Probably Richardson’s
language was too rich and too complex for Polish translators. However, the subtle
psychological layer of the book constituted the greatest ditficulty, The Polish lan-
guage was obviously less developed then (Sinko 1968 @ 156). Technically, Richard-
son’s Pamele was too wordy and its interest in detail, so characteristic of all middle-
-class novels, was the main reason of the translator’s failure. Another reason was,
presumably, the character of the heroine, Pamela comes from a lower middle-class
family and becomes one of the gentry due to marriage, Tt is necessary to note that
Pamela wants to marry Mr. B, very much — the fact probably not fully realized by
Richardson himsell. Besides, Pamela is a self-dependent, clever and sometimes even
cunning girl, It was not an ideal model to be followed by young Polish ladies,

Finally, we find in Pamela a good deal of eriticism of the English aristocracy and
gentry (it is a middle-class novel after all). Mr. B. himself tells Pamela: . We people of
fortune or such as are born to large expectations, of both sexes, are generally educated
wrong” (Richardson 1972 : 401). And further: [ The gentleman has never been con-
trolled; the lady has never been contradicted” (P, 407). Obviously it would be diffi-
cult to adapt these opinions to the taste of a Polish, especially aristocratic, reader of
the novel. In Pamela, as Zofia Sinko writes, screened by erotic interest the basic
conflict consists in demonstrating the moral supremacy of a low-born heroine whom
Richardson endowed with ethical qualities absent in the aristocratic hero (Sinko
1968 1 158). Pamela though popular in French translation, when translated into
Polish could be dangerous. One could be moved to tears by Pamela's adventures,
but it would be inconvenient if the girls from lower classes started Lo imitate her,

After 1780, the prospects of translating Pamela into Polish were certainly much
better, but then the novel of sensibility had become old-Tashioned while the sentimen-
tul novel of Sterne type became more and more popular.

No writer in Poland tried to imitate Richardson, Thus Zatorski's case being the
only example of a lenghtly epistolary form in Polish Enlightentment, is interesting
enough to be analysed.

[1 is stil] impossible 10 be proved whether Zatorski knew French and whether he
read Pamela in its French translation. He could not have known the German rans-
lation since it appeared five years after his book. Polish literary critics still argue how
to classify Zatorski's works, Mieczystaw Klimowicz's opinion is that Przydatek...
cannot yet be treated as o Polish Enlightenment novel, but it possesses some interes-
ting traces of that literary genre, namely, the expression of one's own experiences and
feelings in the form of direct confession (Klimowicz 1958; 4313, On the other hand
Jan Kott expresses a different view. According to him Klimowicz is probably wrong
in attributing to this letterwriter the beginnings of the epistolary romance. In Zator-
ski's book we have the replacement of discourse by moral stereotype and not by
letter-intercourse (Kott 1966: 57), There are certainly numerous conventional cha-
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racters and situations in Zatorski's book, but still theve is a plot, thought fragmentary,
and there are some attempts at characterization, These would rather qualify Propde-
| fek... A% & romance.
| Although it cannot be shown whether Zutorski knew any of Pamela's translations
while writing his book, many similarities can be found between the two, First, there
are analogous circumstances in the appearance of both works. In 1739 twa of Richard-
son's editors and fricnds asked him to prepare for them .a little volume of letters in
a common style, on such subjects as might be of use to those country readers who
were unable to indide for themsclves” (Dobson 1902: 1R). In this way Famifiar Letters
came into being, Richardson was not happy, because, in his opinion, they were too
common. But ,in the progress of Famdliar Letrers he wrote 3 letters instructing hand-
some girls who were obliged 1o go out to service, how to avoid attacks on their virtue.
And hence sprung Pamela. Richardson developed the idea® (Dobson 1902: 26).
Pamela was published first, in November 1740, and Familiar Letters in January 1741,
Richardson wrote the novel very quickly: Pamela was begun an 10th November
1739 and finished on 10th January 1740° (Dobson 1902 27), Probably Richardson
himself liked writing letters, because it took him only two months to write such a long
novel. It is important to notice that Pamela's history is a true one. In one of his letters
to Aaron Hill Richardson relates the story, told him by another friend, about a Mr, B,
I and about a modest and beautiful girl, his handmaid, who later became his wife and
‘was respected and loved by all for her beauty and kindness (Dobson 1902; 28-29).
Richardson created his first novel us an experienced man and a flourishing printer.
Besides he wrote it in the period when the novel started to flourish as the most popular
genre of the increasing in power middle class, Reading then was more popular than
theatre-going (Baker 1970: 14-15), And hence Pamela, a poor girl marrving a gentle-
man, becomes a representative of all aspiring middle-class men and women. The
subtitle of the book, ,Virtue Rewarded”, may signify the superiority of the middle-
-class moral code over the declining morals of gentry and aristocracy. The virtue may
be rewarded not necessarily after death but in earthly life, and rewarded by higher
social status,
Richardson was a middle-class man, Zatorski was a petty Mazovian nobleman,
He probably finished a Piarist school, himself became a monk and was teaching
Ppoetics in a Piarist college at Lowicz, A love-affair was the reason of his leaving the
Monastery for good. He in turn became connected with the Zatuski family and even
tolnk part in the competition for the secretary of the Zatuski Library in 1748 (Klimo-
wicz 1938: 393, 399). Writing his romance Zatorski had no literary tradition to follow
hL:s:dx:s baroque letler-writers and romances containing letters, He had to struggle
With stiff language constructions alone. His achicvement must therefore be properly
Appreciated (Klimowicz 1975: 56-57). There is no class problem in Zatorski’s roman-
ce. Both lovers are equal in social status and thus the plot develops without conflict
from courtship 1o marriage.
Similarly to Richardson Zatorski wrote Praydarek... almost by accident. While
Writing Uwagi do zablerajqeych s wostan madzenskl szezedein stidgee he thought of
arranging a letter-writer for ladies and gentlemen an then an epistolary romance
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sprung from under his pen (Klimowice 1958: 431). Uwagt... is an interesting handbook
of good breeding, full of enlightened ideas and information about manners of the
time and criticizing the baroque way of verbal expression. Przydatek... is a collection
of letters of gentleman Rozyn to his beloved lady, Chloryda, There are also Chlo-
rvda's letters to Rogyn, as well as different letters to friends or parents. The first
volume of Przydatek... contains 78 letters and ends when Roizyn, with the help of his
friends and his lady, gets rid of all his rivals and gains approval of Chloryda's parents.
The second volume contains 94 letters and here various misfortunes and adventures of
the lovers end happily with the wedding. Zatorski does not say that the lovers® history
is a true one, The choice of names and their artificiality (Mirtylla, Bryzylla, Tryfon,
etc.) indicate that these mannerisms were taken from early 18th century romances.
Besides, Zatorski wrote for noble readers who were usually familiar with all kinds of
old romances, often translated from the French. Hence strangely sounding names
were quite common in the 18th century,

Richardson’s characters have names that are hardly artificial, e.g. Pamela, Bar-
bara, John, Moreover, they are rarely used. On account of Pamela’s social status
the author prefers to use surnames, e.g. Mr Arnold, Mr Williams, Mrs Jervis, Mr
Andrews, ete. Pamela, being a poor, modest and well-bred girl, does not consider
it appropriate to use personal names in relation to her family and friends, also after
her marriage to Mr. B.

Richardson, as the editor of letters, introduced authorial commentary in order to
explain some fragments of the plot. ,Here it is necessary the reader should know
that the fair Pamela's trials were not yet over” (Richardson 1972; 76). Volume one of
Pamela ends with the list of moral instructions deriving from the lot of the novel's
heroes, Volume two describes further experiences of the characters {Pamela as an
ideal wife and mother) and ends with the epilogue, where Richardson presents their
lives till the very end,

In Zatorski's Praydatek... the author’s presence is differently marked. There are
authorial prefaces before each volume, In the first, wrilten on the Ist of April 1746,
Zatorski explains what the letters should look like: W Listach powszechnie, wedtug
nalezytych, nu osoby, czas, interessu nature, wiclkodé, wiasnogel wzgleddw, te za-
chwalaja przymioty; Latwosé, Krotkodé, iasnodé, y naturalny iakis, bez Affektacyi,
bez wysilonych expressyi cte, Stéw i Sensow uklad; .. (Zatorski 1746: 7)%

The preface before the second volume presents instruction for peaple writing let-
1ers, Besides, before each letter Zatorski explains its purpose and character and also
informs about the sender and the reader, ¢.g.: JRespons Chlorydy, zal swoy nad tg
odwiadcza nowing, uprzeymie prosi, aby niestawney dal pokoy Batalii, Natura listu
placzliwego” (Zatorski 1746: §9), or: Roiyn chorujacy pisze do Chlorydy. Listow

' Generally in detters, according to persans, lime, kind of problem wnd iis imporiance, the
following features are estimated: fluency, shoriness, elarity and patural areangement of words and
senses, without alfectatlon or artificinl expression,,.” (Zatorski 1746: 7, all translations from Pollsh into
English by the nuthor of the paper).

takich natura ordynaryjnie zmieszani bywa" (Zatorski 1746 120)% Tt is clear thag
Zatorski as the author of Przydatek... manifests his presence more distinetly thap
Richardson in Pamela,

The essential problem, however, is the function ol letters in both works and alse
the way in which plot and characterization are developed by means of letters.

In Richardson's Pamela the presence of the letters is emphasized by characteristic
introductions and also by characteristic endings, ¢.g. .your affectionate daughter:‘.‘;
_vour dutiful daughter* and the like. Other letters are referred to in several letters,
e.g.: oWell, T can’t find my letter, and so I'll try 10 recollect it all” (Richardson 1972:
11). The style of Richardson's letters is natural, it expresscs the character’s emotlions,
1t is, at the same time, full of tension. It happily avoids artificial phrases and explana-
tions.

Fiven more essential than the above mentioned introductions and endings are the
descriptions of circumstances in which the letters are written. Hence we have infor-
mation about how Pamela writes, e.g.. .1 broke off abruptly my last letter; for 1
feared he was coming and so it happened® (Richardson, 18), where she writes, when,
who is going to deliver the letter and even how it is read (Edelson 1977: 14).

Similarly, and even more distinctly than Richardson, Zatorski marks the prescnce
of letters by means of introductions and endings which are characteristic of the
18th-century style in Poland, e.g. . WMC Panny Dobrodziyki...", WMWMci Panstwa
Dobrodzieystwa stuga* .

At the beginning of the book we can find mostly Ro#yn's efforts to gain the
favours of his lady and of her parents. RoZyn's letters here arc, obviously, very
formal and affected:

Nie dosvé na tym, Zem raz, szcperodycrliwym Nog WMWMei Passtwa Dobrodzieystwa Ucalo-

waniem, powaine Ich nicco tamowad dmial zabawy, ale ted y powtdre, lubo wiernym, ni¢ bez

maczney iednak Importunij, prawdziwie wdsigeenege Lask odebrunych serca fwiadezeniem,

Panskic WMWMel Pafstwn Dobrodzieysiwa Reee, inkomodowad sig wuig... [Zatorski 1746 10"
Quite different is the letter of Chloryda’s brother and Rozyn's friend: ,To nowa
qwestyal piszesz, 2e siostre moig estymujesz? a ia, iezeli sig nie mylg, rozumiem,
ze kochasz!" (p. 12)%

Even in the letters which are most formal, there are neither macaronicisms nor
Latin insertions, contrary to linguistic usage in Polish correspondence of the early
ci_ght:cmh century, Inversions occur fairly often and they give the letters a certain
dignity (_court stylc*); short interrogative sentences and exclamutions are often used

! Chloryda's response, where she expresses hee griel because of bad news, kindly asks Reodyn
to abandon that disgracelul fight, The sature of the letter is rearful®. _Rofyn, who i ill, wriles to
Chloryda, Such letters are wually of mixed notere™ (Latorski 1746: &, 120).

' My Honourable Lady's...”, Your Honourable Lordship's seevant,.",

¢ It is not enough that once 1 dared delay Your Honourable Lordship's serious occupations
by sincere embracing thelr feet, but also, grateful for the favours | recelved, 1 dare disturb Y our
Honourable Lordship's graceful hands for the second time,.”

' That is a new problem! you are writing that you respect my sister, but, if' T am not mistnken,
I understand that you love her”.
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(Klimowicz 1958 424), The circumstances in which a particular letter js written are
more often explained by the author himself than by the persons writing. Still, in
some letters we can occasionally find information about how and when they had been
written, For instance, there is Chloryda’s letter 1o Rozyn expressing her anxiety and
grief that her beloved is going to take part in a ducl with one of his rivals; ,Listu mi
doczytaé nie przyszio; nie tak mdleé jak w tym punkcie umieraé mizerney trzeba bylo,
gdyby stateczna mitoéc, stabego dla Responsu niepokrzepiala serca” (Zatorski 1746
88)% This particular letter of Chlorvda (vol. 1, letter 61), sincere and full of authentic
emotions, is one of the most interesting in the whole book. Similarly the subsequent
one, full of anger, as her beloved did not follow her advice: Jdz ze! id2! strzelay sig,
biy, zabivay! kul, orezy sama dosylaé ci bedg..." (Zatorski 1746:; 913"

Equally interesting are Chloryda’s letters written during Rozyn's illness (vol. 2).
They convey genuine affection and concern: Juz Brat moy odjerdza, list mu ten jak
tak zakoficzony oddajg, co mi za nowing przyniesie, myéled nie mogg, cayli mig 2ywi
zastanie, nie wiem™ (Zatorski 1746: 130)"

Richardson stresses the presence of the letters in the novel not only when he gives
them the proper epistolary form or indicates the epical situations, but also when he
stresses their meaning as a factor determining the development of plot (Edelson 1977:
16, Often plot is centred around letters and develops with their direct participation:
John Arnold whom Pamela strongly believes as a discreet deliverer of her letters to
her parents, appears to be a traitor and each Pamela’s letter is first read by Mr. B, Let-
ters are forged (Pamela’s letter to Mrs Jervis after her elopement); Pamela uses
different tricks to get the writing paper from Mrs Jewkes. Her letters to parson
Williams, who tried to help her, are hidden in the garden near the sunflower and
Pamela uses all her cleverness to conceal them and to take them from there. When
Pamela marries Mr. B., her letters become the object of admiration of neighbouring
acquaintances, they are widely read and become public property. In the second
volume Lady Davers, her husband’s sister, is the critic and commentator of Pamela’s
letters. Pamela quotes some letters written to her by different persons in those to her
parents,

In Zatorski's books generally letters are not actively involved in the action. Such
cases are very rare. One of them is when Chloryda explains to Rozyn that his letters
to her maid where he thanks the girl for her services are unnecessary: . Wigeej ci sig
przyznam, ze whasnie mig picszezona iakas listow Twoich bierze zazdrodd, awlasecea,
gdy do podobnej mig plci pisujesz” (Zatorski 1746: 139) %

Because in Pamela letters are the factors determining the development of the plot,
they must be written frequently and they must describe all events in a detatled way.

¢ 1 could not finish reading your letter 1'd rather die than faint at thal moment, but my sinccre
love helped my wesk heart 1o respond o you',

T Go, goy shoot, fight, killl | mysell will send you bullets and armour...”.

* My brother is leaving now; | give him this lenter, so carclessly finished: | can't think what news
he will bring; 1 don't know if he finds me still alive when coming hack™,

9 So I must confess that T am jerlous of your letters, especially when you write to the sex the
same 98 mine”,

Consequently, Pamela often writes long letters even in situations danger:
important for her; for instance she wrote six letters to her parents on her
day, which is rather improbable. Richardson tries to justify Pamela's habitual-
by her keen interest in it or by the need to pass the time, e.g.: 1 must write,
[ shall come 50 s00n; for now I have hardly any thing ¢lse to do" (Richardsen 19
62); .1 will continue my writing still, because, may-be I shall like to read it, when
with you...” (p.: T1); ,Let me write and bewail my miserable hard fate, though 1 myF
no hope that what I write can be conveyed to you. [ have nothing to do but wnteﬂnd
weep, and pray” (p. 82). ' \

The last of quoted fragments draws attention to the fact that from the moment of
pamela's elopement to Mr. B.'s etate in Lincolnshire, she is not allowed any contact
with the outer world — she cannot send her letters. In fact Pamela writes for herself.
Letters become a diary, but still destined for her parents, full of phrases like: .my
dearest parents”, ,my beloved ,mother”. Finally, it is necessary to mention letters
written 'from one room to another’. Mr. B., coming to Lincolnshire, presents Pamela
his written proposals of profits she could gain after becoming his mistress. Pamela
answers negatively, in written form, too.

Zatorski's letters, on the other hand, are comparatively short and more seldom
written than those of Richardson, Narration occurs very rarely in them, whereas
Pamela’s letters are exclusively narrative, Only on several occasions do Zatorski's
heroes tell about something or quote somebody's words. Chloryda's handmaid writes
narrative letters to Rosyn relating how she gained the lady's favours for him (Zatorski
1976: 17) or how Chloryda and her brother got rid of Rodyn’s rivals (letter 513. The
only letter that quotes a dialogue is the one where Chloryda’s brother describes his
conversation with their mother about his sister's future marriage with RoZyn. Zator-
ski himself writes about it in his introduction to the letter: , List Brata Chlorydy do
Rozyna. Natura jego narratywy jest. Opisuje swoye z Matka negocyacye, matki
affektu ku Rozynowi znaki i finalne skionienie™ (Zatorski 1746: 109)',

As a rule, a single letter in Zatorski’s book concerns basically a single matter.
Most often it describes the lover's state of emotions, expresses anxiety or jealousy.
The letters of different persons most often include invitations, thanks, requcsts for
explanations, reproaches or grievances, Each letter ought to be treated as a whole.
Still Zatorski gives the impression that his heroine writes her letters unnaturally
often, He finds for her a justification, like Richardson for Pamela: ,Ale y Lo we mnie
dziwne, ¢ dokad wolne miatam serce, dziwniem do pisania cigzky byta. Teraz kiedym
sic w moim zakochata Rozynie, gdvby cale nad listami przesiadywac si¢ mi godzilo
2?03, milszeybym a stodszey dla sichie mieé niechciala rozrywki® (Zatorski 1746:

ket

W Chlorydi’s brothers letter to Rodyn, lts mawre is narcalive. He deseribes hiy negatintions
with mother; signs of mother's sympathy for Rodyn and Gnal approbation”.

I _But it is strange that as long as my hear was free, T was slow at writing letters, Now, when
1 fell in love with my Roiyn | could write letters all nights and wanldn™t chionse 4 nicer and sweeter
entertainment"”.



ally. Zatorski, like Richardson, introduces letters written “from one room to
o', ﬁutyn stays with Chlnr_}-da and I1Icr parents 1:~1 their house as 11:rlufﬂ;iu!
fiancé. Being sure of his ludy"n ft:plmgs :mdluf hcrl pal'uzl}ﬁ Jlmpm\«'al, e pecupies hime
self a little with the books in his I'ull.lrr:l Iath-.-.r-m-law 5 hhr:_lrf. Chlorvda, .;',ukingljf
reproaching him for neglecting her, invites him for a walk !:1 the gar:llen (Zatorski
1746: 142). Earlier, in the morning, both lovers deseribe their dreams in letters,

In the second volume of Przydatek... we find several letters written by RoZyn
from his military camp. Here we learn at last that Rozyn is a lieutenant and is twenty-
two years old, We never hear about Chloryda's age. About Pamela's age and oceus
pation we learn much carlier. In volume two we can also find a series of Chloryda’s
letters, full of jealousy when Rosyn's friend, the father of two grown-up daughters,
invited the young man to his house and kept him by force for over two weeks, It nearly
resulted in breaking the engagement of Chloryda and Rozyn. There are also Rozyn's
letters, full of despair caused by false news about Chloryda’s death. At last, after
long courtship, Rozyn gets a final aceeptance from Chloryda's parents and the date
of their wedding is set. Chloryda’s mother then writes numerous letters of invitation
to the wedding to her family and friends and also to Rozyn’s parents. The second
volume ends with Rodyn's letter 'from one room to another' where he asks for
Chloryda's pardon if ever he offended her,

Piety is one of the essential features of Richardson's characters (because they
are middle class and Puritan). Both Pamela and her parents, and the later "converted'
Mr B. as well, mention what great influence Providence had on their fates. Especially
in moments of unhappiness they turn for help to Divine Power. But also all happy
events oceur with the help of God. Pamela writes: .Oh, how I blessed God, and,
I hope, ever shall, for all his gracious favours to his unworthy handmaid” (Richardson
1972: 241),

We cannot admit, on the basis of what they write, thut Zatorski's characters are
equally pious. In one letter only Chloryda admonishes Rokyn that he should thank
not only people but primarily God for his returning health after a serious illness
(Zatorski, 1353,

Beside the function of determining the plot's devclopment in Pamela, letters,
and especially the epistolary form used by Richardson, allow a detailed analysis of
the character's emotions and direct contact between heroes and reader, There is also
an impression of immediate transmission of information about the events (Edelson
1977; 18). , Because these [letters] are written 'to the moment', and not collectedly
later, consciousness can be caught on the wing and one can discover things about
the characters that they do not yet know themselves” (Richardson 1972: vi-vii), The
character of Pamela is psychologically true owing to the letters written by her,
Richardson presented all the subtleties of the heroine's character with detailed
insight; all her modest and probably unwitting craft, resulling in her marriage to
a wealthy landowner, Pamela is, however, the only fully drawn character in the novel;
the remaining ones are mercly sketches. One more characteristic feature of Pamela,

typical of the middle-class Richardson, is his predilection for a detailed analysis of

women's and men's clothes and a total lack of landscape descriptions. Despite all

deficiences we MUSt certainly admire the intricately composed structure of the writer!
first novel, resulting from the fascination with the epistolary form and also from his
undeniable literary instinet (Edelson 1977: 19). i

None _of Zatorski's characters is fully developed. They are merely sketched. Still
the most ulntcrusl:'ng person is the heroine. Several of Chloryda’s letters reveal some
essential features of her character; modesty, sincerity, tenderness, Though she is not
a full personality she can be treated as an attempt at proper characterization,

Itis certainly not difficult to accept the statement that Zatorski was not a great
talent, His books were rather those of a precursor. He was the first reformer of the
language of Polish love-prose. He also tried to broaden the Polish lexical system
(Klimowicz 1958; 429), '

In conelusion we might as well state that the similarity that can be noticed between
these two cpistolary forms while comparing some selected situations taken from
Pamela and Przydatek..., may be exclusively accidental and resulting from the literary
convention of epistolary technique. But though Przydatek... seems to be very far
behind Richardson’s Pamela considering the difference in culture and talents, we can
positively assume that both those writers independently, became the forerunners of
the new literary technique in their respective countries,

£l
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URSZULA TEMFPSKA

BACKGROUND AND SETTING IN THE END OF THE CHAPTER BY
JOHN GALSWORTHY — AN ATTEMPT AT DISCRIMINATION

From the outset it would seem necessary to draw the definitions of the 1wo
crucial terms — ,background” and .setting” — as adopted by the author,

woetting” is a word denoting the location of a scene. It functions in the same
way as scenery in drama, and it is this interaction between the chosen sphere of the
physical world presented and the appropriate part of the action, kind of mood, types
of characters, etc. that is essential for differentiating setting from background.
Setting involves discussion in terms of the _intrinsic® relationships among the dif-
ferent elements of the novel (e.g. characterization, symbolism, imagery, distri-
bution of tensions...}", It is highly unique and works as a tool with which to manipu-
late the constituents of the novel so as to achieve the desired structure of the whole.
The novelist, bound by the fictional elements mentioned above, adjusts his creation
of the environment (the fictional world) to them in such a way that no incongruity,
but a harmonious structure results, in which he is guided by the semantic organizing
principle of the work?,

Background, on the other hand, may be said to constitute an ,extrinsic” aspect of
the novel, providing the sense of history and a suitable social context. It may be
defined as the setting of the novel at large, too. It seems more independent on the
novelist, being more objectively verifiable at the same time. It is apt to be built, to
@ greater extent than any setting, of history and to be based on document. Naturally,

' The werms intrinsic® and .extrinsic”, the latter used below in the text, are meant here to paraliel
R. Wellck's and A. Warren's idea reflected in their distinetion (to be found in their Theory of Literanire,
part 3 and 4) between .the extrinsic approach to the study of literature™ and .the intrinsic smdy of litera-
ture®, The two approaches seem to correspond to the inescapable duality of the nature of any work and
&ny clement in the body of literature. It is always self-contained and independent, an intrinsic category
Within the sphere of fiction, as well as compatible with and related to the abjective historical world of
factual experience, Thus the terms cxtrinsic and intrinsic are used descriptively, having been carried
aver from the sphere of methed to that of the object of study — the text,

* For the explanation of the term _semantic organizing principle” please see: Zporzelski, Krajka
(1974, par1 2).
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the non-fctional historical elements do play their part in the particylar settings as
well, but they are not essential unless itis the author's intent Lo write a historical novel.

Thus the term setting” will be used here to dencte the spheres of fetional world
bound to the respective scenes in a novel, whereas "background’ will emerge from all
sertings, and even elements not raditionally associated with setting creation, like
dialogues for instance, as the physical, historical and social world of the characters
in its fullness,

LBackground®, if one adopts this meaning of the word, seems to be an important
carrier of what might be called a denotative function, i.e. supplying informatien about
the world presented, which should be a plausible transformation of the world of
experience, and thus forming a suitable, considerably realistic groundplane for the
characters (o act on. Settings, on the other hand, built up of the elements which are
fundamentally a creation of the artist’s imagination, contribute his x to the novel
(A memoir is history, it is based on evidence. A novel is based on evidence or — x,
the unknown quantity being the temperament of the novelist, and the unknown
quantity always modifies the effect of the evidences and sometimes transforms it
entirely”, Porster 1962:53). Settings ate consciously embossed with the object of
serving and strengthening the effect of the novelist’s design, and are therefore more
likely to perform what may be called the esthetic or self-asserting function within
the bady of the novel *, Settings mean a lot, In this way setting becomes parallel to any
other fictional element (imagery, characterization...) as a means at the novelist's
disposal. It is not only closely related (o them but also often overlaps with them,

A good novelist can manage to convey much of his own feeling for the place by
skilfully handling his characters” subjective commentary, which also gives us the idea
of what sort of people the characters are. We may detect their types of sensitivity,
their tastes, frames of mind, and so on. The nature of the character’s close surround-
ings may give us a metaphoric picture of his personality. Seeing one'’s home we learn
about the inhabitant.

But as much as the surrounding is subject to people, it shapes them accordingly,
In most recent fiction great cities often play the part of real characters in the sense
that they physically and socially interact with the protagonists.

The landscape may be used to confirm cur suppositions about the characters, to
complement their characteristics, to illustrate their will or emotions, or even to evoke
feelings within them and the readers, A relation of analopy or contrast is then
intraduced between a man and the elements of background, Some symbolist and
naturalist novelists have mastered such use of character and setting in coexistence,

It is tmpartant to realize in what close relation setting is with imagery. The maost
commaon use of imagery is by writers who wish o draw a figurative parallel between
the state of the characters and some quality of the external world, which is really what
settings at large do. Elements of background and images are used illustratively to
externalise the protagonist’s dilemma, or transformationally — to stimulate him.
* The source for such naming of the two functions has been Chapter 3 of U, Eeo's Pajzad remio-
fyezmy.

349

The nature imagery, which is equivalent to the natural settings, is most often used
for the latter purpose,

The presence of some kind of setting and imagery and even the means used for
crealing it contribute to establishing a given type of narration and paint of view, The
fuller and vaster the setting is, for instance, the more omniscient and objective the
parrator appears, and the more extrinsically-oriented the background,

While considering the problem of setting in fiction we must remember that it is
dependent on two factors simultancously — the nature of the genre as well as the
epoch in which the work has been written. In epie, (5. Lucacs has observed, an enor-
mous part is played by the physical being of men, by the natural world surrounding
them, by the things that form their environment, ete.” (Burns 1977: 2841, Yet in some
literary periods the authors af all drama, poetry and fiction felt more inclined to care-
fully paint the material world around them than their predecessors of followers,
Undeniably, the romantics and the realists were more concerned with the world we
humans live in than, for instance, artists of other petiods®. One way or another, no
novelist ever managed to abolish the ,place” in his fiction, which is connected with
the very essence of the novel, the task of which is to ,evoke directly the full span of
life* {Lucdcs 1969: 247),

BACKGROUND AND SETTING IN THE END €F THE CHAPTER

The trilogy End of the Chapter by John Galsworthy scems to be a suitable
specimen to work on while considering the function of background and setting in the
novel. A blend of technical skill and ability with some peculiar charm makes this
novel, strangely untouched by the iconoclastic and experimental trends contempo-
rary to it, both unique and pleasing in its familiarity.

The temparal and geographical situation of action of End of the Chapter is easy to
be defined. September of 1927 and mid-August of 1932 are the terminal dates,
opening and closing the action which never goes bevond central England. Yet it is the
whole inter-war period that is bearing on the issue of the trilogy, forming its back-
-ground simultancously (both literally and a literary one).

With the end of the World War 1 the prosperity and stability of the Empire were
brltmght to an end and Britain entered a period when she would permanently verge on
crisis, The Roaring Twenties with their dancing mania, alcohol cocktails drinking,
Jazz music easily accessible through gramophone records and, above all, the popula-
nity of the cinema contributed to spreading popular ideals and fashions in all strata
ol the society. The foundations of mass culture were laid, The world began 10 accept
the customs that had once been confined to demi-monde. This refers mostly to the
S“C{UW. however, The lowest strata still suffered from unemployment or low wages,
'E']ﬂ*flr growing social and class consciousness found its expression in the General
Strike of 1926 which abruptly tempered the euphoric mood of the time, A period of
seeming prosperity and increasing speculation followed,-but this relative prosperity
Was terminated even for the best-off by October 1929, The depression which started
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- heR intansitied ih IS‘JD..UHGNPID??W“I was the most vital problem to cope with,
The unemployed were slowly becoming unemployable, a vast part of the nation thus

suffering from moral trauma. Eventually, in 1931, Ilht:_.”ialmnal F::nvgrnmr_:nl was

bmusht to life, headed by Ramsay ‘M{:Donu]d. By lh1IK time the Iﬂr:lmh lﬂtq:.ll_iger!ts]a

became more concerned with politics than before, The wild, boisterous spirit of the

1920’s gave way to a new seriousness and sobriety. The positivist mood pervading the

society found its expression in the growing popularity of Galsworthy (awarded the
Order of Merit in 1929} which reached its peak in 1931 (after Laver [961).

The years of growing inlernational tension that followed do not belong to the
world of End of the Chapter, The England of the Charwells was still & country of
quietude, but a country open to change and discussion,

Only few of the innumerable historical facts of the time are recorded in the
trilogy, like the clection of 1931, the slump, and some minor events — the French
painting exhibition, for instance. No mention is made of any organized class or
social struggle. The general mood of the epoch, though, is certainly preserved. We
know it is a difficult time. Dozens of remarks interwoven in the narration show us
the reality of everyday life — trains emptied by the crisis, characters in scarch of jobs
(be it Tony Croom, Miss Pole or Lady Corven), Dinny's financial troubles. We see
that General Charwell is hardly able to pay his taxes and that Dinny contrives plans
which would save the horses and woods of Condaford. But we also witness the ap-
pearance of the portable wireless in Condaford, a young couple travelling on a motor-
-bike at night, the modernization of London,

Life is going on and human civilization advancing. A sense of changes in progress
and of some deeper transition is imbued in the text. The protagonists, for instance,
are expected to solve the moral dilemmas which could not have been a matter of
controversy only two decades earlier, Wilfrid Desert's apostasy, now subject to
discussion, would have been undeniably ostracized had it occurred some twenty
years earlier, The relativism and growing openmindedness of the time, the relaxation
of the morals, originated in the iconoclastic 1920" s, reveal themselves also in the
characters’ [rank conversations upon so-far ticklish problems of love withoul mar-
riage, birth control, the problems of slums or religion.

— Difference in religion is seriovd. Dinny, especlally when it comes to children
— Why mother? No child has any religion worth speaking of until it's grown up, and then it can choose
iself, Besides, by the time my children, of | have any, are grown up, the question will be acidemic,

= Dinny!
— It's nearly so even now, ¢xept in ultrarchigious cirches, Ordinary people’s religion becomes

mare and more just ethical. [1971:371)
I'he comparative scarceness of the historical material in the teilogy results from

two reasons mainly, One is that politics is not the primary interest of the pro-
tagonists. Some, by nature or profession, are clearly apolitical (e.g. Desert, aunt
Emily, Lady Charwell), and others exhibit only random interest in this field of
their national and international life, But it is natural when we consider that the
heroine is a girl of 24 and the co-actors are middle-aged or elderly people, their ca-
reers established, their routines long ago accepted, themselves submerged in the
tradition-dominated, peaceful flow of life of the English upper-class type, In fact,

=l
—

the politically active stratum of English upper-class society is represented otily b
Mzc;af! .'v::mt, Allan and Hubert Charwell, who appear only sporadically and név.-_{
ﬁgﬁé}:&m a rather vague expression of their general patriotism and pride to be

The majority of people inhabiting the world of the trilogy belong to the upper
classes of British society, if not economically most prosperous, then  higher* in the
sense of esteem traditionally assigned to the old aristocracy,

As cauntry houses went, Condaford was, indeed, oldfashioned, inhabited by the anly

family who h=fl been in the district for more then three or four generations, The Grange had an

::_n;:s:“::;:sli[:;::m:a'll_h::rg:e. ,,{:J‘]:m.—jq_fnm Grangun and the Cherrels of Condaford” were spoken

ool m}..';m l”“l:lr:;]]s, with their much deeper roots, yet seemed to be less in evidence

_'I‘h::l Charwells and their kin have an inbred sense of tradition, They struggle to
maintain the old splendour. Some can still afford hunting parties in the country
estates, all have the habit of changing for dinner, and some hardly pay the taxes
(especially from the second volume on, when they suffer from the disadvantages
of the crisis). Yet, with no regret but optimism and industriousness, they adapt to
the new world. Their main beacon, however, is invariably the family honour, inse-
parable from the good name of the British nation, The genuine feeling of pride of the
value of their family, not hypocrisy, makes them hate scandal, and they often
fight to preserve it in themselves as if finding in it the driving force of their existence.
TI?E}’ are used to discussing politics, but are only emotionally engaged in it when
it interferes with their personal or family affairs. They are not antisocial, vel. Dinny,
uncle Hilary, Sir Lawrence are so concerned with current social problems that, if we
find them representative, we must acknowledge that their species is far from egoistic
complacency and self-indulgence. And, in that world of novelty, they are becoming
archaic: ,So far the sense of social service was almost perquisite of the older families,
who hqd somehow got hold of the nation that they must do something useful to pay
for their position. Now that they were dying out would the sense of service persist?”
(1971: 648),

Another reason for the scarceness of historical data in fnd af the Chapier 1s ity
author's engagement in social issues of the country which, as in the case of the Char-
wells, was a factor compensating the disregard of political issues, Galsworthy's lack
of enthusiasm for politics had been noticed by his associates,

Catherine Dupré quotes, in her biography of Galsworthy, his friends’ astonished
comments on his absolute indifference to the idea of political career, calling his social
Interest ,unusual” and ,strange®, To any impurtial reader of the trilogy, though, they
must seem rather compassionate, full of understanding and keen.

After thesc gencralising remarks on the background of the trilogy (the most
Galsworthian and English part of the society) let us proceed to a discussion of settings
a8 a means (for characterization, for instance) and not as an end.

~ In End of the Chapter a distinction may be drawn between a direct and more in-
dirnct characterizational use of settings, tantamout to the distinction between the
direct and indirect characterization, Many times a matter-of-fact, objective descrip-




ier of the rooms of the clathes gives us an appropriale picture of the inhabitant or
fonob. “Thus, Dinny’s room is referred Lo as conventual in jts simplicity, while
mtﬁcﬁc’s, house in Cakley sr}'ect _::h:tr:-zctcrizes.hf:r #s & woman of exceptionally
gopdmtc and sense of beauty, The tiny characterizing hints of the author demand
n&.-.ﬁirfher interpretation on the part of the reader, They are direct and transparent
_and follow the pattern of human perception so closely that they scem our own
:6ﬁ5¢rvati0n5, At times authoritative, they are always realistic and complementary to
the picture of the person concerned. Here is an example: the house gives us 1 picture
‘of its one-passion inhabitant, states his social status and virtually qualifies him,

wThe Briery”, Jack Muskham's residence at Lepton, was ald-fashioned and low, impretentiouns
without, comfortable within, Tt was linsd with the citigies of race horses and sporting prints. Only
inang room, seldom used, was oy sign of previous existenee, CHere", azan American NEWSPAPET fan
put in, when he came (o interview the | Jast of the dandics” on the subject of bloadstack, | here were
e evidences of this aristocrar's early life in our plorious South West, Here were SPECLMEns
of Navaho rigs and silver work: the Plaited horsehair from Bl Paso: the greal cowboy hats;
andd & set of Mexican hamess dripping with silver... [1971: 408

The passage effectively introduces a minor character, but is not very challen-
ging. Demanding more effort on the part of the reader is the characterization through
setting based on suggesting the facts about persenages or showing the background
filtered through their eyes, emotions, intellects, And so Dinny is most desirable while
wedaring seagreen, which gives the readers some idea of her natural colouring and,
symbolically, stresses her innocence, Clares colours are black and white, which is
adequate to her complex nature and vivid character. The subtle shades of Dinny's
love for Condaford are implied thro ugh her changing attitude to it. Passages reflecting
the modulations of her moods sketch her lave for England, susceptibility to Nature,
sensitivity,

The whole world seemed mirsculous on a night like this, but, always the yearly miracle of apple

blooming was to Dinny most moving of all, The mary miracles of Englanil thronged her memory,

while she stood among the old truks inhialing the lichen-bark-dusted air, Upltand grass with larks
singing; the stilly drip in converts when sun came after ruin; grouse on windblown commans: [-]

swilhed hay meadows, taunted cornfields: the biish distaneces beyond; and the everchanging sky—all
these were as jewels in her mind, but the chicf was this whilte magic of the speing... [1971: 402-403]

Her scattered remarks about London (e.g. oI think in London one loses the sense
of proportion" — 1971 299), about places she likes and those which she doesn’t
(.No, not to the ZOO. I hate the cages” — 1971 331y will complete her picture as a girl
of slightly old-fashioned homeliness, loving peace and natural beauty, disgusted with
the disorder which the modern world was bringing about, but understanding its ad-
vantages and able to think in a modern way.

The same relates also to other characters. Wilfrid Desert’s zest for the East with
its heat, exotic colours and smells, exemplifies his sensuality, his nomadic nature and
a homelessness of spirit — especially when compared to Dinny's reluctance to leave
England.

Particular elements of background are employed as litmus paper, 100, to stress
differences between people by showing their opposite reactions to the world (which
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also 15 a way 10 characterize them). Let us look al Dinny and Clare:

— 1t gives You a theill, Are vou as fond of home a5 ever, [inny?

— Tonder.

— IU's funey! [ lave i1, byt T con't live inoit. [1971; 582)

The use af settings for strengthening desired moods and armosphere, without
gxercising any decisive impact on the course of the action, is of 4 similar, static kind
as in the case of their use for characterizational purposes. When it is emploved con-
ventionally and directly, there emerges an immediate co-relation between the stratum
of background and that of the action. The hackneved example is when the heroes’
falling in love coincides with the flowering of spring. But the settings may also serve
as foils to the characters’ emotions, and when the contrast is deep enough it will en-

hance the tension and the pace of the action.

Examples are numerous of both categories. Certain places are more congenial

for experiencing certain emotions as they guarantee a sense of balance (thus Con-

daford was for Dinny ,too quiet for nerve storms of crucial actions® — 1971 7207,
Galsworthy employs both cliches: combining fear, unhappiness and torment with
the gloom of winter and bleakness of stormy weather, and connoting the feeling of
love with the brilliance of sunny summer with its bright colours and blooming
gardens. Yet, in some more interesting cases, the Jjuxtaposition of the heroes’ inner
experiences and the physical reality gives a reflreshing shock to the readers’ attention
and enhances the tragic aspect of the action, making it more dramatic and dynamic.

In the frst of their own fields the hay was still Iying out, and she flung herself down [.._] she dida't

ery hut pressed hersell against the hay-covered carth and the sun burnt her neck, She framed no

thought, dissolved in aching for what was lost and could never be found now. And the hum of

summer bees drowsily above her frant the wings of insects drunk on heat and honey [...]. If she
could dic, there, now in full summer with its hum and the singing of the larks... [1971: 564]

There is burning emotion there. But settings may be used even more dynami-
cally, The characters may be brought to significant conclusions, to far-reaching
deliberations resulting from the stimuli in the external world. This walk through
London streets was supposed 1o pacify Dinny:

A policeman reversed the diceetion of his white sleeves, the driver Jecked his seing, and the van

maved on, followed by o Jong line of motor-vehicles, The policeman reversed his sleeves and Dinny

crossed, wilked on to Tottenhim Court Read, and once more siood waiting., What a scething and
intricate pattern of ereatures, and their cars, [ ] Fulfilling what secret purpose? ... ] A meal, & smoke,

A glimpse of so-called life in some picture palace, a bed ar the end of the day [..] The inexorability

of life caught her by the throat as she stood there, so that she gave a lintle gasp and a stout man

suid: , Bep pardon, did 1 tread on your foet, miss? [1971: 208)

In these recalled cases no peculiarly individual treatment of settings was re-
vealed, We have scen Galsworthy skilfully following the conventional practice: cha-
fdcterizing his protagonists directly and indirectly, strengthening the moods by
Ways of analogy or constrast, and d evelaping his characters, But, at times, Galsworthy
Boes further than that — when he makes his characters anthropomorphize the world,
for instance. This mostly concerns natural settings, which reminds us of the Romantic
Principle in writing. Yet, in other cases where natural settings appear, and these are
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abpunding, Calsworthy's nature is i?-‘lﬁ““'i‘” and idyllic, merry-English, or 5 an
impressionist's nature. Here we have it at its most romantic;

deighe wes o freiend — oo oexe Lo see, na ear o listen, She stared into i, unmoving, drawing comion

from the solidity and hreadth behing her [

Nature! Pitiless and indifferent vven (o the only erentures who erawned and Patted her witle pretty

words! Threads broke and hearls beeke, or whatever really huppened to the silly things — Nature

iwitehed no lip, heaved no sigh! One twiteh of Nawre's lip would be mare & her than all human

sympathyl [1971: 5671

Apart from the conslant presence of nature and its liveliness, another cha-
racteristic feature of settings in the trilogy is that the author imbues his settings with
his typical, slightly ironic, but very English sense of humour. The incongruity arising
from the contrast between the expectation of the reader and the view he is presented
with is comic enough to lighten up the atmosphere and make one smile: , Long she sat
hall dressed, her hands clasped between her kness, her head drooping, steeped in the
narcotic remembrance, and with a strange feeling that all the lovers of the world were
sitting within her on that bed bought at Pullbread’s in the Tottenham Court Road, "
(1971 36T,

Although it is not the proper domain of settings to carry comic load, more cases
may be found of settings employed to evoke humour and laughter, Often it is the
characters’ (and Galsworthy's) serutinizing, sober look at the toosbeautiful-to-be-true
English scenes that brings the comic effect,

Two more things to be mentioned here are both typically Galsworthian and proper
to the trilogy discussed. The first is that practically all characters in the trilogy show
an uncommon coneern for their physical surroundings, especially for nature, Their
responsivencss to the natural world being far above the average, we suspect that
either they are exceptionally sensitive, or thal this love for nature is a mark of their
class or nation, The latter impression will be strengthencd when we realise that
Gialsworthy idealizes, not without hints of sentimentality, the rural aspect of life, and
English life especially, In almost every clement of any setting the English quality is
underlined and lovingly exposed,

THE QUALITY OF GALSWORTHY'S SETTINGS

The variety and abundance of places appearing in End of the Chapter is surprising,
but understandable when we think of the ra nge of characters inhabiting the world
of the novel, No wonder we come 1o visit the poorest districts of Londan, the Pall
Mall residential areas, the cabinets of state officials as well as the average city homes,
ruined country estates ane peasant huts, purks, museum, restaurants, railway com-
partments.,,

The people we meet are mostly members of the modern urban socicly, 40 the
number of city scenes is considerable, Thelr com maonness, their objective, matter-ofs
-fact presentation and connection with the routines af daily life of business account
for the fact that the country scenes bear more emotional undertones and are more
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important, The city exists in the novel, but rarely more than that, [t serves man but
also engrosses him, Heroes seldom seek it. More often they are tired and bewildered
by its chaotic vitality, brutality, alienating noise and crowds. That is why they desert
it in search of places which would bring them peace in the form of natural beauty ind
calm. They choose parks or countryside, Ferse seemed asleep now. Surely his brain
would rest from its disorder here. If there were healing in air, in form, in colour it was
upon this green cool hill for a thousand vears and more undwelt on and freed from
the restlessness of man® (1971: 222),

In fact these two kinds of scttings are clearly apposed to each other — the city
and the countryside, The significance of the rural scenes for characters' lives is
greater than their quantity might suggest, ‘They involve more emational engagement
of the heroes and the narrator. Also the type of narration used for creating them is
special. The detailed, realistic description gives way 1o an impressionistic vision,
which is subjective, filtered and soft. ,In the woads above birds rustled and chirped,
on their way to bed. The dew had begun to fall, and into the blue twilight the ground
mist of autumn was creeping. Shape was all softened, but the tall chalk pit face
still showed white" (1971:225),

What we see here is in fact an example of setting working as a carrier of the theme,
of the very general message of the novel. A sentimental sigh to ,good old England”,
which seems to emanate from the whole of the trilogy, is most often found to be
emitted by the narrator’s and characters' musing on the now almost extinet idyllic
rural vesterday and the commaon industrial and vulgar today of the country.

This emotonalism in the treatment of nature, the already mentioned anthropo-
morphism in relation to it, and Galsworthy's tendency to glorify the natural in con-
trast to the urban are supported by one more feature which adds Lo his . romanticism®,
Itis his escapist tendency to aveid what is new, m odern, technicized in favour of what
is old and remate (equivalent, for his characters and himself, with the simple, more
beautiful and better) — see Dinny's visit to the old peasants’ cottage (1971, 187 - 189,
Galsworthy also exhibits a load of sentimental patriotism which accounts for the fact
that the descriptions of familinr countryside are so idealized that sometimes indiscri-
minate, Sweet Old England revives in these eulogistic passages:

The frees were beeeh and ash with he re and there o English yew, the soll eing chalky, A woodpecker's

canstant tap was the only sound, for the rain was not yer heavy enowgh Tor leub-dripping 1o have

started, Since babyhood she hid been abroad only three times — 1o Traly, 1o Purls, to the Pyrences,

and had olways come hame more in love with England and Condaford than ever.. [1971: 368]

Indeed, these romantic traits seem often loo Galsworthian in the sense that
they suit the author rather than the protagonists, 1 is his personal creed that eonsti-
tutes one of the leitmotifs of the cycle, The recurrent problem in the trilogy, beside
Others, is that of an atuvistic necessity of having ,roots”, of enjoying the sense of
belonging to some particular part of the world, of having a spiritual home.

Roots! That wag what she missed in Londan, what she would miss in the apen spacds, She walked

10 the bottom of the narrow, stragpling beechwood, and entered it through o tattered gate that she

didn’t even have to open... $he breathed deeply, and for full ten minutes stoac there, like o watered

Plant drawing up the food of s vitality, [ 19712 190



Now we see how essential, in certain respects, is 10 Galsworthy the world around
him, Yet it 1s his life story which proves to what extent he has projected his experiences
onto his characters, The following excerpt comes from one of his letters, and not from
his fiction:

Why is it that in seme places cne hag such a feeling of 1ife being, nat merely a long pictureshow [of

eman eyes, but a single breathing, glowing, growing thing, of which we are no moce important

a part than swallows and magpics, the foals and sheep i the meadaws, the sycamares, and ash trees

and fiowers, In these rare spots, which are always in the remote counley, untouched by the advan-

tages af the civilization, one is conscious of un enwrapping web or mist of spirit — is i, perhuaps,
the glamarous and wistfull wraith ol sl the vanished shapes once dwelling there in such close

comradeship? [Dupré 1976: 217]

The passage speaks for itself. His sensitivity to nature, to the pure, the simple
and the eternal is that of a man mature and experienced, able to appreciate the deeper
sense of the charms in which the world abounds. Allthis reveals itsclf in the descriptive
passages of the trilogy, which are not so much sensual, as most of all visual. Colours
and light sketch the presented settings. The impressionistic presentation brings them
alive and plastic in front of our eyes. They are filtered through the characters’ eyes,
souls and minds, and thus are suggested by a number of sense subjective impressions
which produce a picture, or rather an emotion desired:

and the iden came o lier to steal round and see it all grey and ghosily, tree-and-cregper-covered in

the moonlight. Past the vew trees, throwing shart shudows under the raised garden, she eame round

to the lawn. [,.] The moan flicked a ghostly radiance on to windows and shiny leaves of e
magnoling] and seerets Jushed all over the old stone fuce, Lovely! [1971: 308)

Indeed Galsworthy's settings are permeated with emotion, suggestive and real,
Sometimes they even seem overdrawn as are one's memories of long-gone youth and
happiness. Was it the novelist's advanced age while writing this trilogy of youth and
first love that made the physical world in it so lively, appealing and so important?

Galsworthy's scope and attitude to the background and settings of his works was
changing as his carcer was progressing. The comparison of The Forsyte Saga with this
lust trilogy of the eycle will show how the author's historical concerns were curtailed in
favaur of the social, or soclological ones. In the Saga kings pass away, workers strike

and the wars trouble the Forsytes, Exact dates and facts are recalled, whereas End af

the Chapter is more a psychological novel and a social history than a novel of manners,
Families pass away, new people are born, people fall in and out of love, they strive to
enjoy life. The historical background is represented here by the evidence that might
be classified as the material culture document and sociological study rather than
a chapter in a volume of British history. The Sagaand The Chaprer might be paralelled
to specimens of historical and genre painting respectively, reflecting the author's
aging, characteristically accompanied with the reflective mood and his growing con-
cetn for the generally human, moral and ethical rather than the historically changing,
political and ceonomic,

In both trilogies Galsworthy's accuracy in detail presentation, in filling the rooms,
the streets or the fields with hosts of verisimilar, convineing, often topographical
details without ever boring the reader, is remarkable, A careful reader is likely to be

ab{ﬂ to produce a detajled enough map of London — with its parks, museums, gal-
leries, MONUMEnts, restaurants, pubs and names of streets at hand. This panorama of
places of mierest makes the trilogy an exciting guide book to London af early 19307,
Yet, most of its charm rests on the fact that, uniike a guidebook, it is not impassionate
ar photographic, It is full of living nature as it is full of people; it also is infused with
a mood which differentiates this London and the vicinities from those of Dickens,
Huxley or any other writer, The mood comprising the sense of loss and gain (we are
silaWnlEflgland which will soon turn into a memaory), melancholy and optimism,
appreciating and loving, but not blinkered, -

| {IL is. pr!?hubly this fullness of view that leaves that ,London and vicinities" as dis-
unctly 10 front of our eyes as Hardy's Wessex, the Brontés Yorkshire, y g
Five Towns, The world of End of the Chapter creates an impre::i]::lrgeofn :h?LIEL]l{[::t:'

fascinating because very special — so beautifully natural, so very English,

REFERENCES

Ginlsworthy 1, 1971, End of the Chaprer, London: Heinemann,

Allot M., 1977, Novellsts on the Novel, London and Henley: Routledge,

Burns T, and E,., 1977, Seciology of Literanre and Drama, Harmondswarth: Pengoin Boaks,

Deprt C., 1976, John Galsworthy — A Blagraphy, London: Collins,

Eco U, 1972, Pejzad semiviyeany, Warszawa: PIW,

Farster B, M., 1962, dspeers of the Novel, Harmondswarth: Pelican Books,

Laver )., 1961, Between the Wars, London: Vista Books.

Lucdes €3, 1969, ,Approximation to Live in the Novel®, in: Burns B, and T., Sociofogy af Literature
and Dranea, Hormondsworth: Penguin Books,

Wellek H'. and Wml'len AL 1972, Theory of Literature, Mew York: Hareourt, Brace and Warld (ne,

Zyorzelski A., Krajka W., 1974, O analizie teksi fiterackiegn, Lubling UMSC,



r LOE T A UNIVBRSIT'ATIS W ORI ST AN TR N 8 TS
N T4

Anglicy Wratislaviensia X111 Wroctaw 954

MALGORZATA TREBISE

CULTURAL BACKGROUND IN W, 5. MAUGHAM'S EXOTIC SHORT
STORIES

The number of stories devoted to the distant Eastern and Southern regions
speaks for W. 5. Maugham's exceptional interest in the topic. Over one third of all
his collected stories may be regarded as | exotic®.

Maugham's concern in the subject must have certainly come from his personal
experience in the regions described. Philip Carey — the protagonist of the highly
autobiographical novel Of Human Bondage, in which the writer gave a faithful account
of his life, frequently repeats his great desire to visit the countries which are describ-
ed in the short stories,

Being a very active person, Maugham set on his first distant venture in 1916, In
the course of an extensive Pacific eruise, he visited the South Seas Islands and the
Malayan Archipelage — the two main regions he will refer to in his stories, He
covered the same route in 1919 and 1922 only to return there once more in 1929,
In 1936, on the suggestion of Rudvard Kipling, he went to the West Indies, however
the literary records of the latter trip are less significant, In 1959 he made his last
visit to the Far East (Raphael 1980: 45, 82-83, 110). All those trips supplied him
with a bulk of ,raw materials" which were later used in the staries,

A Writer's Notebook 1s o valuable record of Maugham's observations, and one may
casily trace in it the descriptions of real persons, places and incidents which, trans-
formed, found their place in the stories. The author openly confesses in the preface
to this book:

As L grew alder and more aware of my intentions, [ vsed my notebooks less to record my private

apiniens, and mare to put down while still fresh my impressions of such pemsens and ploces os

seemed likely Lo be of service 1o me for the particular purpose D had inoview ol the moment, [1967; 13]

The evidence of this statement is obvious. The description of Honolulu in 1916,
with its Union Saloon, the Chinese Quarters and the Red Lights District is exactly
the one to be encountered in , Honolulu®. On another trip to Pago Pago he met the pro-
lotypes of the Davidsons and Miss Thompson from the Rain® The bore experienced
in 1922 in Sarawak is echoed in , The Yellow Streak®, Several further analopies may
easily be drawn, but the point here is to show that being a keen observer, an active
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participant and @ patient listener, Maughmn gathered an immensge ma_tcrial con-
cerning a range of local inhabitants, their culture, customs and their ribal organ-
ivation. The stories which emerged out of this experience constitute a separate cycle
axceeding thirty in number, However, not all of them have been taken into account
in the following analysis, A close reading of all the stories sel in far-away reglons,
validated a selection of those in which certain moral, cultural, economic, and/or
social problems are prominent. The stories in which exoticism® is limited to the
setting alone such as in the case of | Princess September” — an imaginative philos-
ophical tale; or Mabel" where the reference to China is strictly geopraphical, have
been ignored. Eventually, only few stories escaped this classification; thus a wide
selection of stories malkes it possible to view the same problem in a different context
as it appears in g different, unique situation,

One of Maugham’s chief interests was in the position of the white European and
American inhabitants in the regions presented. He presents an extensive gallery of
colonial ploneers who, as Frederic Raphael has accurately noticed, carried their badge
of nationality as a main piece of luggage (Raphael 1980: 110). Thus their response
to the local realities of life seermns a well justified starting-point for a further selection
and an analysis of the stories, Accordingly, I have concentrated on the stories set
in far-away regions in which the prominent cultural problems are viewed in the light
of the white-native interaction,

The identification and assessment of Maugham's exotic stories is evident as the
author meticulously described the setting, Actually, he never fails to pin-point the
place of action geographically, Stories in which a direct and more extensive treatment
of the culture can be found fall into twoe groups, The first may conveniently be
labelled the Malayan group which term, from the strictly geographical standpoint,
is only an approximation, as the territories covered in the narratives extend over the
Malayan Archipelago, the Peninsula, and Burma (the only exception connected with
this region being Masterson™), The other group s kept within more rigid boundaries
and may appropriately be described as Polynesian,

However distant the two districts may be they share certain features, The former
is often referred to as a bridge between two continents — Asia and Australia, and thus
the whole area is characterized by distinet transitional features, both physical and
cultural. It is a place of different peoples with their distinet cultures, myriad lan-
guages and many regions. Throughout the ages the region has been subject to Indian,
Chinese, Australian, Malanesian, and finally European influcnces, all successively
contributing to its cultural diversity (Encyeclopaedia Britannica 1966, 14: 686).

Singapore — the place most frequently alluded to in the stories, had been disco-
vered centuries ago as a convenient place to stop at during the exhausting sea passages.
In the story ,The Letter it is described as _the meeting place of a hundred peoples;
and men of all colours® (1976: 861), and then a list of nationalities follows including
Tamils (Indians brought to work on the plantations), Chinks (the most enterprising
people, owners of shops and stalls), Malays, Americans, Jews and Bengalis.

A similar tenor appears in the deseription in ,Honolulu™ ,Along the streets
crowd an unimaginable assortment of people [...]. It is the meeting place of East and
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West” (1976; 63). The natjons to be encountered are Americans, Kanakas, Japanese
and Chinese. Even {he considerable isolation of the little islands scattered in the
middle of the Pacific Ocean did not prevent them from [alling prey of the more
venturesome nations. No wonder that the British and Americans (mainly dealt with
in the stories discussed), with their high level of civilization, were present in both dis-
tricts. As the writer says in the Preface to the fourth volume of his collected stories:
.The British gave them justice, provided them with hospitals and schools, and encour-
aged their industries” (1963, 4: 7). In turn they picked up some local habits and man-
ners. Unfortunately, there remained several points at which no mutual understand-
ing could be reached.

In the following analysis the first three sections are devoted to the reciprocal in-
fluence of the coexisting cultures, In the final section the problems of religion and the
impact of the white missionaries are discussed,

One reservation however, must be made at the very outset — the exotic culture
never appears as the main theme in any of Maugham's short stories. Its function is
only auxiliary, [t serves as a point of reference, a detail in rendering the exotic milieu,
a curious and an extraordinary motif which provides an exceptional event — an el-
ement of paramount importance to Maugham. However slight the references to the
native culture may be, the total effect is that of its omnipresence, it permeates the
atmosphere of the distant regions.

THE INFLUENCE OF THE EUROPEAN TRENDS UPON THE NATIVES

The impact of the European civilization, as presented in Maugham's stories, is
very superficial. It is visible mainly in the outward appearance of the natives, i.c.
their dress and manners. These were either enforced or adopted by the natives out of
their own will and free choice, the latter being more common. The Malays, for
instance, are remarkable for their relatively big flexibility. Thus being far from con-
servative, they welcomed changes in such realms as custam, law, medicine and dress,
introduced either by Hindu, Moslem or European tradition.

In the story ,Masterson® a subtle blend of the European and the Oriental is pre-
sented. Masterson’s local concubine dexterously mixes cocktails and makes a good
fourth to bridge, both skills being evidently European acquirements (1963, 4: 265).

A very similar motif can be traced in . The Fall of Edward Barnard" which takes
us for a change to Tahiti — the island which had fallen prey to American influence.
The picture presented there is that of American life stylized in the native mannet.
Arnold Jackson's daughter (a half-caste) appears as ,the goddess of Polynesian
Spring, She wore but one garment, a Mother Hubbard of pink cotton, her feet were
bare and she was crowned with a wreath of white scented flowers" (1976: 53). So far
the description is kept well within the local mood — there appears the lei” (the tra-

ditional Tahitan wreath), although Mother Hubbard is already a foreign innova-

li?n. However Bateman (a visitor from America) is ,not pui at case to_sce the sylph-
~like creature take a shaker and with a practised hand mix three cocktails® (1976: 53).
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One cannot belp thinking aboul the modern commeraials when reading the scene.
Tahiti and Hawail have been greatly susceptible to American influence being one of
the states, The native elements such as fragrant leis” and the ,u kulele® music which
attracted the tourists were purposely retained, but on the whole, the natives real-
ized that tolerance, hospitality and cultural flexibility were most profitable,

Another beauty, this time from Malaya, appears in , The Pool®, Tn this case the
Samoan girl was induced to yield to strange habits through her marriage to a Euro-
pean:

In Der prety pink frock and high shoes she locked quite Evropean. [.] There was something
eatremely civilized aboul her, so that it siaprised vou to see her in those surroundings, and you
thought of those famous beauties wha had set all the world wiking at the court of Emperor
Napaleon I Though she wore a muslin frock and a straw hat she wore them with an elegance
that suggested a woman of fashion {1976 85]

The changes adopted by Ethel never went any deeper beyond the superficial
appearances, Mentally she remained a true Samoan,

There is a single instance in the stories where European culture along with
education might seem to be the aim of an ambitioys native.  The Letter introduces
a Chinese clerk in neat white ducks who spoke beatiful English, accenting each
word with precision, and Mr Joyee (i.e. his employer) had often wondered at the
extent of his vocabulary. Ong Chi Seng was a Cantonese, and he studied law at Grey's
Inn™ (1976: 824), Again, the amazing command of English and impeccable dress are
superficial acquirements. The Chinese clerk proved by his treacherous actions on
behall’ of the native woman that he felt one with his people.

It has been already suggested that some of the changes had been actually intro-
duced by force. The British missionaries had their visible share in changing the local
customs. The Davidsons from Rain® imposed rigorous discipline upon the natives,
their judgement about the local customs was very scvere, The suppression of lava-
=lava® (a regional costume) and of the ritual dances were the main objects of David-
sons’ destructive zeal during their mission work in the South Seas, although the inof-
fensive habits scemed quite reasonable to less prudish Europeans:

U8 very indecent costume” said Mes Dovidson, Mr Davidson thinks It should be prahibited by

lw, How ean yau expeet people 1o be moral when they wear nothing, but a strip of fed cotton

revnd Lhedr loing?
Vs suitable for she alimate™ said the daetor [ JIn our islands Gdd Mrs Davidsan) we've
practically srodicated the lavaslava, A few old men stll continue 1o wear it bt that's wll, The

women hive all 1oken (o Mother Hubbaed, dnd the men weil trowsers apd simylers”, [ 197616

A pair of conventional trousers is regarded to be a matter of crucial importance, as
reflected in Mr Davidson's calegoric statement; ,The inhabitants of these islands
will never be thoroughly Christianized till every boy of more than ten years is madeto
wear a pair of trousers” (1976 16),

But the Davidsons miscalculated here. The natives remained inflexible, [ronically
enough, Christianity had been exceptionally unsuccessful in the South Scas district,
the influence in faith being mainly Buddhist and Moslem. The extent of European
influence therefore appears to be extremely limited, Muugham seems to reflect in his
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ficrion what he had seen when he was travelling, Possibly it was still toe early to expect
mote essential changes in the Oriental culture, Thus the natives presented in the stoties
were driven by mere comtort inadopting patent-leather shoss, ducks, singlets, Mother
Hubbards, ete. External sources say that even religion would not restrict them in
doing things which were at the moment convenient eg. the Malays willingly wore the
wide-brimmed hats virtually forbidden by the religion, as the hats prevented proper
bending during their worshipping of the Spiritual Father {Clifford, 1898 65),

Another point which must be made here is that the locale of Maugham's stories
is very restricted, accordingly the changes presented by him cannot be generalized,
He deals mainly with the urban areas and hardly ever ventures to penetrate the no-
madic tribes, and the life there went along quite different tracks. An official Smithsonian
government report from 1943 on the contours of culture of Indonesia states; _seclu-
sion of the district contributes largely to the significance of ethnographic studies in
the region. Most of the interior regions have only recently been open up to outside
access, many large districts still remain virtually untouched by European influence®
(Kennedy 1944: 513-522).

THE INFLUENCE OF THE LOCAL CUSTOMS UPON THE MNEWCOMERS

The influence of the local culture upon the British and Americans went aleng the
same lines as those operating in the opposite dircotion (i.e. the outsiders influencing
the natives). It was natural for the newcomers to adopt some of the local habits which
were proved in the course of hundreds of years of practice and which made their lives
easier. It was convenient for them to change into light native clothes after a hard day's
worl, just as Edward Barnard did: « They undressed and Edward showed his friend
how to make the strip of red trade cotton which is called pateo inte a very neat pair of
bathing-drawers” (1976: 52),

The newcomers indulged in the refined local cuisine — LLiaw fish® and sundry
messes”, although they did not forget about the nourishing bacon and eggs which,
under the circumstances, were temporarily served with  paw-paw® (1976: 106).

Unfortunately some Europeans took up also some devastating Eastern habits
such as smoking opium — eg. Grossely from Mirage".

«The Door of Opportunity” provides the only instance in the staries of an active
:ul.linulc towards the Oriental cultural heritage, The district officer and his wife took
PaIns to learn the native language so that they could listen to original local tales,
However, this example must not be overestimated; a reservation must be made that
Alban and Anne were an exceplional couple; they were intellectuals too sophisticated
Lo conform to the ways of the British community, and vet remained essentially
British,

The prevalent attitude of the British is characterized by their inflexibility and con-
servatism. It is demonstrated by Masterson, Warburton from +The Outstation” and
Lawson from , The Pool",

Lawson and Warburton represent the same type. They both dream of returning
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to Britain, they treat their posts in the East only as temporary occupations. Being
deeply rooted in the British tradition they cannot adapt themselves to strange con-
ditions, Masterson dreams of being buried in an English churchyard. He says: [ want
England with its grey skies and rain, with the rabbits o shoot, golf to play, a local club
to go to, England with walled back gardens to grow roscs in” (1963, 4: 267). The
richness of the Eastern nature, profusion of game, splendid weather cannot obliterate
his longing for the land he was brought up in, and Masterson pathetically states it in
the words: ,[t's a dream if you like but it's all | have, it means everything in the world
to me, and [ can't give it up” (1963, 4: 267).

A similar nostalgia overwhelms Lawson who cannot bear the Samoan pattern
of family life, the blood ties being all-important in social relations, great emphasis
being laid on any degree of kinship: When Lawson, after his work, went back to the
bungalow he found it crowded with natives. They lay about smoking and slecping
drinking kava; and they talked incessantly. The place was grubby and untidy” (1976:
95). It was after his return to Scotland that Lawson realized that this was the only
environment that he could peacefully live in, Life in Apia seemed then to him years
spent in exile. It was good to play golf once more, and to fish [... ], and it was good to
see @ paper every day with that day's news* (1976: 91). A well-bred Englishman has
some basic habits such as newspaper-reading, playing golf, enjoying his club, and he
feels miserable when these are denied to him,

_The Pool® is also significant because it illustrates the exclusiveness of the two
cultures, Neither Lawson nor Ethel was capable of surrendering.

The protagonist of ,The Outstation® — Mr Warburton is the bulwark of British
conservatism, priggishness, manners, His motto during all the years spent in Malaya
was: ,When a white man surrenders in the slightest degree to the influences that
surround him he very soon loses his self-respect, and when he loses his self-respect
you may be quite sure the natives will soon cease to respect him*“ (1963, 4: 340). True
that he was uncompromising, true he was demanding, but he could be objective. He
developed even some sort of affection for the Malays, he knew their customs, but his
principles would not let him adopt them.

The white inhabitants, as compared with the natives, seem to be more reluctant
in approaching the local ways. Aloofness and isolation helped them to preserve their
uniqueness within the local masses.

THE SUFERNATURAL AND THE IRRATIONAL AND THE RESPONSE TO [T

The theme of the supernatural is explicitly dealt with in only two stories: ,Hono-
lulu“ and P &0, belonging to the Polynesian and the Malayan cycles, respectively,
The story . The Taipan™ dealing with mysterious visions and incidents is not analysed
48 no exact reference to local beliefs and practices can be found in it. It should rather
be considered as a story of disturbed mind and coincidence,

A few words should be said about the belicfs in both regions. The supernatural
elements were derived from the ancient pagan cults which persisted and strongly
coloured the more recently adopted religions.
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Native religion of Indonesia rests on three partly overlapping and partly indepen-
dent sets of concepts: beliefs concerning magical power, spirits of various kinds, and
ghosts of the dead. The most essential for the analysis of the stories in the concept of
magical power which can be used for the benefit of its objects, but in emergency
cases — against the enemies as well (Kennedy 1944: §513-522).

The Polynesians, due to their relative isolation in the past, alse conceived most
remarkable religious ideas. Important for this purpose is the fact that sorcery was
widespread and sorcerers greatly feared.

Superstition, magic, supernatural powers arc points where no mutual understand-
ing is reached between the natives and the inhabitants of the civilized world. How-
ever, the local beliefs arc never ignored or mocked. There are even moments when
less credulous Europeans get the feeling of terror.

The Schooner’s story from ,Honolulu® starts with the narrator’s presupposition:
It is a story of primitive superstition and it startles me that anything of the sort
should survive in a civilization which, if not very distinguished, is certainly very elab-
orate” (1976: 63),

A jealous native shipmate, Bananas, casts a spell on his emplover — Captain
Butler — because he happens to be in love with the Captain’s girl. For a civilized
European a story of casting a spell upon an adversary, and making him suffer some
vague illnesses is most amazing. Furthermore, the fact that the spell should have been
broken by some disentchanting ritual must have been stunning. The narrator says:
1 cannot get over the fact that such incredible things should happen, or at least
be thought to happen, right in the middle, so to speak, of telephones, tramears and
daily papers” (1976: 64).

Yet the natives strongly believed in it. No one could have sounded more convine-
ing than the girl who knew that it was truth, God’s truth, and that the American
doctors were helpless in the situation and the only help could be got from their native
people,

A parallel situation is shown in P &0O". The European — Mrs Hamlyn — takes
the supposed spell on Mr Gallagher rather lightheartedly, Even Mr Gallagher, the
victim. daoes not believe it, Mr Pryce, a credulous little man, a simpleton almost, is
the only one who shares the natives' view, but is scorned by Mrs Hamlyn who says
that: ,It’s perfectly absurd [...]. Fat women cannot throw spellson people ata distance
of a thousand miles* (1976; 744). According to a sane European opinion such cases
should be dealt with by a doctor or a psychoanalyst.

Mr Pryce, however, is quite convinced that no white man’s medicine can help.
His attitude may indicate that beliefs in spells and black magic are current only among
the people representing the less sophisticated mental level, which simultaneously
explains the natives' faith in the supernatural, Nevertheless, the tension grows and
no official acknowledgment is made, more and more white passengers who had lived
in the East, produce, from the recesses of their memory, strange and inexplicable
stories.

In neither of the stories an attempt is made to explain the irrational facts. Instead,
a summing-up statement is provided in the description of Honolulu —the cross-roads
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£ the East and West: _All these strange people live close to each other, with dif-
farent languages and different thoughts; they believe in different Gods and they have
different values; two passions alone they share, love and hunger” (197 63),

A similar statement has been made in the story .The Schooner with the Past"
dealing with the Malayan supernatural themes, where Hugh Clifford, a British
Resident at Pahang at the end of the nineteenth century, concludes:

| have no attempt to use the words of either of my informants, for the Eyes of the Esst and the Eyes

of the West are of different focus, the one seeing clearly where the other is almost blind. No given

dircumstances have procisely the same value when they ore elated by a pative or by a European,
yel each may speak truly sesording 1o his own vigien, and wha shall say which of the twe attaing

the mere, nearly to the absiract truth? [1898: 68].

Some explanation for the inveteracy of those folk belicfs and fears may be found
in the travel hook Bivouacs a Borneo by a French scientist Pierre Pfeffer, in which an
account of a meeting with a chief of a Borneo village is given. [t is explained that since
the whole system of power was rooted in the old religion, and made effective through
religious taboos, the chiefs were personally interested in preserving them (1968: 161 -
-162),

RELIGION — THE IMPACT OF THE MISSIONARIES

As carly as 1901, when Maugham had not made yet any journcy significant for
his writing, he wrote the words:

11 the wse of religion ix to make men moral, and 5o long as it does this dogma is unimportant, it

seems 10 follow that men can’t do better than to accept the religion of the country they happen to

have been born in. Why then should missionaries go to Indiz and China to convert people wha
huve alrendy o religion that performs very adequately the chiel function of religion? Frobably few

Hindus in India, few Buddhists in Ching are as moral as Hinduism or Buddhism would have them

be, but that is no reason why they shonldn't be Jeft alone. We all know that few Christians act up

to the prineiples of Christinnily,

O A5 it thae the massionaries think that God will condemn o endless torment all who donot
thare their particular beliefs? No wonder they think you are cursing and swearing when you say,
Good God! |4 Writer's Norebook, 1967: 7-77)

This significant passage may be treated as the key to the problem of missionaries
in the stories. The narrated incidents are by no means favourable 1o European or
American missionaries. They are presented as narrow-minded, hypocritical, mean
and aloof, The significance of the job they were performing in the colonies placed
them in a privileged position. They imposed Christian doctrines on the people who
had been happy in their own faith. It is sufficient to quote Maugham's authentic ma-
terials (4 Writer's Notebook: 130) where he relates that even fights took place when
the doctrines of peace and goodwill expounded by the missionaries happened to be
questioned by the natives.

Missionaries had little respect for cultural heritage of the people they were con-
verting and they effectively tried to stamp it out, They disregarded the old tradition,
they were predatory and lacked tact.

Once again Maugham's record from 1916 relates an incident of a quarrel which
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arose over the matter who was 1o be ranked higher: the missionary's wife or the
pative queen. At the natives' support of the gueen the missionary couple flew into
rage: othey threatened 1o get even with them if such a slight were put upon them, and
the natives, [rightened, at length yielded. The missionaries had their way” (4 Writer's
Notebook: 129),

The same bitter tone is adopted in all Maugham's stories referring 1o the subject,

The Davidsons from .Rain“ are a very supercilious couple. They would never
condescend to mix with most passengers on the ship. They considered themselves
SUPErior in every respect to ordinary mortals, Macphail’s remark about them that
Jthe founder of their religion wasn't so exclusive® (1976: 14) hits the point formi-
dably. The main task they performed in their district consisted of eradicating the
- comfortable local costume and prohibiting ritual dancing, In this respect they show
themselves prudish and at the same time hypocritical, especially when one reflects
- upon Mr Davidson and the outcome of the unfortunate trip. Mrs Davidson's prud-
ishness and hypocrisy are made evident the moment she confides all JAmproper” in-
formation about the sexual behaviour of the natives to Mrs Macphail, asking her to
- pass it over 1o her husband, as she considers it highly improper for her to talk with
_gentlemen on such subjects. Davidsons' extreme intolerance is given full vent in the
case of Miss Thompson,

It is made plain that the missionaries represented a considerable power in the
- colonies. The Davidsons are a cunning team, and actually there is nothing they cannot
do if they set their minds on it. They give a sample of their authority when talking of
Keeping order within their district: , There are one or two traders, of course, but we
take care to make them behave, and if they don’t we make the place so hot for them
- they're glad to go” (1976: 15).
Some more specimens of fervent Christians appear in the story , The Vessel of
- Wrath", Mr Jones and his sister were in charge of a Baptist Mission on the scattered
- Alas Islands. They were aided by the native helpers on the separate islands. The por-
trait of Mr Jones is given by the Controleur Mr Gruyter and is perhaps tinted with
- malice: ,Mr Gruyter both disliked and respected him. He disliked him because he was
- harrow-minded and dogmatic [...] He respected him because he was honest, zealous
‘and good” (1976; 233),

Being a zcalot, Mr Jones destroyed the way of living of the native inhabitants of the
islands, which had suited them for centurics. Jones appears to be an intruder and yet
he has some merits; he was the only trained physician in the region and he did not
- Spare himself whenever help was needed. Miss Jones proved worthy of her brother in
~ tvery respect. She was reliable and efficient, daring and full of initiative. She would
N0t spare herself either. Even in the biggest upheaval she would not forget the duties
.-'churcp imposed on her. At the dangerous venture to save the headman's life: ,she
had given medical care to such as needed it, she had strengthened the small Christian
‘“ommunity in its faith, admonished such as were lax and cast the good seed in places
‘Where it might be hoped under divine providence to take root” (1976: 2411

It follows from the story that what the natives really needed were qualified doctors
and nurses to take care of their bodies and not necessarily of their souls,
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The most devas tating direct criticism of the missionary proceedings is to be found,
quite unexpectedly, in JHonolulu®, On the round the town tour the narrator is taken
to see the houses of the rich. A hundred thousand dollar mansion appears to belong
to the Stubbses: .Old man Stubbs came here as a missionary more than seventy years
ago [.] All cur best families are missionary families [...]. You are not much in
Honolulu unless your father or grandfather converted the heathen!™ (1976 64-635).

The incisiveness of this stalement is evidenl. 1t points to the mercenary motives of
the pioneer exponents of the Holy Scriptures in the district. They were given the land
by the local kings as a mark of esteem; and they bought a good deal more, cunningly
concealing the motives under the guise of religion. Missions gradually became a pro-
fitable business. The father attended to his missionary work whercas the sons took
care of the land. There is a great dose of resentment in the statement: ~1he fathers
brought Christianity to the Kanaka and the children jumped his land... By the time
the natives of the island had embraced Christianity they had nothing elsc they could
afford to embrace (1976: 64-65).

It is very characteristic of Maugham’s presentation of the missionaries that he
avoids discussing religion in the strict sense. No forms of worship are practically men-
tioned, there is no evaluation of religious dogmas. The author's attention is focussed
on the white missionaries, not on their spiritual message. Maugham is an advocate
of freedom of faith according to his creed recorded as early as 1894:

The evidenee adduced 1o prove the truth of one religion is of very much the same as that adduced

to prove the truth of another. T wonder that it does not make the Christian uneasy to reflect that

if he had been born in Maroceo he would have been a Mahometan, if in Ceylon a Buddhist: and in

that ease Cliristianity would have seemed to him as absurd and abviously untrue as those religions
sedin o the Christian. [4 Writer's Notebeok: 28]

Ewil hardly results (rom faith; it comes from people themselves,

CONCLUSION

. The analysis of Maugham’s presentation of culture in the distant regions once
visited by him allows to draw some general conclusions,

The predominant position of the white inhabitants of Malaya or Palynesia is evi-
_dcn} i_n this field of human activity. The separation of the two coexisting ethnic groups
is v_mble exeept for some degenerated cases such as in the story The Mirage". The
natives, on the other hand, adopt the |, civilized" ways not of true, deep conviction
but for the sake of mere convenience, Tt clearly speaks for the author that he approves
of such a state of affairs. The two races should keep to themselves trespassing upon cach
other's habits as little as possible, One may even venture a statement that Maugham's
lrleatmq:nt of the natives” culture, customs and beliefs involves a great deal of acrimo-
nious leniency of a sophisticated intellectual perceiving all the aspeets of their back-
wardness. Thus the author understandably concentrates on the white representatives
whose manners, motivation, mode of thinking are closer to his own,

However, it must be emphasized that Maugham does not explore the exotic culture
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in order to draw any competent conclusions, which is hardly the function of fiction,
aithough the information he provides 1% never erponeots: but with the object to disco-
ver extraordinary cases which would provide a pood narrative material. Maugham
remains a cool, detached observer, British to the bone, well remembering The Arabian
Nights and such-like exotic books, only too happy to composce tales of his own.
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ISOLATION AND LONELINESS OF WOMEN
IN KATHERINE MANSFIELD'S SHORT STORIES

Mansficld's heroines are instinctual creatures motivated by complex emaotions,
There are women who go through life content to hold beliefs and persist in the modes
of existence which have been handed down to them. Others are destined to find their
OWI WAY,

There is a large number of women who differ from the average in the amount of
suffering which they experience.

All women are threatened with suffering from three directions: from their own
body, from the external world and from their relations to other people, They manifest
a profound psychic discipline hiding their problems behind an ignorant, shiftless,
happy-go-lucky manner. It is obvious, however, that the suffering coming from the
last source is more painful than any other (Laing 1978: 39-65).

There are women who find a measure of safety and happiness in isolation; they
consciously separate from others, For most of Mansfield's heroines, however, isola-
tion is not a choice but a cursed destiny resulting in the feeling of loneliness. Loneli-
ness means being deprived of love and understanding, suffering from the pressure
of social alienation, a painful awareness of the worthlessness and emptiness of life,
It is a self-defeating and self-destructive foree causing the disturbances in emotional
development (Szezepanski 1978: 20-31).

Woman's need to be apprehended involves the general need to have her presence
endorsed or confirmed by others, the need for her total existence to be recognized,
the need in fact — to be loved, A successful relationship is the essence of life, an aim
in itsells |, Yes, that is the secret of life for me — to feel loved, to feel wanted” {, Late
at Might": 649). A woman desires an emphatic understanding of someone who can
grasp what she is thinking and feeling: , There are relations, friends, heaps of them;
but that's not what she means, She wants someone who will find the Beryl that none
ol them knows, who will expect her to be that Beryl always. She wants a lover” (At the
Bay": 242),

Tragically enough, those women who are most in need of love cannot find
acceptance, intimacy and understanding: 1 had been most frightfully depressed [1.).1
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felt as though T could not make up my mind at anvthing, [ felrso terribly useless — that
[ had no place in the scheme of things — and worst of all, nobody, whe ynderstaood me™
(. Vielet™: 5399). Loneliness threatens woman’s security, makes her hel pless, weak, sad:
JAnd suddenly T felt it was unbearable that 1 had no one to whom | could say, 'T've had
such a dreadful dream’ or 'Hide me from the dark™ {,The Canary": 431,

A lonely woman is unable to deal with vital aspects of life. She is emotionally ill:
- Oh, how terryfying life was’, thought Monica. "How dreadful. It i¢ the loneliness
which is so appaling”™ (, Revelations”: 195), A woman encounters the aching void in
her personality with an awareness of nothingness, emptiness, and impasse. She ries
to escape the painful consequences of loneliness but the feeling of fear would not leave
her. The night covers up despair. During the day it is hard to steady the nerves:
+Monica Tyrell suffered from her nerves and suffered so terribly that these hours were
— agonizing simply” (p. 190). She grabs at anything to fill the blankness, However,
being overwhelmed by anxiety from within she is unable to express her emotlions
which become destructive to her very self,

In order to exist a woman needs someone else to believe in her existence, she
must be significant to someone else in whatever capacity. The necessity to love some-
body is as strong as the desire to be loved: ' loved him! [the canary] How I loved him!
Perhaps it does not matter so very much what it is one loves in this world, But love
something one must™ (, The Canary": 429), The comparison of Lennie in , Life of Ma
Parker” and the pet bird in ,The Canary® may seem absurd but they both serve the
same purpose. Lennie gives the meaning to the painful and obscure life of his grand-
maother: And a little voice, so warm so close, it half stifled her — it seemed to be in
her breast under her heart laughed out, and said 'T'm pran’s boy™ {,Life of Ma
Parker": 306). Similarly, the canary is the only joy in the life of a lonely heroine;
+Company you see — that what he was. Perfect company. If vou have lived alone
you will realize how precious it is* (, The Canary": 430),

The pivotal point around which the two stories are centred is a hopeless aliena-
tion. Both of the women are old and when deprived of the objeets of their love find
their lives empty and petrified: ,She had nothing. He was all she'd got fram life
and now he was took too” (,Life of Ma Parker": 307).

Old women's loneliness in Mansfield's stories is extremely touching. Old age does
not simply mean physical infirmities and decay; the loss of beauty, that concomitant
of aging is what a younp girl dreads:  And these pretty arms will have turned into
little short ones. And you'll smile away like the poor old dears up there [... ] And your
heart will ache, ache” { ,Her First Rall*: 342). However, what is reallv unbearable in
old women’'s life is the cruelty and unscrupulousness of others. Even though they do
try to be content with very little, they are forced to realize the full implications of
their miserable lot; all they get from others is hostility and suspicion: ,'That stupid
old thing at the end there [...] why does she come here at all — who wants her? Why
doesn't she keep her silly old mug at home* ( Miss Brill*: 335), They are deprived of
happiness, subjected to despair and hopelessness,

It is not enough for a woman to see people around her. Even though she is a mem-
ber of a certain social group she finds herself a stranger and suffers the anxiety of
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alienation: She imagined that all these people were laughing at her, more people
than there were in the room even — all laughing at her because they were so much
stronger than she was® (| Frau Brechenmacher™: 723, Very often, regarding herself
as weak and others ag powerful, not being involved in any kind of relationship with
them, a woman intenscly fears other people,

Even one’s martiage and family which are expected to give a privilege of familia-
rity may turn out to be only formal relationships offering a kind of intimacy without
warmth. A woman, then, starts to feel that she is set Jworld away® (. Prelude®: 25)
from her family. Mansfield’s heroines usually dream of a relationship in which each
partner, while acknowledging the need of the other, feels free to be what he or she is
by his/her very nature. As it is, many women have to face up the enormous limita-
tions imposed upon them by marriage. They mave from pregnaney through labour
to motherhood and, usually, their real self cannot find expression;

What voir have been trying 1o do, cver since vou married me, i 1o make me suhimit, 1o lurn me into

your shadew, to rely on me so utterly that vou'd only o glance up o find the right lime printed

on-me somehow, as if T were & clock, You have never been curions ahout me; vou never wanted to
explare my soul. [ Black Cap*; 656]

The frustration of not finding happiness results in tension. In the absence of spon-
taneous, natural, creative relationship a sense of inner impoverishment, deadness,
worthlessness and, above all, loneliness is developed.

Woman's feeling of being lonely among other people often results from her social
alienation. The causes of her misery are of an economic nature. Many of Mansfield's
heroines show the signs of extreme emotional disturbance. They are in a situation
where they have to accept without demur the presence of inhuman, monotonous
work, degrading poverty and powerlessness, mechanical and meaningless personal
relationships. Their loneliness is the result of injustice or degradation. They can make
no decision, are not supported by any relations and naturally enough they drift into
poverty. Presenting woman living in oppression Mansfield conveys the idea of the
relativity of morality. Her heroines are often driven to despair verging on insanity,
Their morality is the morality of the starving, isolated organism: .1 am cold. [ wonder
Why itis that [ always wake up so cold in the mornings now... IUs because [ don't havea
good hot dinner in the evenings" (, Pictures”, 119). Deprived of opportunities these
Women are compelled to fight their own individual way of life if they are to survive, In
wA Cup of Tea" a destitute young girl — a catalyst of the action — turns to begging, in
wPictures” Adn Mose is driven to prostitution. Their moral degradation is an outcome
of the deplorable social situations of life.

The destructive power of loneliness and social alienation is best shown in the siory
nwThe Woman at the Store®: wShe was a figure of fun. Looking at her, you felt there
Was nothing but sticks and wires under that pinafore — her front teeth were knocked
fut, she had red pulpy hands and she wore on her feet a pair of dirty Bluckers [...].
Imagine being here day in, day out with that rat of a child and a mangy dog"” (p. 564}
The heroine commits a crime and this act is a very strong violation of moral code,
What Mansficld stresses is the fact that mental and emotional health is impossible
When society is governed by dehumanizing norms.
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The best safeguard against the suffering which may come upon woman from
human relationships appears to be a voluntary isolation. The happiness which can
be achieved along this path is the happiness of serenity. Apgainst the dreaded external
world a woman can only defend herself by keeping aloof (Laing: 106~ 1203, When she
cannot feel 4l ease with others she has to resort to an elaborate game of pretence and
equivocation {Goeffman: 28, 83), She can be hetsell only i isolation, albeit with a sense
of aloneness. The mare introverted she is the more she feels the need for moments of
separation from the external world. In this way she preserves her autonomy. It is
Lan inner necessity to go alone and return when she likes® (A Truthful Adventure™:
544). The position of detachment gives her the opportunity of heightening and inten-
sifying the awareness of her own being: She remembered too how, whenever they
were at the scaside, she had gone off by herself and got as close to the sea as she could,
and sung something, something she had made up, while she gazed all over the restless
water* {, The Daughters of the Late Colonel®: 284), Tt is in the world of natural beauty
where the aloneness is desirable and where 4 woman can feel relief, Nature gives her
the possibility of the individual, subjective vision: 'l shall dream away whole days’,
I thought, Take a boat and float up and down the canals or tether it to a green bush
tangling the water side and absorb medieval house fronts |... | and look up at the elm
trees — their leaves touched with gold light...” (A Truthful Adventure®; 54),

Mansfield's woman, by her very nature, is not a solitary ereature. Therefore, the
efforts to realize her own personality, the attempts at individualization must include
relationships with others. It is only when a woman may relate to other people fully
and honestly that she is able to experience and express genuine emotions, She likes
to feel that she is valued, loved and admired, She is afraid of being unnoticed and
lonely. Loneliness is a curse for her, It is a limit beyond which she cannot go.

Mansficld presents the woman’s world as a developing set of views. In this world
feelings and relationships are of utmost importance; small incidents create the
:'ltllloslpherc of intimacy; love prevails over the wordly happiness — everything is truly

eminine,
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,THE LADY'S MAID" AND ,OH, MADAM...":
THE ART OF KATHERINE MANSFIELD AND ELIZABETH BOWEN

Anyone familiar with the work of Katherine Mansfield is likely to experience
a mild shock when reading Elizabeth Bowen's wartime story ,Oh, madam...” (1940) ',
The analogies between the latter story and Katherine Mansfield’s , The Lady's Maid"
(1922) are oo conspicuous to be overlooked. Both stories are narrated as dramatic
monologues, both can be regarded mainly as character studies? of speakers who are
devoted domestic servants, the method of characterization being indirect, the leading
device being that of contrast with the selfish lady.

The concurrences can hardly be regarded as coincidental. Sinee Katherine Man-
sfield died prematurely in 1923 there can be no question that her story published
eighteen years before ,Oh, madam...” proved to be a formative influence with Miss
Bowen who was cleven years younger, and whose literary start was accordingly later.
To my knowledge, the latter writer never acknowledged any indebtedness in this
respect, She was not likely 1o admit it even in relation to her less mature work than
WOh, madam...",

In her introduction to her Early Stories (1951; viii) Elizabeth Bowen writes that
when she had completed the first set of her stories that were to make Encounier, she
read K, Mansfields Bliss with ,admiration and envy" that were to be supplanted by
Wi profound dismay @ | thought : If T ever am published, everybody will say I imitated
her, I was right, This happened”,

Miss Bowen did, however, pay a lasting tribute to her senior colleague in her

' The vext available s me is that reprinted in the Liscener's golden jubiles issug of 1B January 1979,
All references herenfter are to this text,

Al quotations from, wnd references to, ,The Lady's Mald" are from the Cellecred Stovios af
Kutherine Mansfivid, ed. Jobn Middleton Murry, London 1948,

Original ellipses in the respective texts have been retained while the omissions of my own are
enclosed In brackets.

* In 1921 Katherine Mansfield described the fartheoming volume of storles, Garden Pariy in which
~The Lady's Maid* was included, as .a collection of storles [1..] of which several are charncter sketehes
of women rather like poor Miss Ada Moss (n the story "Pietures™ (Serapboak 1939 186, 187).
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brilliant, penctrating assessment of her work in the introduction of the Vintage
edition of the Stories of Katherine Mansfield. Her selection of twenty-six storics,
which — she explains — was done with the object of presenting the writers's major
stories, her .ways of seeing and feeling®, ,her supremacy as a story-teller” (Bowen
1956: xiii) and her artistic development, includes neither , The Lady's Maid® nor ., The
Canary" (the latter being K. Mansfield's Jast completed story), although both are
fairly representative of the writer's sensibility and both employ the novel narrative
technique to be followed in Miss Bowen’s own ,Oh, madam...”

Are these omissions from the Vintage edition purely accidental? Whatever the
answer there is little ground, if any, for Miss Bowen's possible apprehensions that
her wartime story might be regarded as a mere imitation of ,The Lady's Maid",

It is true that the basic situation in both storics is essentially similar — it takes the
form of a conversation between two women of which one is a servant the other the
employer or the employer's guest, respectively. The rejoinders of the servant’s inter-
locutor are altogether suppressed though they can easily be inferred from the servant’s
monalogue,

Here the parallels apparently end since each pair — the speaking protagonist and
her interlocutor — are distinctly individualized. In K. Mansfield's story the maid
Ellen, solicitous for the visiting lady’s comfort, finds in her a sympathetic listener.
In Elizabeth Bowen's story the speaker is apparently an innamed housekeeper who
is welcoming her mistress on her return home, trying to accomodate the newcomer
to the sight of her house which was badly damaged on the preceding night.

The respective settings of the two stories — or to use Bachtin’s term — their
respective chronotops®, i.e., the timespace relationships, stand in sharp contrast to
each other. Ellen’s monologue has a quiet, comfortable scenery of the guest bedroom
in the late evening (between 11 p.m. and some time past midnight), when, her duties
being over, she can indulge in chattering to her kindly interlocutor, In ,Oh, madam..."
broad daylight (there is reference 1o the autumn sun) falls upon a scene of havoc in
what used 1o be an elegant, handsomely furnished house — now with the ceiling
partly collapsed, the plaster dust falling down and being blown in ceaselessly through
paneless windows.

The form of the monologue in cither story reflects its respective setting: the casy,
leisurely pace of Ellen's garrulous account standing in sharp opposition to the houses
keeper's hectic talk, frequently broken and interspersed by nervous ejaculations.

Morcover, the monologue is perfectly adapted to the subject matter of each story.
In ,The Lady's Mald" Ellen's gossipy tale starts with the cology of her Lady, the news
of some recent household events (the lady's mother's senile dementia and death),
subscquently to enfold the maid’s own lifc story. The housekeeper’s monologue,
though providing some backgroud information. is primarily a record of her emotional

* In his paper on froms of time and chronotop in a tale, published in Foprosy literanry i esteryki,
Bachtin defines the chronotop as the intereonnection of time-place relationshups handed in literature
In an artistic form® (1975: 234). Translation mine after o Polish readering of the text of this paper in Mawy
Wyraz, No. 11 (1978).
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reactions 1o the destruction of the house during the raid, to her mistress’s home-
coming, and the latter’s decision to abandon the house 1o its awn [ate us she is imme-
diately leaving for the country,

Both monologues are devised, cach in its peculiar way, Lo expaosc the protagonist’s
character and thereby reveal the theme. In K. Mansfield's story this is achieved
through the presentation of Ellen's blind, unswerving attachment to the selfish lady
who accepted the girl’s sacrifice of her personal happiness. The maid's story is ren-
dered very moving by a careful selection of the crucial moments of her life, all of them
being indicative of her miserable fute. We thus learn of her being orphaned at the age
of four; of her brief stay with her grandfather and his cruel punishment of the little
girl for snipping her hair off: he gripped her fingers in hot tongs inflicting a terrible
burn: of the child working with her aunt who was an upholstress; of her being put in
harness, at the age of thirteen, as her lady's maid; of her life's dreams twice frustrated
— first, her greatest childish desire 1o have a ride on a donkey, and later, her prospects
of marrying a young florist and starting a new, independent life — both marred by
her employer.

The climax of Ellen’s life story — the lady manoeuvring her to stay on with them
and Ellen’s dismissal of her fiancé — is made conspicuous also by virtue of its meti-
culous scenic presentation; she is returning to Henry his letters and presents, inclu-
ding the engagement ring: ,"Take them all back’, [...] it's all over, I am not going to
marry you', I said, 'T can't leave my lady”. White! He turned as white asa women. I had
to slam the door, and there T stood, all of a trembile, till 1 knew he was gone™ (380),
Ellen’s anguish and bewilderment at his mild submission to her resolution — for even
though she has rejected him she felt heartbroken and bitterly disappointed — are
shown again in the scene as it might have been seen by a casual observer, and not by
the girl herself, there is a mere record of her outward behaviour without the slightest
reference to her emotional state; I ran out into the road just as 1 was, in my apron
and my houseshoes and there | stayed in the middle of the road... staring, People
must have laughed if they saw me" (380).

Ellen has served her lady most devotedly, doggedly ever since: . You see, it’s like
this, I've got nobody but my lady" (376). Yet what prospects are there for the faithful
servant? Her employer has grown old and may die soon and then the maid will lose
her job, will become homeless and helpless since the future has nothing in store for her
except old age and infirmity. Ellen is not unaware of her precarious position. On that
very night when she saw her mistress lying back in bed she could not help observing
that her lady looked exactly like her dear mother on the bier. Prompled by her
thoughtful interlocutor she admits she has been worrying: I sometimes think [...]
whatever should 1 do if anything were to..." (376). But then she would instantly check
hersell ¢hiding: , Thinking won’t help. [...] Now then, Lllen. At it again — you silly
girll If you can’t find anything better to do than to start thinking...!* (370).

In Elizabeth Bowen's story the development of action is also distinctly discern-
ible in a succession of stages, each revealing the speaker’s keen emolionil response.
The initial encounter with her employer evokes mixed feclings, chiefly those of ]'?3’
at her return and, at the same time, those of confusion and perplexity how the mis-
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tress will react to her home being ruined: ,Oh, madam [...] Oh, madam, here you are!
I don’t know what you'll say, Look, sit down just for a minute; T dusted this chair for
you. [...] This is a shock for you, isn’t it* (104"). The housekeeper's growing concern
and her anxious attempts o delay the moment of heremployer’s facing facts /,Oh, do
sit a minute, madam; vou look quite white. [... ] If you'll only sit still, madam, I'll go
and get you something. 1 know you don't take tea, not in the regular way, but it is
really wonderful what tea does for you*™ ( 104") / become palpable also to the mistress
whao insists on being shown round the house. The housekeeper cannot but comply —
WYes, madam, ' follow madam. As you say, get it over..." (p. 104 h,'l — and they wade
through the plaster dust upstairs only to have a fuller view of devastation:

The drawing-room? Ob, madam... Very well,,, There! 1 don't know what to gay, really... You know,

madam, 1'd rather |ast night than to have to show you all this [ ] The window's gone — your

satin curlnins, madam! Tom and torn, like a maniac had been on them. [...] Yes, it did look worse —
I swept up a bit in here [...]. T was really dreading bringing you up here madam. lf]‘:l-l‘.M+ 105%)

The housckeeper is mvariably protective — ,you'll need your fur coat, excuse
me madam, you will. There's the draught right through the house" (104"); , That's
right, madam, turn up your coat-collar. The draught comes right through!” (1049
— and reassuring, her manner growing more and more optimistic — 1’1l have it all
[plaster and dust] off in a day or two™; (1[14"); Jwell, it might have been worse, mightn’t
it! when we just get the windows back in again — why, madam, I'll have the drawing-
room fit for you in no time!" (104%); , The clock is going; listen — would you believe
that? We mustn’t be erying after the curtains, must we? (105%) — until her cheerful
outlook takes a daring turn: .now you're back — such a difference I feell Hitler can't
beat you and me, madam, can he?® (1057).

This is clearly the culminating point of the housckeeper's euphoria, Her mood
changes diametrically as soon as she realizes that her employer is not interested in
repairing the damages as she does not intend to stay on in the house. The climax is
worked out elaborately so as to gradually reveal the lady's decision as disclosed by
the housekeeper’s reaction which takes the form of an emotional crescendo to be
followed by a fat descent. Surprise (. No such great hurry? — 1 don’t understand
— | — you — why, madam? Wouddn't you wish —* 1057), misbelief (,,You feel you
don't really .. Not after all this" 105") expostulation (,.But you cowldn't have ever, not
this beautiful house? You couldn't ever...* 105"), and pleading (,But, madam, this
seemed so much your home —* 105%) are suddenly arrested by the employer’s verbal
reproof or an impatient gesture which instantly brings the servant to submission:
» YOu must excuse me, madam. I had no right — [...] The whole thing come on so
sudden. Why, ves, madam; [ have no doubt that you should. It will be nice for you at
her ladyship's. All that nice quiet country and everything. We should all wish you to
be where it's safe, I'm sure..." (105",

The climactic scene with all its vehemence mounting, as shown by disconnected,
truncated, over-elliptical specch, marks the turning point. Its dull, benumbed
sequel of routine behaviour i characterized by the conventional language; the longer,
fuller, rounded sentences.

And yet what follows is hardly a quiet resignation (which is the case of Ellen’s),
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though the tenor of the monologue is evidently subdued, There is still a faint gleam of
hope thal the employer’s removal might be temporary (, You mean for the duration™
105"), only to be immediately extinguished, a disciplined reply following: _1 see,
madam, 1 am sure you'll only decide what's right. [...] but somchow, I never saw us
not starting again...* (105"). There are still some recurrent, almost involuntary at-
tempts mildly to plead for the house, vet invariably accompanied by an obeisance:
.Look — there's not a mirror got cracked...”; .you won't find such good-fitting cup-
boards, not at her ladyship's [...] Your dresses, madam — ['ve been over them: not
a speck. There must be some merciful providence, mustn’t there?” (105').

The proprietor will stay unmoved yet the most essential outcome of the confron-
tation is an emphatic reaffirmation of the housekeeper’s loyalty to the mutilated
house, her eagerness to devote all her energies to do whatever she possibly can to re-
move waste and dirt, to make the house more presentable before her notice expires.
This declaration is firmly voiced in defiance of the employer’s observation that the
house may fall a prey to another bombing:

I suppose it might, yes. Happen another night... All the same, 1 should like, if you didn't ohject.
madam, to stay on here for the month and get things straight, I'd like 1o leave things as 1 found

them — fancy, ten years ago. [...] 1 should prefer that, if it would suit you, [...] T've been through so
much with this place... In any event, madam, T should rather be here (1058,

The sense of duty towards the house which, she feels, now commands her undi-
vided attention, proves stronger than family ties. Twice reminded of her relatives
with the implication that she ought to join them, or at least spend the night there, she
chooses to ignore the hint. Naturally, she is anxious to know if her sister and the
little house that has been their home have survived. She might pay a brief call to her
gister's in Camden Town (,just run up there for a minute this afternoon®), but her
determination to stay on in the house remains unshaken: ,That really is what I'd
rather if you have no objection. [...] And I couldn’t leave this house empty, the whole
night* (105%.

It is eventually in her mistress’s bedroom, after she has tried in vain to play upon
her employer’s heart's strings by repeatedly recalling the advantages of the house, that
the housckeeper is overcome by emotion, hard as she is trying to control the tears:
.Excuse me, madam — it's nothing, really. |...] I daresay [ — got a bit of dust in my
eye... You're too kind — you make me ashamed, really... yes, | daresay it's the lack
of sleep. [...] I'll try a good nap. But to tell you the truth, madam, I shan’t truly sleep till
I've started to get things straight” (105",

Like Ellen, she will brace herself up promptly, ready to fetch her mistress’s trunks
and cases to start packing. All the same her prime and final loyalty is to the haus»::
.,[..DI‘:;H}I"? No, no, / don’t feel lonely. And this never did feel to me a lonely house
(1057,

Clearly, the movement of the action in both stories is directed so as to t:xlpwt the
central character and her sad plight. In both instances the employer is the chief agent
tesponsible for the servant's predicament. :

As far as characterization is concerned, the employer serves as a foil to fh'{Pm"_
tagonist. In . The Lady’s Maid* the employer’s character is further contrasted Wﬂh
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the visiting lady who provokes EH'Fn's rcminiscc.n-::r:s, Eli?.alt?.eth. Bawen's ponr_ajmn:
retains. the broad traits of Katherine Mansfields characterization: thn:: househuflmr
is as industrious and selfless, as benevolent and tolerant af n?her pu_:upie : weakness:.zs,
25 considerate of her mistress's comfort and prone to adulation as Ellen is; the houla;;-
keeper’s mistress has proved 1o be no less :.:xzictmg and Sfllt_ié;l;t than Elliln:n s lady. She
does display a polite interest in the servant’s and her J'clatwcsl well-being (she has the
advantage of being the housekeeper's interlocutor) yet her interest does_not cxtlend
so far as to reflect what will happen to the housckeeper when her notice expires.
Mindful of her own welfare she insists on the housekeeper’s packing up everything
immediately even though the woman is evidently at the end of her tether. Her conduct
actually conforms to Ellen’s lady’s idea how servants should be treated, expressed —
among others — in her parting formula: CGood night, Ellen, Sleep well and wiake
early!) (380).

Admittedly, Elizabeth Bowen's characters are more sophisticated — the house-
keeper shows no traces of Ellen's naiveté and credulousness, her employer — none
of the lady's bigotry and hypocrisy, .

The technique of character drawing betrays a marked preference for indirect
method in both stories. Whenever a direct statement is made about a character, be
it the speaker herself, her interlocutor or some other character, it is almost invariably
ironic. Ellen’s appreciation of her lady’s piety may serve as an illustration. She
complains that her lady ,won’t have a cushion® when she prays, ,she kneels on hard
carpet” (373). So Ellen tried to .chear her® by spreading out the eiderdown on the
carpet:

But the first time 1 did it — oh, she gave me such a look — fafy it was, madam. Did our Lord have

an eiderdown, Ellen? she said, But — | was younger at the time — 1 felt inclined to say, No, but

our Lord wasn't your age, and he didn’t know what it was to have your Tambaga™. Wicked — wasn't

it. But she is roo good, You know madam®? [376).

It is hardly necessary ta add that Ellen's cheatings™ and , wickedness" are mani fes-
tations of her affection for, or rather doting on her lady, a selfish hypoerite who
was anything but .good” and Jhaly™,

Similarly, we are not inclined to take the housekeeper's words at face value when
she praises her mistress for being ,brave" simply beeause the latter has compured the
plaster dust to snow or when she thinks her employer is ,very kind” or even oo
kind" on account of her casual politeness. The same holds true of the housekeeper’s
description of hersell as  funnyv" and silly" when she actually refers to her attachment
to the house,

Understatement as well as overstatement are instrumental in preserving an ironic
distance in both stories. In , The Lady's Maid" irony is not infrequently allied to hu-
mour, as seen in Ellen’s skirmish with her employer in the incident with the ciderdown,

Irony can also be linked to symbol which then works on different planes. Thus,
e, when Lllen says that her lady ,put her into collars and cufts from the first® (378)
she refers to the maid's uniform and duties, But ,cuffs" and ,collars® are also sug-

* Italics ming — M, G,

71

gestive of handeuffs and metal collars which used to be forced on the limbs of chained
prisoners and staves and thus become the marks of Eilen’s bondage to her lady. A sim-
ilar implication 15 connected with still another meaning of the term _collar® — that
of beast harness — a token of slavery and subjection. Significantly cnough that con-
notation evokes another key image in the story — that of lovely silver-grey donkeys®
with their _neat little feet and sad eyes” (378), Ellen, then u teen-ager, was fascinated
by the sight of the donkeys which, she said, haunted her day and night till she gould
voice her heart's desire, Again, by an ironic twist, the donkey image most aptly
epitomizes Ellen herself, both on account of her position and her obtuseness,

Kathetine Mansfield displays an amazing versatility in her employment of irony.
In . The Lady's Maid* it functions also as the major structural principle controlling
the handling of the theme. I would risk the statement that it is the imaginative use of

irony, especially by way of distancing and understatement, as well as evocative lan-
guage that relieve the pathos of the story and preclude its becoming too sentimental,

Ironic distance and reticence are largely characteristic of Elizabeth Bowen's story
as well. Its uniqueness, however, derives from the imaginative handling of the theme
which, as seen above?, is not the same as that of , The Lady’s Maid”. ,Oh, madam..." is
concerned not so much with the relationship between a devoted, selfless servant and
a selfish fady as with the housekeeper’s allegiance to the house which once entrusted
to her care has become the object of her love and pride. Miss Bowen's story evokes
the vision of a solitary figure of the woman, staunch and undaunted, against the back-
ground of a dilapidating house deserted by the servants and the owner alike, only too
eager to undertake the formidable task of reconstruction.

This lonely figure and the house are suggestive of parabolical and metaphorical
overtones, There may be in the story some faint reverberations of the biblical parable
of the people invited to attend the royal feast, with an aphoristic ending about many
being summoned but only few being the elect.

Moreover, the text of the story scems to provide some verbal clues which point
to the house being a metaphor. The phrases , this lovely house, , this beautiful house®
(105") together with the sentence ,the house has been wonderful, [...] you really have
cause Lo be proud of it* {I[H"} may eche the resounding cadences of dying John of
Gaunt speaking of his beloved country in jeopardy: , This other Eden, demi-paradise.
[...] This blessed plot, this earth, this realm, this England" (Rich. If. 11.1.42, 50). The
house is then a metaphor for England and this connotation is not out of keeping with
the text in which the house is also referred to as home, the latter term also connoting
the home country, the native land,

This connotation seems to be corroborated also by dircet political allusions to
England's arch-enemy in World War 11, one quoted earlier (,Hitler can't beat you
and me”) and another in which the housekeeper epitomizes him: He is a maniac, isn’t
He? ( HM‘}. When we refer them to the carly stages of the war (,Oh, madam...” was
dated 5§ December 1940), and particularly to Winston Churchill’s speech on Dunkirk:

LOL p. o,
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We shall not flag or fail. |... We shall defend our island whatever |ha cost mayv bel... |
we shall never surrender” (June 4, 1940) and his radio broadeast of September 11,
1940 (,This wicked man Hitler, the repository and embodiment of many forms of
soul-destroying hatred...”), the parabolical dimensions of Clizabeth Bowen's story
can no longer be doubted, The housckeeper's defiance and resilience may as well
stand for the spirit of national resistance, her ecarnestness and her sense of responsibil-
ity being the marks of sanity which is challening the fury of warfare and destruction.

This then appears to be the message embroidered upon the canvas of the famil-
iar tale of the faithful servant. But should this reading be discarded, the story still
retains its value as an imaginative treatment of the more pedestrian theme in terms
of a penctrating analysis of the feminine sensitivity. Even this narrower interpretation
cannot fail to recognize the younger writers' refinement upon the creative, innovating
technique of Katherine Mansfield, Elizabeth Bowen's achicvement then consists not
merely in modifying the theme of the earlier story and giving it topical flavour, but
above all in refining the uses of dramatic monologue.
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IZABELA NIEMIEC-CICHON

ALLAN SBILLITOE'S NIHILON*

When it was published in 1971 Alan Sillitoe's Travels in Nihilon was greeted as an
amusing and entertaining novel, And no doubt, the incredible adventures of five
reporters attempting to collect information to a guidebook of the strange and little-
=known country Nihilon, deliver unexpected thrills and emotions, Five independent
plots of actien constructed of many episodes meet only towards the end of the novel in
arder to bring all the characters together and to enable them 1o take g decisive part
in the revolution, The plots parallelly narrated and unexpectedly broken at the mo-
ments of highest suspense in order to present the lots of the other characters, may
encourage the reader to think that action is the element of major importance in the
novel, This feeling may be the stronger as the action, full of tension and dynamism,
takes place in different, seemingly casually chosen parts of the country which may
sugpgest that the background is not fully developed.

But Travels in Niflon is not an adventure novel only, since almost all the incidents
in the first part of the book are ideologically marked implying a negative evaluation
of the laws governing Nihilon. This is manifested by numerous acts of brigandage and
hostility shown to the main characters by Nihilonian officials. To exemplify their
attitude o the visitors it will be enough to mention shooting at Adam while he was
crossing the border, stealing Jaquiline’s luggape or foreing Benjamin Lo give a litre
of blood according to the country’s customs demands, As one of the officials said:
o+ The Tact 18, no matter how much blood a person sayvs he has we always take a litre
out, on this route. We sell it to the Nihilon Blood Bank for use in our war against
Cronacia, It not only makes us money, but it's patriotic as well” (Sillitoe 1973;: 63).

Besides most of the events happening in Nihilon are determined by the very way
in which the country is organized (eg. Smith's mishaps resulting from his not subor-
dinating to the law that driving unless drunk was prohibited; Jaquiline’s escape from
obligatory medical treatment; Edgar's love affair with the ex-president’s daughter
and his subsequent engagement in the revolution),

The adventures of the reporters seem to exemplify particular spheres of the
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state activities since, except for the detatled descriptions of Nikilan, much of the in-
formation about the country derives from the direct ulterances and actions of the
characters. Also the method of narration, that is the introduction of independent
plots told by the main characters from different points of view allows Sillitoe Lo pre-
sent many aspects of Nihilonian reality, All journalists, being specialists in different
fields, pay atlention to chosen problems which interest them. Thanks to such 4 nar-
rative technique the picture of Nihilon is broad and comprehensive.

Finally the author’s intention to write a guidebook (A cotmmittee of editors has
decided to collect information for a new and up-to-date volume. [...] your Chicf
Editor hopes to complete the writing of this handbook when his five more active
collaborators have come back from Nihilon itself* — Sillitoe 1973: 9) reveals that
it is the functioning of Nihilon and net the adventures of the reporters which consti-
tute the theme of the nowvel.

As has been mentioned above, the background in Travels in Nikiton, that is the
state of Mihilon, eften dominates, shapes and influences the experiences of the charac-
ters. The setting of Sillitoe’s novel functions as . the massive determinant — cnviron-
ment viewed as physical or social causation, something over which the individual has
little individual control™ (Wellek 1963: 221).

The setting in Sillitoe's novel comprises many different aspects — from geograph-
ical and historical data to the social and political life of Nihilon, the two former only
supporting or explaining the latter ones. But even though the detailed information
sent by the reporters refers to many spheres of the state activities, Nihilon sometimes
seems to be revealed in a chaotic and disordered way, and apparently the state itself
lacks logic and coherency. Yet, this is only superficial for, as can be seen in the autho-
rial comment (,Man, by nature, is not nihilistic, and in order to make him behave and
live in such a fashion, one can assume that certain ,principles of nihilism* have been
formulated by the one man who runs the country® — Sillitoe 1973; 10) the conception
of this country had been caretully considered by its ruler, President Mil by carrying out
the revolution, realized his theoretical ideas and incorporated them into the organi-
zation of the state, The President's method is not explicitly formulated in the novel,
but can be reconstructed through an observation of the way in which the country
worked.

2

Let us now try to reconstruct what Nihilon looks like and find rules governing its
struciures.

Nihilon 15 a capitalistic republic based on free competition with large areas of na-
tiqnaliza'cinn. Private shops, restaurants, bars and printing-houses determine thei
prices independently, without the interference of the state, Railways, airways and
other transport are, however, state-owned. The state also has monopoly of the mass
media. In fact this is all what can be learnt about the economy of Nihilon. Except for
their own observations, the reporters had no access to reliable sources of information.
Even scientific reports falsitied real data:
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The columns of figures presented 3 dazziing pictore of a nation seton such a couse of cconamic
betferment thal it geamed destined to domingte the world. Bvery commoedicy Tor & firm industrial
base was 10 be found in Nikilen, 18 was stated, from ceal to bauxite, [L..] though ne one had ever
tlaimed sich 3 thing for the eountry he fore it went Mihilistic. However, the Mational Statistics Board
of Mystical Mihilism (to give these volumineos meports their Tull utle) sequired such deposits for
Wihilen simply by stating that they edisted, And so, in the imagination at least, as well as in pring,
they did. {Sillivee 1973: 204]

In contrast much more can be learnt about the superstructure of Nihilon — that
is law, ideology, education, art or science. But, as has already been mentioned, even
these aspects of the stale activities are often shown at random and incompletly.
Despite this the superstructure of Nihilon is clearly constructed according to a logical
overriding principle, a method which makes it possible to rebuild any state. The aim
of this method is to make clear all the aspects of a state which enslave individuals.

This procedure relies on: a) isolating of particular aspects of the state's activ-
ities, b) subjecting cach aspeet Lo criticism and revealing the role it plays in constricling
individual freedom, and ¢) embodying each nepative aspect in such a way that it be-
came perceptible to the inhabitants. In this article this method will be called The
Principle Of Uncovering Contradictions (PUC). It should also be explained that the
impression of chaos and disorder in Nihilon derives from the fact that this method
requires each aspect of the state activities to be treated in isolation. The effect of sucha
procedure is as if several architects were to independently design different parts of the
same building.

Let us now look at some chosen examples of how PUC has been applied to con-
struct particular spheres of the Nihilonian superstructure,

The aim of ideclogy according to PUC is to explain and confirm the existing
establishment and to prepare people to live in agreement with imposed social and
political norms, Thus in fact it shapes and restricts the opinions and activities of indi-
viduals. Yet it is all done in the name of freedom and equal rights which are the mam
watchwords in most constilutions.

President Nil reveals how false and untrue these slogans are. What, then, can he do
i his country to uncover this absurdity? He must build an ideclogy which by nature
will remain a mechanism of constraint, which will still condition people and force
them to hehave as they are expected to by the rest of the society. Nil's ideology com=
pels citizens to freedom, self-expression and self~indulgence. Yet, the president’s
wconstant extolling of total freedom, of compulsory freedom, of nihilism, had only
been a more through way of enslaving the population® (Sillitoe 1973: 258). This
compulsion to freedom has changed Nihilon into a totalitarian country where internal
police and all citizens , guard® the others’ rights to self-cxpression, At the same time
love, honour and honesty, which require civil responsibility and respect for the rights
of others, are suppressed in this country for a simple reason:” Love and nihilism dﬂr_ft
g0 together, Love is a threat to nihilism. Tt can be used by the opposition as a social
foree. Honesty, stability, all those terrible things stem from love. If you allow love,
you get idealism, co-operation, affection. That would never do. Nihilism would rot
under it* (Sillitoe 1973: 120).
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The propaganda popularizing Nil's ideology is also aggressive, A1l Nihilon is
covered with numerous slogans glorifying its system. Even if | one lands at Nihilon
airport, being only permilted to approach at dusk, a string of immense and lit-up
letters nearly two kilometres long spells out the coruscating message: NTHILISM
WORKS!™ (Sillitoe 1973 ),

In the light of PUC foreign policy is nothing other than a cover for leading hostile
activities against other countries, International peace treaties do not guarantee secu-
rity, on the contrary, they are violated as soon as they become inconventent for the
stronger country. A declaration of war is usually a lawful justification for invading,
killing and bringing disaster to other nations. Thousands of people die in the name
of patriotism and peace, while in fact they fight to fulfil the ambitions and aspirations
of their rulers.

Mil's foreign policy highlights all this. The refations between his country and
adjoining Cronacia are hostile. Tendentious claims against Cronacia for all mishaps
constilute a permanent reason for war, To carry on this perpetual war with open
battles, assaults or rapid, unexpected attacks, Nihilon needs an army.

This army is formed in compliance to PUC, In Nihilon nobody doubts that one
serves in the army in order to fight and die. Thus only geriatric soldiers are allowed
to fulfil this ,patriotic obligation®, One of the geriatric soldiers stoically remarks: ,in
this country we don’t send our young and able-bodied men to fight. Why should they
waste their time? They are too busy working for Nihilon... Since the old have to die
anyway, they are sent into battle® (Sillitoe 1973: 26).

When technology, science and education are subjected to criticism it turns out
that new inventions and machines primarily serve the build up of arms and economic
or political domination. For example very expensive space programmes for which
people pay high taxes are said to bring direct results in agriculture, medicine and
seience. In fact all these benefits constitute only a tiny part of the interest, while the
main attention is put on gaining hegemony and conquering space.

Nihilon is also engaged in a space programme. This programme has to serve prop-
aganda direetly, has to win fame for the country and cover its nihilism with glory,
Thus it has to be exceptional and unique: the aim of Nihilon's first great space spec-
tacular is a sexual link-up in space, The whole country warks to this end — from the
underdeveloped industry and the news that perversely and impudently sell the charms
of that space programmie, to the highly developed tax system depriving poor citizens
of hard earned money.

Education in Nihilon is alse formed according to PUC. It is made clear that the
aim of schools is to prepare young citizens to live in the established social and politi-
cal situation, Children from their carliest years are indoctrinated and brain-washed
and all inclinations to independent thinking are smothered with astonishing precision.
Thus schools kill the pupil’s personality and replace it by a mass-consciousness, The
education is devoted to injecting young people with nihilistic ideas and ways of life.
As one of the members of the expedition comments: In the country’s schools history
was scandal. Nothing else was allowed. Dates and facts were hard to come by. Political
reality was out. There were only false accounts of drunkenness, greed, bribe-taking,

it

murder, orgy, perversion, incompetence, blackmail and corruption® (Sillitoe 1973
S50k

Law, to Nil's thinking, is said to protect people and isolate dungerous individuals
from the society, But in reality its main task is to guard the established order from
inconvenient people who might challenge it. Nil decides to incorporate this aspect of
the legal system in his country. He orders those citizens to be imprisoned who do not
submit to his ideology. On the other hand all murderers and criminals are let free.
The result is that the prisons are full of honest people rebelling against nihilistic rules,

In Nihilon more institutions function on similar principles, Nil, after having made
a critical diagnosis of other states, strips away all appearences and exaggerating the
negative tendencies, reveals their internal absurdities and the role they play in con-
stricting freedom. Thus in Nihilon medical treatment, social welfare and social move-
ments such as Women's Liberation are also distorted, The women's fight for equal
rights leads to a total reversal of the traditional parts which men and women play in
society, As one of the citizens notices:

o the women of Shelp were very revolutionary, They demanded equality with men, so we gave it to

them — building, dipging, driving, carrying, rowing, hauling, Mow they are happy, because they

are equal,

— What about men? —

— They are happy too. They sitin cofés, and work in offices all day, They are not equul with wormen,

bt they arc generous and don’t mind, [Sillitoe 1973: 41]
The whole plot of Edgar and Mella is an illustration of this problem and results from
applying PUC to reshape Women's Liberation Movements.

President Nil claims that his country is nihilistic, There are many definitions and
forms of nihilism, Most commonly it is described as a rejection of all or chosen groups
of norms accepted in a culture. Thus the notion of nihilism is relative and can be de-
fined only when referred to a specific context. It seerns that Sillitoe’s intention was
to refer president Nil's nihilism to the norms accepted by the Western societies con-
temporary to the novel. But this idea of nihilism is not only a pure rejection and an
attempt to create a society organized on the negation of commonly accepted norms,
The nihilism results from applying of some sort of law which uncovered the modern
society’s inherent contradictions (PUC) All rules of Nihilon are in fact extrapolated
absurdities and contradictions, normally carefully hidden but inherent in the Western
societies of the sixties, Thus nihilism in Travels in Nikilon is a reaction against such
appearancies as order, stability and good organization, in other words, against the
ideology of the capitalistic state based on a free-market economy and excessive indi-
vidual freedom. Benjamin Smith, one of the members of the expedition to Mihilon,
a historian and politician, scems to be the only person in the group who understands
Nil's ideas. He comments: , It may not be the finest of governments, but it was the best
next thing to having no government at all* (Sillitoe 1973; 204),

As these examples prove the state and its functioning is neither nnlubmlllll}'
abstract, purely imaginary construction, nor a simple negation of existing states.
It seems that the actual shape of Nihilon resulted from Sillitoe’s &pplyin g s-:?n:le sml't of
law (called PUC in this article) to rebuild a contemporary state of the kind Sillitoe lived
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in. Thus to find the principle organizing the selting in the novel it seemed necessary
to contrast Nihilon with the functions of real states.

The above considerations have shown the working of PUC in Travels in Nihilon,
Yet some questions should still be answered concerning the origin of the hook’s ideas,
Why was such a principle employed by the author? As it can be seen these problems
are related to questions about the meaning of the novel.

One of the possibilities of interpreting and understanding the meaning of the
novel is to place it in a historical context, R, D, Vaverka analyzing Alan Sillitoe’s
fiction remarked: ,Sillitoe’s works have to be seen in relation to a given socio-his-
torical context" {Vaverka 1979: 27).

The novel was written soon after the events of [968 in the West and seems to
reflect some of the tendencies in vogue at that period. The atmosphere and intellectual
climate of those times are worth recollecting.

The sixties, and especially late sixties, were characterized by a series of explosive
and spontancous rebellions by Western youth, These outbursts of discontent sur-
prised and frightened public opinion, particularly because a few years carlier the young
had been considered as ,politically passive”. Even the left-wing New Statcsman®
in 1967 commented on the vouth's lack of political inlerest suggesting that this revealed
their good judgment and commen sense, As it later turned out this passiveness, caused
by general apathy, was only a calm before the storm (Janicki 1972).

The sixties showed that the West could not solve its growing problems such as
unemployment, poverty and bath social and racial diserimination, Finally, American
aggression in Vietnam demonstrated that Western governments were unable to deal
with these contradictions within the framework of accepted social norms and had to
resort to violence as both an outlet and solution, The accumulation of these problems
broke down optimistic visions of the welfare states, This crisis partly caused the col-
lapse of moral, intellectual and ideological values,

As usually happens young people, especially students, were hardest hit in this
situation, They were, however, unable to formulate their protest in any ¢ohurent
form. Their protests and demonstrations in 1968 only nepated bourgeois complacency
attacking consumerism, bureaucracy, the enslavement of people and a variety of other
targets. Some of thase involved indiscriminately rebelled against all institutions includ-
ing governments and states, If the students found any real articulation of their
protests and demands it came from ,The New Left”. Perhaps the most influential
representative of , The New Left" was Herbert Marcuse with his One-Dimensional
Man and Reason and Revolution (Janicki 1972).

According to Marcuse, man in society is never free because society has created
many means of exerting external pressure upon individuals in various subtle and
camouflaged forms, Scciety thus manipulates the needs and aims of individuals, so
they identify their needs with those of larger groups, Very few people register this
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process, while the majority suppress their authentic necds and dcsirlf:s moulding themn
to those required by the society in which they live. Under these circumstances man
becomes one-dimenstional, This one-dimensionality and the subsequent enslavement
of the individual js the basic reason for conformism (Janicki 1972).

The reason for comparing Marcuse’s ideas with those of Sillitoe's fictional charac-
ter — President Nil is the fact that there ia s noticeable similarity between their basic
criticisms and diagnoses of the Western society of the sixties, This assessment of
society, resulting in the state of Nihilon, is crucial o Nil's political programme, and
thus crucial to the sense of the novel itself,

Also both Marcuse and Nil stress the importance of setting people free, and not
of the political or social aspects of living in society, which are so often essential to
programmes of reform,

Yet it should be mentioned that further concepts of Marcuse and Nil differ in their
conception of the shape of the future society, Marcuse maintained that the role of the
young was to carry through the revolution and that the new society would construct
itself naturally, According to him the passage from the old to the new would be analo-
gous to the passage from realism to surrealism. In his ideal state an intellectual élite
should be in authority, an élite which, at least at the beginning, would have to deprive
society of individual freedom in the name of educating them (Marcuse 1972),

In contrast, President Nil follows a course reminiscent of the young Hegelians,
especially Stirner (Janicki 1981; 23-25), Nil seems to believe that it is impossible to
compromise between the existence of the state and the realization of absolute
individual freedom. Thus he decides to replace this concept of freedom by
psychological freedom, meaning that the individual is free only when he is aware of
being constrained by social forces. This psychological freedom does not imply
individual freedom, because mere awareness of one's restrictions does not set one
physically free, But psychological liberation will diminish the enslavement of man by
society. Thus the only freedom which Nil can offer is a psychological one, To achieve it
he has to uncover the mechanism of social life which enslave individuals, make people
<one-dimensional”. Man should always be aware that society tries Lo shape his needs,
ideas, emotions and expectations: it forces individuals to obey and submit 1o its
structures, This is obviously absurd and a reversal of the purpose of society, which
being an organization of individuals should function for their benefit,

In Nihilon this contradiction is made clear, Nil removes the mask of wisdom,
dignity and solemnity from the mechanisms and institutions of other states, Now
people can clearly sec how absurd socicty is and this awareness should set them psy-
chologically free,

Thus it seems that the method which Sillitoe uses in order to construct Nihilon
(PUC) is inspired and partly based on Herbert Marcuse's diagnosis of the Western
society of the sixties and on the intellectual climate of the time.
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According to thematic definitions of the anti-utopia' Travels in Nikilon can be
classified as a representative of this genre. Sillitoe signals the danger that had one of
the rebellious programmes of the sixties come to reality, Western socicty could have
been transformed into society similar to Nihilon. Sillitoe fears that the realization
of such programmes could damage the existing social order. Their nihilism could
cause economic chaos, while imposition of freedom, compulsory freedom could
become a more through way of enslaving individuals, thus could result in totalitar-
ianism.

But Sillitoe directs his criticism not against the attempt to reform Western coun-
tries of the sixties, but rather against some reactionary programmes which instead
of introducing progressive changes only strenghtened the existing controversies.

Travels in Nihilon shows what ,perfection” looks like when imposed on people
against their will. This  height of perfection” means tyranny, slavery and anarchy.
Yet, while many anti-utopias present a world stable, rigid and immune to change
(Szacki 1980; 167-8, Zgorzelski 1980: 81), Sillitoe notices some chance in the strength
and revolutionary character of the people and their anxiety for improvement. The
citizens of Nihilon carry through revolution and the opposition, working so far
underground, comes to power, But Sillitoe is not an unrealistic optimist. He realizes
how difficult it is to change people's customs, morality angd social knowledge which
had been corrupting the minds of citizens for many years. The new order established by
the revolutionary government reminds one in many ways of the previous one, The
officials still rob people, but this time it is not called robbery but ,officially removed®.

Officially, because there were no thieves now in Nihilon. Thieving, like nihilism, had been abolished.
The state saw 1o that, becawse |t had acquired total rights 1o beth, In its benevolent honesty the
government carried on n policy of removals®, not only to protect the peaple from the temptation
of mass pilfering, which in Nihilon had always cither been a habit or a temporary necessity, but also
to make sure there was nothing left to pilfer, This system was known as _income tax™, [Sillitoe
1973 217]
Also the very revolutionaries and their ideas are ridiculed by Sillitoe and it is made clear
that they cannot bring new, honest ways of life. As one of them says:
The duty of i revalutionary is 1o keep alive, sa that his idens don’t perish with his bady. He geta lis faod
where he can, how he can, and when he can. [...] I'll make a bargain by giving you my valuable idens

of honesty and cooperation, while you provide me with food till the revolution i over in two or
three days, [Sillitoe 197%: 217, 21K]

Thus though Nihilon is not a stabile country, the changes introduced by the opposition
do not fill one with optimism,

The choice of a thematic definition of the anti-utopia and the author's main interest in
extrigstc? problems of lterature have been dictated by the explicit reference to the socio-

M, Kwaplef (1972: 47), .An anti-utopia is a literary work presenting in a variety of lorms a negative
picture of u vacinl system, which muy be observed by the author in the tendencies existing in the develop-
ment of real sociaties”,

i The term . extrinsic” is here understood as in Wellek and Warren (1963: 73-74),
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-political situation to be found in the prologue to 77 ravels in Nihifon: Since most of the
capitalistic freedom-loving nations arc gaing in the same direction, we feel it our duty
to show the truth of what Nihilon claims to have achieved by way of constructive
nihilism* (Sillitoe 1973: 10).

Also political ideas reconstructed on the basis of the text unequivocally reminded
one of the tendencies, intellectual climate and reformatory programmes of some of
the Western philosophers of the sixties.
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The absurdist vision — that in a meaningless universe, neither God nor man,
theology nor philosophy can make sense of the human condition {Harris 1971: 7)
— which becomes thematic in the absurdist novel, can hardly be called a ,modern®
vision, Yet in our modern world, a world which in the last decade alone has witnessed
firsthand via the news media, wars in Southeast Asia, race riots and prison revolts,
absurdism acquires a renewed presence. As Raymond M, Olderman writes, in our
time

fact and Aetion constantly hlur, In the past, sience assuring us that the unseen is unreal, sanctified

faet ay the basic unit of reality, 1f we were 1o build a sense of the ordinary, we ad ta build it out af

faet., Writers had to write fram fact. But the growth of mass society, the increased discovericy
about the world of the unconseious, and the supremacy of scientific relativism make ua no longer

sure that our own idea of reality will be recognizable to anyane else. Tndeed, if we plance buck il

forth fram the abyss of the unconscious to the daily passage of historieal time, We can cusily lose

hald on the whole idea of eality itself, [Q1derman 1971: 2]

This fine ,fading line between fantasy and reality”, to borrow Bruce Jay Fried-
man’s terminology, presents a peculiar dilemma for the contemporary writer, As
Philip Roth expressed it in his article, ,Writing American Fiction™;

The American writer in the middie of the twentieth century has his hands full in wying to understand,
and then describe, and then make eredible, much of the American reality. It stupefies, it slckens, i
irfurintes, and finally it iz even u kind of embarrassment (0 one's own meager imagination, The
wetuality is eontinually owtdoing our talents and the culture tosses up Tgures almost daily thal
wre Che anvy of any novelist, [Roth 19612 224]

Contempaorary novelists of the absurd begin with the same premisc as the existen-
tialists — that the world is absurd — but they are post-existential in their view of
man, generally lacking the existentialists’ faith in the human character (Harris 1971
1), Existentialists from Nietzsche to Camus have agreed that no God exists; sub-
sequently, man must rely upon himself in order to derive the strength neccssary for
survival, Nietzsche possessed such confidence in the individual potential that he could
envision an L?bermcmqh, a superman of Romantic proportions, Even Sisyphus, who
had his perpetual rock to roll up the mountain, could surmount his absurd circum-
stanices, deriving meaning from his struggle. ,One must imagine Sisyphus happy™,



concludes Camus. And Sartre insists that cxistcntinllﬂm_islu kind of humanism. For
the contemporary novelists of the nhsu!‘d. hq wever, man is incapa ble of self-reliance’,
Unlike the existential hero who was vis-i-vis an absurd universe, the contemporary
hero ﬁ.m an absurd culture which proves impenctrable to his MMCARer energies.

In the existential American novels of the fifties, there was a widespread use of the
mythic pattern of withdrawal and return — a pattern closely connected to American
tradition, according to B W. B, Lewis (Lewis 1955), Bellow's Henderson retreats from
a world as actual as an aching tooth to the Africa of his soul and then returns via
NewFoundLand. Cass Kinsolving returns to America from the Europe of his retreat
in Styron's Set This Howse on Fire, Even Ellison's narrator tells in the ,Epilogue” of
Invisible Man that he is ready to return from his land of light bulbs, gin fizz, and holy
Louis Armstrong to the arena of human responsibility (Olderman 1971: 17). The
pattern is a variation on the one which Joseph Campbell, in The Hero with a Thousand
Faces, calls the ;monomyth®. 1t is particularly compatible with the existential vision
and occurs throughout the fiction of the fifties. With the sixties, however, there is
little of it. If there has been withdrawal, it has occurred before the novel begins,
Raymond Olderman notes, and in most cases, .whether there has been a withdrawal
i1s impossible to determine. The blurring of fact and fiction with its resulting confusion
over the nature of reality is so intense that there is nothing very firm for a character
to retreat from or return to® (Olderman 1971: 17),

Traditionally, a character’s return from withdrawal is meant to symbolize his
coming to terms with reality, his affirmation of life in this world, Such return and
affirmation is  matter of personal choice in the existential novel of the fiftics. But
in the sixties man's power is reduced; he has no time to withdraw and ponder his
decisions, he must stay rooted in the wasteland — in the system that attempts to deny
his vitality = and concentrate all his energies on battling both himself and the my-
sterious powers that control him, thereby assuring himself that he is alive. While both
visions recognize the need to be and thereby to affirm life and existence, the character
of the sixties, unlike his predecessor of the fifties, eannot retreat to a fabulous land
already and is  constantly assaulted by the fabulous nature of fact” (Olderman 1971:
16-17).

The treatment of sex, a result of the continued movement away from conventional
realism’, further distinguishes the novel of the sixties and the carly seventies from the
novels which preceded it. Most writers of the fifties handled sexual encounters with
reasonable amount of fidelity to detail, though few ventured into realms as explicit or
graphic as those explored by Henry Miller in his Tropies or his trilogy. Fidelity to
detail was observed even in comic sexual treatments, as in Malamud's The Assistant
and A New Life. With the sixties, sex becomes fabulous and absurd, John Barth’s Gifes
Godi-Boy presents such diverse sexual encounters — man-woman, man-man, man-

" A possible exception would be Joseph Heller's Yossarian in Cateh22,

 Wobert Scholes (1967 113, writes (hat ,the emargence of fbulaiion o recent fetlon e nat anly
an exciting development in ltsell; it also provides on answer 1o the great question of where fiction could
£o afller the realistic novel®,
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-goat, Man-computer — that the possibility of mature ]ovelﬁcemls us absurd as Bargh's
absurdist premise. Barthelme's Snow White Lreats a hun:u{n: with wu}fr.nllzwgrx,_ who
engages in intercourse only while in the shower. A seduction scene in Th_r Crying of
Lot-49 portrays a woman who dresses in so many layers af elothing that it lalfes her
lover twenly minutes to undress her, enough time for her to take a nap. In h_lﬂn]t?'
Elkin's 4 Bad Man, Feldman, hardly relishing the thought of intercourse ?-:'lth !1|5
unattractive wife, laughs himself from an erection into an orgasm, In Kosinski's Seing
There, misunderstanding is the key to farce; Chance, not knowing how to react to
EE’s advances, explains that he would prefer .to watch”. EE masturbates before him
and later raves about his marvelously candid sexual attitudes, swearing that for the
first time in her life she has experienced an ,open” and _honest” sexual encounter,

While many of the characteristics of the American existential novel of m;.- fifties,
discussed by [hab Hassan in Radical fnnocence, still hold true for the absurdist novel
of the sixtics and the seventies — absurdity ruling human actions: lack of accepted norms
of feeling or conduct to which the hero may appeal; ﬂpp&‘:riliﬂn bct:.m?n hep::- and
environment: mixture of human motives (irony, contradiction, ambiguity), impos-
sibility of possessing complete knowledge — an essential difference between the visions
rests in their respective concepts of resolution or reconciliation, For tha: existentialist,
courage exists in the face of the void, and affirmation through commitment can re-
solve the dilemma of survival. For the absurdist, there is no comfort, no guide for
coping; reconciliation with the elements of an absurd univursF ::u irrelevant and cer-
tainly impossible. There is only one ultimate resolution, and it is not escape or even
gecommodation; it is transcendent resolution of bare and simple affirmation of life
owver death, ’

Few journeys appear in the novel of the sixties. Settings are stationary, and a mas-
sive static institution or background has taken the place of the journey as a symbol
for the obstacles of human experience. When there is movement, as l:lz Pynchon's V.
or Vonnegut's Slaughterhouse-Five, it is aimless, unproductive, the image conveys
the fruitless comings and goings of modern man as opposed to the pm‘nhmnes of mo-
ral growth and spiritual progress that are usually symbolized by the journey (Oldler-
man 1971: 7, 15). The child narrator of Kosinski's The Painted Bird, ralh:e!' than
gaining moral perspective through his journey, learns to master the evil practices of
his environment and forsake the spiritual consciousness he once possessed,

Likewise, the once popular identity quest is muted in the novel of the sixties.
Although individual identity remains & major concern, !hcrc is little of the .deep
agonizing introspection, toiling anguish, and long-suffering posture that had been
vital to the search for identity” (Olderman 1971: 15), even in novels as recent as Suul
Bellow’s Herzog. The hero of the sixties acts; for the most part, he spends no L?dﬂ:
hours in introspection but pursues his identity haphazardly through conflict wit

nearly everything and everyone, il
In the absurdist novel, the ultimate absurdity of life is suggested by a series of

in After Allenation, The term is
and commitment,

) Accommodition in this sense deriven fram Mareus Klein's usage
different from what Thab Hassan in Rodical Innocence calls existential encounter.
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preposterous and ridiculous events, by characters who — although described with
apparent gravity — are distorted, exaggerated and caricatured, and by language
which makes use of, to use Eugene McNamara's list, _lexical distortions, meaningless
puns, and insistent repetition of empty words, clichés, exaggeration, deliberately
misplaced particulars, and juxtaposed incongruous details” (McNamara 1968:
44-45). The reason for such comic exaggeration, or burlesque, in the contemporary
novel is discussed by John Barth in his article . The Literature of Exhaustion®, Refer-
ring to Jorge Luis Borges’ idea that as far as fictional forms are concerned, ,literary
history [...] has pretty well exhausted the possibilities of novelty", Barth adds that
.for one to attempt 10 add overtly to the sum of ‘original” literature by even so much
as a conventional short story, not to mention a novel, would be {00 presumptuous, too
naive; literature has been done long since®, Only two alternatives are left 1o the
modern writer in search of original forms: he can give up writing entirely, the direction
now being taken by Beckert, or he can employ the ,exhausted” forms of the past, revi-
talizing them by ironic treatment. By consciously imitating a form the possibilities
of which are seemingly exhausted and employing it against itself, the writer is able to
present .new human work®, whose ultimate meaning is new and different (Harris
1971: 23). Through the use of burlesque, American absurdist novelists, like all writers
in the venerable tradition of burlesque, are able to reject traditional forms and styles
while at the same time continuing to use them.

Parody becomes an important vehicle for the irony of the contemporary writer,
extending even to the forms he employs. Kosinski's The Painted Bird, like Barth's
The Soi-Weed Factor, is a parody of the picaresque novel, Heller's Carch-22 and
Purdy's Malcolm parody the traditional American romance. Malcolm, Barthelme's
Snow White, and Kosinski’s Being There parody the fairy tale, and Being There and
The Devil Tree, along with several of Vonnegut's novels, particularly Slaughterhouse-
-Five, can be read as parodies of Utopian fantasy. Berger's Little Big Man (which also
mocks the Western), Barth's Giles Geat-Boy, Vonnegut's Mother Night and K osinski’s
The Painted Bird parody the heroic epic.

While burlesque and parody are hardly innovative techniques — as evidenced by
such famous parodies as Shamela and Byron's ,The Vision of Judgement” — the
absurdists have given the traditional literary devices a new direction. As Robert
Buckeye points out, burlesque is no longer directed toward the external warld, but
often becomes reflexive in nature. [.--] It is an irony toward [the novelist] as author,
the value of art, the possibility of language”. No longer restricted merely to literature,
burlesque branches its ridicule out toward history (The Sot-Weed Factor, V., The
Crying of Lor-49, Little Big Man), religion (The Painted Bird, Car's Cradle, Giles
Goar-Boy), philosophy (The Devil Tree, Barth’s novels), and all other institutions
which attempl to impose order on an absurdist existence. In such a world,  what
better way to represent reality”, asks Buckeye, .than [by] parody: to present a reality
that is questioned by another,,." (Buckeye 1967: 33-45), By turning art back upon
itself, by confronting what Barth calls _an intellectual dead end and employing it
against itself, the novelist achieves a viable art form, its .newness” lying paradoxi-
cally in its ,oldness” (Harris 1971: 23),
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Nor do the fictional characters escape the burlesque of the absurdists’ pens._B'mh
Eugene McNamara and Leslie Fiedler have commented on the r¢q=m§lanw of Itlgu-
res in recent absurdist novels to comic strip characters. Not only llh:l_r <occasional
obviousness and thinness of texture”™ (Ficdler 1968: 184) but also their very names
sugest comic strip ideas and attitudes. Pynchon, in The Crying of Lot-49, Plfﬁ*-"“w an
inepl psychiatrist named Dr. Hilarius, along with Stanlev Koteks, Genghis th:,:n,
Diocletan Blobb. Vonnegut's Billy Pilgrim quite naturally makes :xlralcm:sm.al
pilgrimages in Slaughterhouse-Five, Dr. Vox Humana is named after an organ stop in
Cat's Cradle, and God Bless You, Mr. Rosewater’s Diana Moon Glampers IS @ sixty-
-eight-year-old virgin. Kosinski, in Being There, portrays a character with no identity
named Chance, and in The Devil Tree makes Jonathan Whalen a rich spoiled adole-
scent who is always ,wailing” and bemoaning his personal misfortunes.

The use of two-dimensional characters allows contemporary novelists 10 empha-
size the artificiality of their art. As Charles Harris writes:

Their use of caricature abso indicates their rejection of the assumption underlying realistic churacte-

rization that human beings can be accurately formulated. As aspects of 3 protean reality, hnmug.

beings remain as illusive and a5 problematic as the absurd universe they occupy. By oversimpli-
fying their characters in an exaggerated way, contemporary novelists of the absurd suggest the

complexity of human nature by indirection. [Harris 1971: 27)

Two-dimensional, .comic strip* characters, which abound in the contemporary
American novel, force a detachment on the reader’s part, a detachment which gives
rise to much of the so-called .black humor'. When the reader is aesthetically detached
and objective, he is able to laugh at events and situations withnut‘ contemplating the
cruelty and violence often found behind them. As Max Schulz writes in Black Humor
Fiction of the Sixties, ,as a term, Black Humor is vague® (Schulz 1973: 4). Oldf.rman
defines it as the kind of comedy that juxtaposes pain with laughter, fantastic fa_ct
with calmly inadequate reaction, and cruelty with tenderness. It requires a certain
distance from the very despair it recognizes® (Olderman 1971: 26). Robert Scholes
adds that Black Humor is concerned .not with what to do about life but how to take
it" and is closer to Swift and Voltaire than to anything in the twentieth century, emep:
that it has none of ,the scorn, resignation, or hope of reform that accompanies satire
(Scholes 1967: 43). Harris echoes Scholes when he states that , while the navc!m n.t'thc
absurd emphasizes the blackness of modern existence, the response he seeks is neither
stoie resignation nor Camusian scorn, but laughter® (Harris 1971: 30). As such, B_li_itk
Humor is compatible with both the absurdist premises and the fabulous tradition
of the American absurdist writers.

Most of the significant contemporary American novelists — among them Barth,
Kosinski, Heller, Berger, Pynchon, Vonnegut, Hawkes, Kesey, O"Toole, even Styron
and Percy — consistently describe and depict the chaos and absurdity of modern life.
It is obvious that the absurdist tradition in America, a tradition which cmunuﬂjﬁnu
the decade of the eighties, has taken firm hold of the literary imagination. Or, as J
Barth wrote in Lost in the Funhouse:

No turning back now, We've gone oo far.
Everything's finished. Name cight. Story,

[l
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novel, literature, art, humanism, humanity, the self el
Wait: the story’s nol finished, ..
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KNIGHTS ABERRANT: KOSINSKI'S PARODIES OF
MEDIEVAL ROMANCE

In the novels of Jerzy Kosinski, the existential themes, the characters who are
secking to retain some trace of human dignity and freedom or who are defined by the
views of others, and the plots often criticized for excessive use of violence and sex are
unquestionably reflections of and comments on the modern age, Yet, as is the case
with almost all good writers, Kosinski is not without an awareness of the literary
traditions that preceded him. It has been demonstrated, for example, that some of
his material is influenced by Polish literature, and an understanding of these Folish
contexts” contributes to an appreciation of Kosinski's talent for transforming tra-
ditional material into something new and original (Tepa 1977: 52-61). As with any
study of sources and analogues, the very nature of the changes or differences can be an
important key to the meaning of the new work.

A reading of Kosinski's novel Passion Play makes it clear that he is consciously
drawing on another body of material, the stories and the legends of the Middle Apes
~ particularly the Arthurian romances treating knightly deeds and the legend of the
Holy Grail, Of course, it should not be surprising that so thoroughly modern a nove-
list would loak to the past, As John Barth has said in his essay called , The Literature
of Exhaustion®, the parodying of carlier works is ,about where the genre began, with
Quixote, imitating Amadis of Gaul [...] or Fielding parodying Richardson®. In fact, as
Barth goes on to say, some modern writers feel that ,for one to attempt to add overtly
to the sum of ‘original’ literature by even so much as a conventional short story,
not to mention a novel, would be too presumptuous, too naive; literature has been
done long since” (Barth 1967: 33).

Although there is an apparent incompatibility between American values, parti-
cularly as Kosinski writes about them, and medieval material, such as the legends
revolving around King Arthur and his knights, there are precedents for the use of this
material by American authors, As early as 1848, James Russell Lowell wrote the nar-
rative poem The Vision of Sir Launfal, which, despite its medieval setting, applies
Romantic American values to the story of one knight's quest for the Holy Grail.
Another poet, Edwin Arlington Robinson, has written three book-length narrative
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poems based on Arthurian Icgcrjd — Merfin, Lancelot, and the Fulitzer-Prizewinning
Trisgram. Triseram is a poem which focuses on the dreams of the central characters and
through them comments on dreams in general and American Dream in particular.
T. S. Eliot also uses Arthurian material, the Grail legend, in The Waste Land 1o paint
out the sterility of madern society,

Among American novelists, Mark Twain is the first to use Arthurian material
in his 4 Connecticut Yankee in King Arthur's Cours. Twain began to write a parody of
the monarchal ideals presented in Tennyson’s Jdvlls of the King, but his final product
is an indictment of American capitalism as well as of British monarchy. In The Grear
Gatshy, F. 5cott Fitzgerald makes use of the Holy Grail in a manner closer to Kosin-
ski's vse of medieval material, In Gatshy there is, of course. an American setting,
Gatsby's pursuit of Daisy is, however, compared to quest for the Holy Grail, MNick,
the narrator, observes that Gatsby ,found he had committed himself to the following
of a grail* (Fitzgerald 1953 149), This and related allusions throughout the novel
emphasize the irony of Gatsby's quest, for Daisy is unworthy of his devotion. She
leads Gatsby not to great courage and virtue but only to the accumulation of wealth
through shady deals. Gatsby's quest is thus an obvious perversion of the traditional
ideals of the Grail quest as well as of the American dream,

Two serious contemporaty novelists other than Kosinski have used medieval
Arthurian material. One of these, like Twain, has written an Arthurian novel with
a medieval setting, The other, like Fitzgerald, has made allusions to the medieval
legends an important part of a novel set in modern America.

Thomas Berger's drehur Rex is a retelling of the Arthurian legend which follows
the traditional story fairly closely. There are, however, obvious clements of parody,
as when Ygraine, pregnant with Arthur, desires ,cutlet of griffin and roe's egps”
(Berger 1978: 14) instead of the traditional pickles and ice cream, On a more serious
level, the novel paradies the illusion of perfection that Camelot so often implies and
examines the nature of good and evil and the extent to which men’s ideals contribute
to evil in the world. For example, Guinevere, reflecting on the tragic downfall of
Camelot, decides that it was caused by ,men and their laws and their principles. And
she wondered whether those who were not knights did not have it better, living ac-
cording to their appetites, . (Berger 1978: 442), Thus, the medieval setting is used to
present a very un-medieval theme,

The other serious contemparary novel to use medieval legend is Laneelot by Wal-
ker Perey, The title itsell alludes to Arthur's greatest knight. The central characters
are named Lancelot and Percival, and they act out a drama of love and strife and
religion just as their counterparts in Arthurian legend do. However, there is an in-
version of traditional material. Instead of deceiving someone else, Lancelot is de-
ceived by his wife, And rather than desperately trying to preserve established society,
Lancelot wants to do away completely with the old and begin anew, The priest Per-
cival, on the other hand, experiences a crisis of faith and then, instead of secking
some mysterious and marvelous Grail, decides to go to a little church in Alabama,
i return Lo simple religion,

A similar and fairly obvious use of medieval material can be found in two of
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Kosinski’s novels. One of these is Passion Play, whose title is wonderfully ambiguous.
It supgests the passionate intensity with which Fabian, the protagonist, playvs the
game of polo. I suggests the games of love and sex that are played throughout the
book. It also suggests the passionate creativity with which Fabian faces life. Kosinski
saNs:
He had acted always in the convielion that to master his life, 1o assert deminion over that indifferent
span, what he must do was ta shape il into drama, each seene 50 charged, so unrepeatahle, that no
interval could be permitted to divert him from the spestacle of which hie was both protagenist and
solitery witness '
And finally the title calls to mind the drama of the Middle Ages and the values and
world-view of that drama which are diametrically opposed to the values and world-
=view of Kosinski’s novel,
Fabian is presented as a modern version of the medieval knight errant:
Erupting from a brake in the woods, Fabian's convoy could stir alarm and a fush of panic; people
wolld halt at a distance far enough to take flight, yet near enough to see the figure of a cider framed
against the trees, helmeted in white, booted in long sheaths of black and brown rising from the
erested gleam of spurs to the armor of his knce guards, a black gloved hand curved about the poised
lance of his long whip: [p. 36]

Later in the book when Fabian prepares for his deadly duel with Eugene Stanhope,
each item of clothing and piece of equipment is described, just as the arming of
knights in medieval romance is so frequently described in what often seems to the
modern reader repetitious detail. And every stroke of the contest is recounted, just
as a writer like Malory gives blow-by-blow accounts of knightly combats. In fact, the
final image of Fabian is as ,a man on a horse, streaming along the black strip of run-
way, the man’s helmet, shirl and breeches all white, his horse black, the run of the
horse unbroken, the rider tilting, as if charging with a lance, in combat with an enemy
only he could see” (p. 271),

That enemy is anything or anyone that will restrict his freedom. It is, for example,
Grail Industries, which would tempt him into the world of business. Thus Kosinski
tnverts medieval legend. The Holy Grail represents the most spiritual ideal, Tt is in
various legends described as a plate or a chalice, sometimes that in which Joseph of
Arimathea caught the holy blood as Christ hung on the cross and sometimes the cup
which Christ used at the Last Supper. The lack of a fixed definition of the Grail im-
plies that to the Middle Ages the spiritual significance is more important than tlhc
material form. Yet in Passion Play there is no spiritual Grail; there is only an obvio-
usly materialistic corporation with the name of the Grail. And this Grail is a temp-
tation rather than a goal. It would provide Fabian with the stability and permanence
that would, in turn, define him and thus negate his frecdom,

The Grail allusion makes it elear there is a further irony to the medieval conno=
tation of the title, Passion plays call to mind the suffering and sacrifice of Christ.
Yel this is a novel without a god, And the medieval trappings are from the world of

' Jerzy Kosinski, Passion Play (1979 T1). All references to Pussion Play, as well as to Perceval
and Being There, will be given in the text ofter the initial citmions in the notes.
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romance and not from that of the mystery plays. The point of this ireny is that there
is no salvation from above, no scapegoat to suffer for others. The individyal syffering,
the personal acts of heroism ha?':: no cosmic or universal significance, Fahian is on
a quest for his freedom. Achieving the quest is a lifelong struggle which results only
in his freedom. It does not change society. In fact, Fabian can achieve his quest only
by alienating himself from society. Kosinski's knight-crrant must also be a knight-
-aberrant. He can not, like the knights of medieval romance, fight to uphold the values
of society since there are no abjective values and the standards of society are preci-
sely what must be fought against. It is only by being a loner and a wanderer that
Fabian can maintain his identity.

The very fact that Fabian plays polo not as a team sporl but as a ong-on-one
contest — that is, as a duel or joust — demaonstrates his alienation, Before his con-
test with Jost-Manuel Costeiro, Fabian observes that Costeiro’s placing of barriers
on the pola field 1o hinder his performance indicates that Costeire is ,an exponent
of the teamn mentality, which stressed the passing of the ball from one player to the
next to achieve an uninterrupted flow in the game® (p. 77). Costeiro is undone by his
own scheme because Fabian played with ,an ambition to take each as an independent
event, formally detached from what preceded it and from what might follow — the
reverse of a group code” {p. 78).

In sexual matters, too, Fabian is aberrant, He has a fondness for voung girls and
transsexuals, is desire to tame and dominate women is the antithesis of the medieval
love ethic, It inverts — the Middle Ages would say perverts — the standards of courtly
love, whereby the knight serves his beloved and yields to her every wish, Even
Chaucer’s Franklin's more realistic solution to the problem of love and marriage —
that a man should be a servant in love and a lord in marriage — is worlds away from
Fabian's shunning of marriage and dominance in love, or, one might say, in , passion
play®, Only at the end of the novel when Fabian charges back to Vanessa’s plane is
there any indication that he may crave a somewhat more conventional relationship.

Even the structure of Kosinski's novel parodies medieval romance, Passion Play is
clearly episodic, but the philosophic basis for this type of structure is totally different
from the philosophic basis for the episodic nature od medieval romance. The Middle
Apes believed that everything was linked in a cosmic harmony, Boethius's divine
«chain of love®", Thus, different episodes are ultimately linked because of the order
of the universe. For Kosinski there is no ultimate order. Things happen at random,
Kosinski’s hera is not trying to work out his destiny. Rather, he is trying to avoid
yielding to the concept of destiny or any other concept which would force him or
allow him to end his struggle to main in his humanity in the face of the never-ending
chance happenings one encounters. It may seem to others that Fabian is tilting at
windmills, but for him the enemy is very real.

Looking back to Being There, Kosinski’s third novel, with Passion Play’s obvious
parody of medicval material in mind, one can see that this book too gains a dimension
by being read as a parody of medieval legend. One finds that there are a number of
elements of Being There which are more specifically analogous to a version of the Grail
legend than are the general ullusions found in Passien Play. Chance, the main chara-
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cter of Bemg There, is a naif much like the title character in Chrétien de Troves'
Perceval. Perceval has been raised in seclusion by his mother who fears that, like his
father and brothers, Perceval will leave her to live the life of a knight-errant and that
this life will be his downfall as it was theirs, Inevitably Perceval encounters a group
of knights and determines that he too will be a knight. As he leaves the sequestered
home of his mother to enter the real world for the first time, his mother advises him
how he should act, Among other things, she instructs him how to treat ladies:

He who wins a kiss from o maiden receives much; if she permits you o kiss her, T forbid you ta take

more if, for my sake, you are willing 1o forege it IT she has & ring on her finger [...] and if for love

or for entreaty she gives it te you, it will be right and proper for vou to wear her ring...%.
Perceval follows his mother’s instructions without fully understanding them so that
when he meets a lady in a pavilion (which he initially believes to be a church because
it is beautiful and his mother has told him that churches are beautiful), he insists on
kissing her against her wishes because .my mother taught me to". After stealing
twenty kisscs, he also steals the maiden’s ring because My mother told me besides[...]
to take the ring on your finger™ (p. 19),

Later Perceval is told by a nobleman named Gornemant that he should stop saying
my mother told me to do this or that, Gornemant also gives the young knight a new
set of instructions, among which is the injunction to ,Beware also of talking too much
and of gossiping™ (p. 35), Perceval then follows these instructions as blindly as he did
his mother’s, and this causes him much grief. For when he comes to the castle of the
Fisher King where the Holy Grail is kept, he fails to ask the question which would
cure his host and end the sterility of the wasteland his kingdom has become.

Kosinski’s Chance also has lived in a sheltered environment. He has never been
outside the house of the Old Man who raised him, and he has not even learned to read
and write. But he does have two instructors®, his garden and television, Chance
responds to questions in terms of the garden he has worked in. He is thought to be
speaking metaphorically rather than literally. But Chance is not using the Book of
Nature the way a medieval man might. It is only by chance that his simple-mindedness
seems prafound, and only because people are lrying to define Chance according to
their image of him that his ignorance is 1aken for wisdom.

Chance also has television as an instructor. It gives him his basic world-view. He
believes that things will work out for the best because they do on TV, It also teaches
him how to act in specitic instances: ,In deciding how to behave, Chance chose the
TV program of a young businessman who often dined with his boss and his boss’s
daughter” (Kasinski [972; 33),

Chance is catapulted to fame because of a series of ,acecidents" or ,chance” h_ﬂP"
penings. Although he says that being struck by Mrs, Rand's car was ,the ﬂl‘f’-t time
in my life that T have had an accident” (p. 32), the reader knows that his very existence
is un accident: ,His name was Chance because he had been born by chance” (p- ?}‘
Chance is brought into Rand’s house, meets the President and is guoted by him

* R, Sherman Loomis, trans., Perceval or the Stary of The Grail by Chrétien de Troyes?, in:
Loomis and Loomis (1957 17),
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because of his .accident”. His fame spreads even further when Skrapinoy decides ,to
take a chance” and ,include Gardiner’s name in the speech that he was to deliver that
evening® (p. 83). By the end of the novel, the simple-minded illiterate has become ,the
famous Chauncey Gardiner” (p. 85) and is proposed as a Vice-Presidential candidate
because, as one of the politicians puts it, .Gardiner is our one chance® (p. 117). Thus
Chance becomes what people perceive him to be, Like the people on TV, he is created
and not a real being, as is indicated by the change in name from Chance the gardener to
Chauncey Gardiner, a name that better fits the well dressed man that Mrs. Rand sees,

Perceval's rise to fame, though it seems the result of a number of chance encoun-
ters, is actually a working out of his destiny. Unlike Chance, he is what he is despite
people’s opinions about him. Sir Kay, who inevitably misjudges character in Arthu-
rian romances, mocks Perceval. As Perceval leaves King Arthur's court, a maiden
laughs and predicts his future reputation. Kay is angered by her laughing because
Arthur's fool had often predicted that this maiden would .never laugh until she sces
him who will win the lordship of knighthood". (p, 25). Kay strikes the maiden and kicks
the fool into the fire. Shortly thereafter, the fool predicts that Kay will regret his
stupid, churlish tongue® and that he will be paid back for his insults to the lady and
the fool by having his right arm broken _between the elbow and shoulder”. The fool
adds: ,he can escape it no more than death® (p. 29). Of course, the predictions all come
true because Chrétien's world is orderly, unlike the random world of Kosinski. Eve-
rything has a purpose in Chrétien's world, Even Perceval’s suffering for not asking
the appropriate questions at the Fisher King's castle, which seems arbitrary punish-
ment for an honest, if naive, misinterpretation of good advice, is actually punish-
ment for his sin against his mother who died of grief for him when he left her. And

it is for this reason that his nume is changed from Perceval of Wales to | Perceval the
wretched” (p. 64). Tf it still seems that his punishment is unjustified, we should remem-
ber that in this orderly Boethian world bad fortune can be the most beneficial because
it is not random but part of divine Providence, Perceval ultimately repents his sins and
comes to an awareness of the world around him and of his responsibility for his own
actions,

The very fact that Perceval recognizes a fault is significant, The curing of the
Fisher King is something he might have effected. But this king is sustained by the
sacred host, presumably until the Grail Knight does ask the correct question, §o no
ultimate harm is done, AL any rate, a holy hermit gives Perceval a third set of instrue-
tions, which impatt the most important knowledge — that his soul needs as much
attention as his worldly pursuits,

For Chance, there is no final instruction and there never was any hope of effec-
ting the cure of the terminally ill Benjamin Rand, whose sickness reflects not the in-
fertility of the land but the economic woes of the country. There is, of course, no
chance that Rand, whose illness is referred to over and over again, will be cured,
especially by Chance, who is himself infertile. (We are told that ,Though Chance
prodded and massaged his organ, he felt nothing® and that Jhis organ refused to stif-
fen out; it gave him no pleasure at all* — p, 64), Nor is there any spiritual sustenance
in Rand’s house. There are merely the medicines that prolong his life, without curing
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him. In fact, there is no Grail, no squire carrying a bleeding lance or damsel :;:frrying
the holy cup, as in Chrétien’s story (p. 58). There is merely .the nurse with ltlu:
injection” (p, 32), In what may be d foreshadowing of the use of the Grrail legend in
Passion Play, Rand's housc contains all the material comforts that money can buy, but
no Grail, no ultimate cure, . : : ; »

The fact that Chance may bring fiscal salvation to the nation as Vice-President is
an indication of the gap between the medieval and the modern waorld, _Rand‘s {at_& is
not finked to that of the land, which may be saved even though he dies. But ifitis

saved, it will be totally by chance.
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THOMAS PYNCHON: ENTROPY AND MODERN MAN

The fiction of Thomas Pynchon, one of the mijor conlemporary American wri-
ters, is a complex phenomenon. It is hardly possible to put a single label on it. One
thing, however, seems to be crucial in considering Pynchon’s work: Pynchon, more
thoroughly and consistently than any other novelist writing in and about today's
America, applics scientific concepts in literature. Among the scientific notions that
Pynchon employs in his works entropy is of primary importance, It provides Pynchon
with subject matter and also influences his mode of writing,

The word ,entropy" was first introduced into physics. In 1865 Rudolf Clausius
used the term while formulating his version of the second law of thermodynamics
which is also called the law of entropy. Since that time, the concept of entropy has
been elaborated by many specialists, and it may be defined in a variety of ways, In its
most gencral sense entropy implies that in any closed system the most probable and
irreversible tendency is from order to lack of organization, from logical and conscious
diversity to sameness and monatony — the final state of ettrapy being inertia and death,
According to scientists, the second law of thermodynamics applies to our universe.
One of the definitions of entropy is the following: ,the ultimate state reached in the
degradation of the matter and energy of the universe: state of inert uniformity of com-
poncnl elements” (Webster 1966: 759). What it says is that our world is in decline and
that one day it will perish althogether, Entropy then is a highly pessimistic notion
and, it seems, this is what makes the concept so attractive not only to Pynchon bul to
many writers in the sinister twenticth century. Most of them regard entropy but as an
adequate metaphor for present-day realities, Pynchon shares the above viewpoint:
however, he never forgets that entropy is an actual law of nature, His fiction is rightly
considered a bridge between the sciences and the arts, where metaphors blend with
facts, where imagination and scientific knowledge are of cqual importance.

In his works, Thomas Pynchon presents the contemporary world, and America in
particulr, as a gystem in which entropy seems to have reached its apogee, If, however,
Pynchon's fiction merely pointed out to its readers that the world they inhabit is
doomed, it would hardly be original: by now, few people believe that matter will conti-
nue endlessly. The operation of various processes, including entropy, causes a relati-



w but gradual disintegration of the physical universe, Pynchon differs from
< in that he sees the day of doom close at hand fmd not millions of years ahr_:ad
) The blame for the rapid increase in the world’s enlropy in recent times lies,
= g to Pynchon, with ccmtcmponllr}' people, : o .
 Although entropy is considered applicable to the universe, man is said to be unaf>
fected by it. In his illuminative book The Human Use of Human Beings, Professor
Norbert Wiener convincingly argues that man cannot be subject to the second law of
thermodynamics since he is not an isolated system: ,we take in food, which generates
energy [...] But even more important is the fact that we take in information through
“our sense otgans, and we act on information received” (1956; 28), Being intciligent,
having his dignity, and, above all, capable of communication, man acts upoen his en-
vironment $o as to increase organization around him. The eventual annihilation of the
world is, in accordance with the law, inevitable, but as Professor Wiener insists, man
postpones the final destruction by creating .local enclaves® in which life finds its
home®,

Pynchon's basic assumption is like that of Wiener's, He belicves that powerful as
the second law of thermodynamics is, its operation can be reversed by human beings,
Whether or not men succeed in resisting entropy — either on a personal or general
scale — depends upon the approach they take towards the law. The primary objective
of the present paper is a brief examination of possible alternatives that are revealed
by Pynchon’s characters — some of them absurd figures as they certainly are, We shall
also try to show that Pynchon allows far less optimism than many distinguished eritics
grant him with, For the purposes of the present paper three of Pynchon’s works have
been sclected: the short story Entropy" and two novels — V. and The Crying of
Lot 491,

The second law of thermodynamics has been introduced to Pynchon’s fiction with
the publication of ,Entropy”. The situation in the story is as follows. A third-floor
apartment in one of the houses in Washington, [2.C., is inhabited by Meatball Mul-
ligan, who is holding a lease-breaking party, One floor up lives Callisto with his girl-
-friend, Aubade. There are Lwo intermingled plots in the story: one deals with
the events downstairs, the other shows the development of the situation upstairs.
Each of the plots illustrates a different aspect of the law of etitropy, Entropy s under-
stood as 1 measure of disorganization within a system whose elements begin to move
in a more and more chaotic way as energy is dispersed more and more at random, This
aspect of the law is reflected in the plot which Lakes place downstairs. But entropy is
also a measure of sameness and uniformity in a system whose elements lack diver-
sity; such a system is ,orderly” in an entropic sense, The lutter manifestation of the
second law of thermodynamics is illustrated with what happens in the upstairs apart-
ment,

Only two of the characters who appear in the story are fully conscious of the exi-
stence of the law of entropy — Callisto himself and Saul, one of Meatball's guests,
Their reactions to the law and its symptoms differ widely, Saul comes 1o the party

! In parenthetical references we shall abbreviate Emteopy as £ and The Credng of Lot 49 as CLID,
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right after a quurrcl.with his wile, Miriam. His appearance is erugial to the story's
structure @eczulsc he m[rudulces anew human sphere in which tlye workings of entropy
are to be found — communication, Ironically, Saul, an expert in information theory,
cannot communicate with his own wife, He is a cold intelleetya] whose morals are
rielri'vcd from the Handbook of Chemistry and Physics. Miriam rejects the scientific
principles which Saul consciously accepts and tries to employ in his life, Embodying
the Virgin Mary (Simons 1977: 91), Miriam is willing to give her husband love, He,
unlike the biblical Saul, does not want to he converted; he does not want either to
receive or to give any feelings, For rational Saul, Jlove is an empty word which has no
raison d'étre in scientific terminology. Through abstract analysis, he destrovs his ca-
pacity for love: , Tell a girl 'T love you'. No trouble with two-thirds of it, it’s a closed
circuit [...] But that nasty four-letter word in the middle, that's the one vou have to
look out for. Ambiguity, Redundance. Trrelevance, even, Leakage” (E: 29), Saul's
rejection of the exchange of feelings turns him into a closed system of the type postu-
lated by the second law of thermodynamics, It seems to be his wish to serve as a living
example of the science he so much believes in. Instead of decreasing entropy, Saul
consciously adds to it.

Contrary to Saul, Callisto is strongly appalled at the law, Fe first got to know it
as a student at Princeton, He became acquainted with the theories of the fathers of
entropy — Clausius, Gibbs, and Boltzman, Awareness of the law has immense effects
upon Callisto's perception. He starts to see everything in terms of closed cireuits which
succumb to entropic equilibrium, For Callisto, contemporary American society is
a perlect illustration of the law; it assures uniformity and reveals ever-growing tet-
dency toward eventual homogeneity, He predicts entropic decline for American cul-
ture ,in which ideas, like heat, would no longer be transferred, since each point in it
would ultimately have the same quantity of energy” (E: 28),

Such being his observations, Callisto decides to isolate himsell from the world
and to create his own microcosm where he can resist entropy. In his  hermetically
sealed” apartment, Callisto creates a small jungle with birds and oriental plants,
Meant to be an anti-entropic istand, Callisto’s flat becomes, ironically, a totally closed
system in a state of entropic balanee, It is 4 system which, unlike Meatball's party,
comes to be more and more ,orderly": .the swayings of its plant life, the stirrings of
its birds and human inhabitants were all as integral as the rhythms of a perfeetly execu-
Led mobile® (E: 24), The rhythm of mobiles is regular and monotonous. When this sort
of thythm reflects activities of human beings, who are potentiglly capable of diverse,
constructive action, it inevitably leads to inertia,

Callisto’s approach to the problem of entropy — that of separation from life and
total passivity — fails, The existence he leads is referred to as an wenclave of regularity
in the city’s chaos” (E: 24), His, however, is an entirely different kind of enclave than
the one discussed by Professor Wiener, In Wiener's enclaves life flourishes. To per-
form this funetion, such enclaves cannot be closed systems since in any closed system
entropy rapidly increases. Callisto, however, walls himself off from the world, The
progress of entropy is accelerated in Callisto’s microcosm since neither he nor Aubade
make any effort to fight with the law of thermodynamics,
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Their pas.si-.ritg.r_ is contrasted with anti-entropic actions of their downstairs neigh-
bour, Meatball. His lease-breaking party gradually becontes more ang more frenzied.
While the Duke di Angelis quartet carry out their nonsense expetiment whose aim is
to counteract entropy by coming ,back to the airless void” but which actually endor-
ses the second law of thermodynamics, the party reaches a state that scemns ta be an-
nouncing entropic equilibrium: peaple are shouting, screaming, some start fighting,
a pirl is drowning in the bathroom. Meatball himself wonders what he should do, [e

knows that there are two ways he could cope: a) lock himself in the closet and maybe,

eventually they would all go away, or b) try to calm evervbody down, one by one®
{E: 34). The former solution is tempting because it is free of trouble, difficulty or pain;
the latter is far less attractive. Yel Meatball chooses the second alternative, He aets,
Instead of separating himself from the confusion of the party, he tries to restore order
in his apartment,

From among possible approaches Lo entropy that Pynchon puts forward in the
story, that of active response seems to be the only reasonable one, Meatball takes
steps 1o prevent his party from deteriorating into total chaos, This certainly requires
some effort on his part, but his work does produce desirable results: the apparently
unavoidable collapse of the party is brought under control. Meatball does what
should be the duty of 4 human being, who has the potential to defy entropy, The world
is tunning down, but the tempe of this process depends very much on people: they
may slow it down through labour, Work is never an inviting suggestion, yet in this case
i pain in the neck™ is surely |, better in the long run®,

Usually, however, people prefer to surrender to entropy and just drift with its tide.
This is exactly what the majority of Meatball’s guests are doing. The party becomes
s0 much chaotic because those who participate in it start to be more and more noisy,
aimless, even agressive, Most of them are not aware that they are bringing an abstract
rule into practice. They behave in a way that s most natural to them,

Each approach to the problem of entropy presented above may be considered
typical of a certain layer in modern man’s consciousness. If we adapt Freud's para-
digm 1o the analysis of people's renctions to the second law of thermodynamics, then
Muatball’s guests, whose behaviour is determined by the instinetive desire to satisfy
their pleasures regardless of the entropic results of their deeds, will represent man's id;
Meatball's realistic solution to the problem he faces, his conscious decision to take
defensive measures against growing chaos of the party will stand for man's ego;
Tinally, superego will be traceable in uncampromising actions and views of the two
intellectuals, Callisto and Saul.

The reference to Freud while dealing with Pynchon's fiction is not inappropriate.
IWhiIc metaphors in the story are drawn directly from physics and information theory,
it seems that Pynchon’s additional inspiration for . — his first novel which appeared
ih 1963 — was the concept of death-wish which Freud himself viewed as a kind of
~pevchical entropy”. Pynchon holds after Frewd that

If [i] the tendency of instinet Js toward repeating or restaling an earlier condition, then the desire
Lo return to the inorganic is (tresistible |, ] The ultimate pleasre iy in untroubled secueity of nots
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-being; therefore the drag (oward inertia (Thanatos) s constantly behind  that self-asserbon we

call living [Sypher 1963 T5. 76

In V. it is mainly people’s attitude 1o the inanimate that determines their refation
to the law of entropy. Proportionately to the degree of attraction that objects hold
to them, people either retain their humanity or drift into decadence which is defined as
i clear movement toward death, or preferably, nonhumanity™ (M. 301), It is huma-
nity that differentiates men from the world of mere things, Love, sympathy, care, and
geniine communication furnish men with power necessary (o resist the general de-
cling, The farther people fall away from what is human, the more they become auto-
mata, In . Pynchon's chief and the most terrifying recognition is that contemporary
people voluntarily abandon their humanity and tend to regard others and themselves
as objects. By doing so, they move | closer to the time when like any leafl or fragment
of metal, they'd be finally subject to the laws of physics” (. 301).

The main example of such self-degradation is lady V — ane of the most absurd
figures in Pynchon’s fiction. Her physical degeneration goes hand-in-hand with moral
decay and leads eventually to entropic death. She appeares in the novel under several
names and in various identities; cach of them reveals her gradual progression towards
entropic disintegration, The process begins with her abandonment of love for others
and soon grows into appaling cruelty: being engaged in several instances of political
unrest, lady V. is the cause of many terrible murders, an agent of destruction, Her
Catholicism soon deteriorates into fetishism — worship of an object. Parallel to her
loss of humanity is the increase of lady V.'s love for the inanimate. She not only adorns
herself with various things but also replaces parts of her body with them. At the mo-
ment of her death it turns out that lady V. is almost totally composed of different
objects: she has an artificial eye, wears a wig, has an artificial foot, false teeth, and
a star sapphire sewn into her navel. Wedged under a fallen pillar, lady V. is finally
disassembled by the Maltese girls whom she taught sterility and boys to whom she she
advertised nihilism. She cannot stop her pupils vom taking her apart; devitalized, lady
W, lies still (entropic inertia), Her progress toward annihilation is complete.

Lady V. is not merely a perverse woman. She personifies the entropic process
itsel. And entropy, Pynchon insists, Is ,active today"; lady V. has many followers.
Bongo-Shaftsbury becomes part of an electric cireuit and loses his human feelings.
He assassinates Porpentine thus putting into practice his belief that Humanity is
something o destroy® (V. 69), Fergus Mixolydian, whose activities are restricted to
those ,necessary to sustain life" finally becomes an extension of his TV set. Eslhm‘
Harvitz, a Jewish girl, has her nose characteristic of her race replaced by an artificial
one Lidentical with an ideal of nasal beauty established by movies, advertisements,
magazine illustrations” (V. 91) Esther's surgeon himself adds to the toll of entropy
since, as one of the characters natices, he ,sells out the human race by filling people
with inert matter and thereby turning them into things.

While all lady V.-like figures are lured by inert substances,
ndventures constitute one of the novel's plots, is strongly appa
Benny, however, is no redeemer. Indeed, his life has certain entr |
spends most of his time on meaningless and froitless wanderings et

Benny Profane, whose
lled by the inanimate,
opic qualities. Benny
ther alotg the East
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Coast of America or, on a smaller scale, up and down the streets. Pynchon calls this
mode of motion yo-yoing, Yo-yoing is a metaphor employed by Pyvnchon? to
ﬂpfé‘qs an aimlessly mechanical way of life (ef, t'hylhm.w_nfa mobile), Although he zets
in touch with many people, Benny tries hurd to avoid any deep relationship with
them. All he wants is to take and give nothing back™, Despite his dislike of the ina-
nimate, Benny prefers to be treated like a thing — an object of merey. He is horrified
by the inanimate as a manifestation of entropy, but he does not face the problem
properly. Being almost totally passive, Benny really profanes man's dignity; he is
certainly no Meatball Mulligan,

Herbert Stencil is another major figure in the novel, Born in 1901, Stencil spent
his time till the World War [T mostly on inactivity. After the war he would have fallen
into slothfulness again, had he not discovered a mysterious letter V"™ in his father's
journals. Herbert grew curious about what the letter meant, In 1945 he began his quest
for ,V*, which along with Benny's wanderings makes up the plot of the novel, Stencils
search, however, has nothing constructive in it. As he himself admits, the only aim of
his hunt is to keep himself going. Aware of the danger of collapse into entropic still-
ness, lacking any true values to follow, Herbert picks up any mystery, any .sense of
pursuit to keep active a borderline metabolism® (.2 362). The possibility that frigh-
tens him most is that he may finally discover the meaning of V", The end of the search
would inevitably lead to inertia, That is why his strategy is to ,approach and avoid®,

While any forward movement may seem anti-entropic, Stencil’s quest creates an
illusion of progress. Soon it grows into an obsession, Every single action he takes,
every conversation he gets involved in, focuses on V", And an obsession, Pynchon
says, is a hothouse — a highly entropic state of mind (¢f, Callisto), He totally abandons
his personality and becomes a ,He Who Looks for V.* If W ¥ stanmds for the entropic
process, then Stencil’s pursait of it acquires new meaning: it becomes a pursuit of an-
nihilation thus making Stencil . the century’s child”. The main thesis of Pynchon's
work seems to be thal man in the 20th century seeks destruction. In this sense Herbert
really stands for a stencil to be filled by contemporary people who in one way or
another run after death,

All characters discussed so far consciously or subconsciously hasten entropy.
Even Benny Profane, who with his dislike for the inanimate may seem to offer a po-
sitive example, turns out to follow the century’s path only at a slower pace. His yo-
-yoing, emational isolation, his desire to be an object of mercy are indicative of Ben-
ny's tendency to increase his personal entropy, Herbert Steneil's solution of finding
an aim — albeit o delusion — and pursuing it in order to avoid entropic collapse, also
fails because his obsession udds to his entropy and his quest has destruction (V)
as its aim.

These characters together with their minor counterparts dominate the novel, In
the literary world presented by Pynchon in ¥, none of the characters takes u really

! The notion of ¥oeyoing oceury also in the work of Joseph Heller, The peotigonist of Catel=22 s

called Yossarian; his nickname i JYoyo'. Contrary to what his name suggests, Yossarian's
way of moving around reveals his apposition to the rigedity of military diseipting,
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constructive attitude towards entropy. A few af them, haowever, weak and ambivalent
fipures us they atre, varey the ,2ospel of caring” (Hausdorff 1966) which constitutes
the positive though not very oplimistic message of the novel.

Omne of those characters is McClintic Sphere, It is he who formulated the ,watch-
word® for Spenglerian Abeadiand. Being a Negro, MeClintic Sphere is, in a sense,
outside the system of the entropic western society. He himself has  never gone along
all the way with the "cool’ outloak that developed in the postwar years® (V: 272),
On the contrary, he has been able 1o love and to radiate peace in the ehaotic world.
Yet he discovers that I love you" is not magic enough Lo cure humanity, He finds out
that ,the only way clear of the cool /crazy flip/ flop was obviously slow, frustrating
and hard work® (V.: 342), Both coolness and craziness give way to entropy (inertis —
chaos). The golden mean isto wkeep cool, but care®. I one cares, one is able to perform
the duty of man — to take the puain of reversing the entropic process, MeClintic is the
clearest equivalent of Meatball Mulligan, Though he is a minor character and the
reader does nol know much about his life, yet it is apparent that he, like Meatball,
has a sense of duty to the human race.

Even those who carry the positive message of the novel do not have enough
strength to resist entropy altogether. In her early days, Rachel Owlglass experienced
the attraction of the inanimate. It is she whom Benny Profane watches caressing and
expressing love to her automobile. Another character, Paola Maijstral, is free from
violent passion, but she maintains her humanity. Though ,cool®, she retutns to Pappy
to perform her duties as a wife. Paola, however, is a child of the entropic century,
This affinity is marked by the ivory comb she inherited from disassembled lady V,
and by what onc of the characters labels as her .passive look of an object of sadism®
(V.2 205). Paola’s father manages ta violate the second law of thermadynamics by
reversing his own entropy — a phenomenon which is possible only in the case of man.
Yet he is unable to avoid another entropic collapse: his contemporary existence is
close to that of Callisto.

The fact that even those who hold any promise of being [...] human® (V.: 336)
now uned then yield 1o entropy shows the weakness of mankind on the one hand and
the pawer of the law on the other. That is why Pynchon does not require much from
his characters. All they are to do is .o minimum basis for a workable thing" (E: 30}.
However anaemic a solution caring® may seem Lo the reader, Pynchon beiieve‘s it is
the only satisfactory means to counter entropy on a personal scale. Pynchon is un-
doubledly pessimistic in that he makes so few of his characters care. (.‘mmidm‘xpg rllE.It
it is with them that the future of the world rests, Pynchon's vision presented in F, 18
not very elevating, ,

I1is 3;’1“! mwj is even more depressing. One of the themes of The Crying of Lot 49
is that America, the country with chances once 5o good for diversity” {Cﬂff_?- -;1 36) h _

‘ i * cholees” resulting in total homogene I?I.I'.Iq
produced an absolute symmetry of choices resulting in e S HarTtS
lethargy of its citizens, If F. was Pynchon's protest against th.c f\’-d'-'?l' n Ph
the status of a machine, The Crying of Lot 49 is a bitter cry against %" if ik
sical terms fuirly conventional, the characters in Pynchon's second no
objects. They are unable or rather unwilling to reach out of the GlOs€
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their alienated selves. And this is another theme of Pynchon's novel: he failure of
contemporary Amcricans to establish any meaningful communication, a failure
which indicates how desperate the situation in their country is since, as one of the
characters ohscrves,  communication is the key" — the only means to make a dead
society live again,

The novel is an account of the adventures of Mrs Oedipa Mass, She has been na-
med executrix of the estate of her former lover, Pierce Inverarity, .a California real
estate mogul™ (CL45: 1), In the course of execution of the will Oedipa finds out how
complex and ambiguous her task is. Her quest for the substance of the legacy becomes
Oedipa’s search for communication with others. Unlike Stencil, Oedipa has an
important motivation: she wants  to bring to an end her encapsulation in her tower®
(CL#9: 28). She thinks of her past as a period of isolated, Rapunzel-like existence, when
she was imprisoned in the tower of her lonely self. Inverarity could not pierce its walls.
Her husband, Mucho, is also ,no proof against its magic® — their relationship is
marked by constant ,inabilities to communicate”, Oedipa leaves Kinneret (her past)
and drives to San Narciso, ,Pierce’s domicile and headquarters”, expecting to find
true communion with other people there. Though she really tries to communicate with
the citizens of San Narciso, she fails. Like Miriam’s in ,Entropy®, Oedipa’s failure is
not her fault, It is caused by those who, like Saul, turn themselves into closed svatems,
She cares, but no-one truly responds to il )

Metzger, the first person whom Oedipa meets in Pierce's city, is a Narcissus figure,
Being a lawyer, Metzger is to help Oedipa execute the will, Once, as a child actor, he
played the role of Baby Igor in a Hollywood film. Now, as an adult, he cannot adjust to
hIslprca'cnt situation: he frequently speaks ,in his Baby Igor voice®, gives a ,Baby Igor
smile®, Nareissism, McLuhan observes,  forbids self-recognition® (1966: 43); Metzger
mixes in his mind his past-actor and present-lawyer roles. He is also confused about his
age. Metzger freezes himself in his youth, the time of Baby Igor. Suffering from whal
McLuhan calls ,blocking of perception®, Metzger refuses to take in information
concerning his present identity, which is the cause of his becoming a closed systen.

What dircctly links the worlds presented in V, and The Cryingof Lot 4915 Yovody-
ne, a big defence company ,with subsidiaries all over the country™ ( V: 128}, which is the
main source of employment in San Narciso, When Dredipa visits it she gets lost due Lo
the entropic ,order* of the place. ,As far as she could see in any direction it was white
and pastel: men's shirts, papers, drawing boards" (CL49: 60), As Credipa perceives
t!IU[TJ.. the Yoyodyne employees are faceless and undifferentinted, Their entropic
situation is reinforced by other factors, chiefly ,leamwork® which suppresses man's
power of inventiveness, Livery engineer ,in signing the Yovodyne contract, also signed
nwaythcpnwntﬂghmtunnthununnhcnﬂghtmnneupwhh“{ﬁﬂJ%ﬁlLInﬁdnwny
their individuality is taken away from them, Yoyodyne then produces not only
weapons but also alienated antomata,

The destructive effects of such a policy are most clearly seen in the case of a
Yuyudyn_c executive, who was replaced by an IBM 7094 and lost his job, Out of the
system of the fa‘-‘-FU ry, he is totally incapable of any constructive action of his own. He
cannot even decide to commit suicide! ,previous training got the better of him: he
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could not make the decision without first hearing the ideas ol a committes™ (CL 4983}
He is 10 more 3 human being than any of lady V. -like people. His soulless existence s
devoid of meaning, Like an object, he needs to be manipulated. Otherwise, heis bound
to ¢nd up in entropic inertia.

Pviichon makes Pierce's estate and people inhabiting it represent America — San
Marciso had no boundaries™ (CL4% 134); the lethargy of its citizens is a symptom of
the gutlessness of the whaole society™ (CL49: 61); Narcissus is the patron saint of the
entire country which is equally infected”. In spite of its early promise, American
sociely has become an entropic system whaose elements are dead both intellectually
and spiritually.

American society is an encapsulating system as sugpested by the metaphor of
a printed circuit. Actually, it may seem to be a foree acting apainst people, Yet Pyn-
chon makes it elear that the Americans themselves are the ultimate cause of their
tragedy. Factories like Yoyodyne dehumanize man, yvet it is man who is responsible
for their existence. , Teamwork" makes him lose creativity, but man himself accepts
it as ,a way to avoid responsibility” (CL#% 61). When Winthrop Tremaine tells Oedi-
pa about his plans to sell not only rifles and the swastika armbands but also 85
uniforms, she runs away terrified. Later she blames herself: , You're chicken [...] This
is Arnerica, you live in it, you let it happen. Let it unfurl™ (CL49: 112} Such an attitu-
de, represented by most of Pynchon's characters, reveals their indifference in vital
matters, which enhances the operation of entropy in America,

In her quest for communication, Oedipa has to leave the surface pattern and
descend into the underground — The Tristero — where she hopes a number of
Americans are truly communicating” by means of the W. A5, T.E. system, Her scarch
is significant not only for Oedipa personally; it becomes a crucial matter for the whole
society. It will show if there is any alternative to the surface America in which entropy
has reached its eritical state.

The meaning of The T'ristero is never made explicit, Since the reader has no insight
into it other than Oedipa's, he shares her uncertainties and is unsure of how to inter=
pret the ambiguous facts about the system. [t s not known whether The Tristero is
a reality, a joke or Oedipa’s hallucination. Henee the variety of opinions among the
books's critics. Most of them tend to perceive The Tristero as an anti-entropic pro-
mise®, To judge the nature of The Tristero, we must first investigate some basic facts
about i,

The Tristero System was founded muny years ago by Hernando Joaquin de Triste-
ra y Calavera who, considering himself disinherited, set up a mail service to rival the

"'Tanner, wlthough very careful an his judgement, admits that i contamporary America when
the public world ssems to be on the side of entropy, the silence of The Tristera starts 10 appearas ﬂnp‘le:_
thing positive, a pregnant withdrawal and waiting which may yet hold hopes of another Amierich
{1971: 178-9), Another critle, Hartls, scems ta bie rather ambivalent in his assessment of the underground.
He states that The Tristero [...] updated by W.AST.E, [...] stands for the entrapic process n.m_:_l_[“‘_..
But he contradicts this opimion soon afier: Since succesaful communication is an 3“?""'“”"""‘;“m§§‘.
the members of W.AS.T.E, form pockets of organization in a slowly decaying social system® (Harris
L971: 06-04),
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official one, run by Thurn and Taxis monopoly, The Tristero agents, dressed in black,
harassed the Thurn and Taxis couriers and began a series of murders without ever
revealing themselves openly, Their symbols were the muted post horn and the dead
badger which suggested their expected defeat of the enemy, As the novel progresses,
the system comes to be associated with all major political events in Europe. Ttis con-
nected with any manifestation of chaos,

The agents of The Tristero appedred in America some time before 1853 “There
they also organized unoflicial mail and forged U.S, stamps. Like Thurn and Taxis,
American history presents the carly activities of The Tristero as a variety of malign
powers causing death and disorder. The nature of The Tristero is much more ambi-
guous at present. The system, Oedipa learns, (survived today [... | serving as a (secret)
channel of communication® [CF49: 90), As she gradually discovers, it is the ,disin-
herited” and alienated that make up the contemporary Tristero. Ocdipa believes that
the  separate, silent, unexpected world® of The Tristera offers a |, real alternative to
the exitlessness, to the absence of surprise to life, that harrows the head of everybody
American you know" (CL49: 128). She expects that through the contact with the
Tristero members she will be able to destroy the walls of her tower at last,

The underground, however, turns out 1o be no less entropic than the surface level
of American life. At the Scope, u bar frequented by Yoyodyne people, whose name
irenically suggests openness and fresh opportunities, Ocdipa witnesses that the Tri-
stero mail does not convey any meaningful information. Its members have to send
at least one letter a week through it, only to . keep it up to some kind of a reasonable
volume" (CL49: 35). The letters contain no messages which would deepen contacts
between people exchanging them.

The members of The Tristero do not form any genuine community, They cither
continue to live in isolation (c.g. the sailor), or create absurd socicties such as the
Inamorati Anonymous. The [A create a system in which nobody knows anybody
clse’s name; just the (telephone) number in case it gets so bad you can't handle it alone.
We're isolates [... ] Meetings would destroy the whole point of it (CL492: 83) — the
point being to suppress and disrupt love. Paradoxically, the members of the [A use
communication Lo carry out this task,

The Tristera people, dissatistied us they are with the surface reality, are incapable
of constructing any real alternative to it. All they do is wait — ,The waiting abowve
ally if not for another set of possibilities [..] then at least, at the very least, waiting for
a symmetry of choiges to break down, to go skew® (CL4%: 136), Although what they
wait for would be most desitable in American sowiety, the tactics they employ lead
nowhere. Pynchon makes it clear both in the stary (Callisto) and in ¥, {Profanc) that
passivity is but a way of succumbing to inertia. This again proves that because of its
own entropy The Tristero cannot realize the hopes Oedipa has in it

Oedipa’s tower turns out to be everywhere, At the end of the novel Oedipa is even
more alone than at its beginning— she has Jost all her men. One night Oedipa teaches
herself to breathe in a vacuum, ,For this, oh God, was the void, There was nobody

in the world who could help her. [...] They were all on something mad, possible ene-
mies, dead” (CL49) 128),

v

Neither the surface pattern nor the hidden ane can redeent an alienated man.
In both of them ,waste® and .death” reigi (cf, Callisto’s apartment vs, the outside).
Then the only way man can cope with renlity 15 an .EL|JL’I!. untull'rolwuﬁci, assurmed f!.Jl]
circle into some paranoia® (CL4%: 137). When Oedipa tells Hllal‘ll]!'rl she wants .him.
Lo talk her out of a fantasy, the psychotherapist, whe has gone muan hirnselt, gives her
advice which seems to be curiously serious: Cherish it! [...] ‘_»’v’ha[ else Id(‘r any of you
have? Hold it tightly by its little tentacle, don't let H'Il'_.‘, Freudians coax it away or Thc
pharmacists poison it out of you. Whatever it is, hold it dear, &]T when you lose 1t you
go over by that much to the others. You begin 1o cease to be” (CLAY: L0h3).

Thus imagination and paranoia are the only remedy for lonely pgople whi m_ak‘c
up American society, The ultimate message of The Crying of Lot 49 is more pessimi-
stic than that of ¥, whose keep cool, but care® assumed at least a minimum Dfl COIm-
munication among human beings. The Crying of Lot 49 leaves man solitary in the
alienated world of fantasy. )

In the three works discussed in the present paper Thomas Pynchon presents his
entropic vision of the West and America in particular, He leaves no hope of rcFIetnp-
tion for modern society at large; The Tristero, which is often understood as Imslpm-
mise of rescue from complete deterioration, proves to be hollow. ‘:'::t_ Pync}mn bclmjms
that entropy can be reversed on a personal scale. Meatball I‘d‘q]hgﬂn laces perfect
chaos and manages Lo convert it into order. Characters like M-;I(.lmm: Sphere, Rachel
or Paola do not surrender 1o entropy in human relationships hecat{st they care.
Caring, however, yields desirable results only when rr:lrupnn{!cld Lo, Dndlpg, who t:-::ln—
fronts people representing the whole spectrum of society, fails 1c_> estlahlwh :1u::|_3 re-
lationship with any of them in spite of her openness to cumlmumc;.tmn, ll-Icr fn:hn:u
vesults from a total lack of response from others. And here is the core of Pynchon's
message: modern man prefers to be a closed system of the type F'osilflal:,:cl by the
second law of thermodynamics rather than make any effort to organize his microcosm
into a meaningful unit. Although he is the only agent able to take counter-entropic
actions and thus postpone the final destruction, man in the 20th century chooses
— sametimes in spite of himsell — 1o become subject to rhi: law, He wastes his ]1_0‘:Ji'cr_h}f
investing too much time and energy into inventing various wiys U.t .~c|?-;mn:|ui&L1m1
instead of working against the disintegration of the world — be it his private worI(_l .Gr
that of the whole society, According to Pynchen, man, though cu]?ubm of communica-
ting with others, does not want to communicate; though creative, he Llnlcs nm; j:::f
farward original ideas; though alive, he turns himsell img an :mlrc::m:imnl, his o
vement is replaced by indifference; in other words, anti-cntropic b:,f nftt;;?m!;m_
changes himsell into an entropic objecl. As a consequence Clll ]m‘T EI&.‘-[JI[JCI"E; fne T
nization, he is unable to do anything but hasten the growing ihertia o B
Man's [ailure to slow down the operation of entropy is the ~1'r.'=11 gource ofzh'-'t ,n.:' ol
insists. Pynchon’s anti-hero is not a victim of external forces, In I’}’_ﬂ! gund e
there is no Manichean devil 1o combat. His characters suspect Pllit;éia:own i
either to avoid responsibility for the increasing chaos or Lo f-’rﬂﬂw?ll R d&.a}t
ness. [t is man himself, however, who creates conditions for Fl‘-‘»?ﬂtf:; c@nt::cmbufﬁ B
by simply not preventing it. The devil which has taken hold o 2l
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world is of Augustinizn nature. Professor Wiener suid that once the Augustinian
devil is uneovered, it is ,exoresed”, Sinee Pynchon's fiction attempts (o reveal this
devil to the readers, his works seem to aspire to drive him out of our reality. In this
sense Pynchon, who may be viewed as an a-moral writer, is s moralizer, Any optimism
in Pynchon is to be found in the impact of his fiction on the readers and not in the

wasteland described.
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EWA CHRZANOWSKA-KARPINSKA

JMPROMPTU PHILOSOPHICAL SOPHISTRY" IN THE EARLY
FICTION OF JOHN BARTH

The wotld is a comedy to those who think,

a tragedy (o those who feel.
H. Walpale

Philosophy has stripped itself of concepts that might furnish modern man’s depository
of truth. It has reached a position of seepticism where it can no longer provide man with
a consistent and stable outlook on life. The most radical negation of the possibility of
philosophy is expressed in the final pronouncement of Wittgenstcin's Tractatus: . What
we cannot speak we must consign to silence” (after Morrison 1968: 143). The abdi-
cation of philosophy means giving up questions the answers to which cannot ,.be put
into wotds" ', These are the Great Questions concerning the nature of human persona-
lity, the meaning of life, the question of value and identity, the existence ete. 1t has
been left for literature to entertain the ideas in the fields abandoned by philosophy.
As Iris Murdoch writes: It is here that literature is so important, especially since it
has taken over some of the tasks formerly performed by philosophy“2 Many writers
seem to have accepted this challenge and, more or less successfully, try to find their
own way in a labyrinth of problems left unsolved by philosophers,

The first two novels by John Barth, The Floating Opera (1956) and The End of the
Road (1958) are philosophical quests of the young wriler verifying different positions
assumed by people in the face of absurdity and ideological .dryness". Though preoc-
cupied with contempaorary problems and scene, the two novels seem to share certain

features of the 18th c. conte philosophigue where characters impersonate intellectual

! JThere are, indecd, things thol cunmol be pul into words, They moake llﬁbmfl"_'ﬂ: mm"f:’t‘
They are what is mystical (6.522)%, L. Wittgenstein, _Tractatus Logico-Philosophicus®, in: Morrison
(1968 139),

Y1, Murdoch, JAgainst Dryness, A Polemical Sketch”, Reprinted from m““’””m'ﬁ;r::ﬁ i::};
ini The Nevel Today. Contemparary Weiters an Madern Fiction, ed. by M. m“":;“;i; Eﬁda_r.'ﬂse-'ﬂaml'

! In parenthetical references we shall abbreviate The Foating Gpera ns FO an

as ER.
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ideas rather than fully developed individuals, Barth's heroes often bear resemblance
to allegorical ﬁgurcs embodying different attitudes of mind. They mave fn-the warld
which is a m.c!ung pot of oftes contradictory opinions and, in fact,  the character
conflicts of his novels are grounded [, ] in philosophical debates of a t':;ther ahstruse
sort” (Joseph 1970: 6). The narrators — at the same time pratagonists — of The Fiogr
ing Opera and The End of the Road are both set on a Journew in search for the lru[]:
about themselves which escapes them, 1t is not without s[gnil’if.;ancc that a journey was

a typical device of the 18th ¢, pitilosophical tale. Tt was also a favourite metaphor of

the exlstc_ntia!ist novel (e.p. Celine’s Journey to the End af the Night) where human life
was considered a road, Barth's adoption of this patiern pe.ria[l]s o hoth trnd;u’cms
Ih.u.s Todd Andrews' inquiry into one day in his past when he decided to commié
suicide can be seen as a metaphorical travel intended as a self-exploration. Whereas
Jake I-Icrr_ncr finds himself literally ,on the road” in the void aof his life, the str:rr}r dﬂ‘;cri:
bed by him being just a loop in his experience upon which he is aga‘in left di:'cc'rlion—
less. The plots in both novels are educational in the ironic sense of the word, for the
characters’ apparent self-discoveries are nothing but jumps from one prc:m'se o
_armlher or post fact rationalizations, They do not tepresent any consistent philosoph-
Jf:al stands but secem to juggle with serappy formulations, adopting or nmki:lg up
tor themselves semi-truths about life based on their own r;xpericnce. The narrators
are far from :lattrihuting any objective value to their philoso phizing: Todd is i]'OItEﬂﬂl[‘;'
aware that hj{: pursuit of explanations is an endless task and his Im,rufr;'eles tend to
I:rrfmme ends in themselves" (Fo: 215); for .the connoisseur* Jake Hurnerﬂpiayin
w:thl [‘:FEITH-dOHE-? eq}lalrs wEood elean fun® (ER: 142), The two novels emanate thus wilfx
ii;i:nnt ot comic nihilism, which is another distant allinity to the 18th ¢, philesophical
The grotesque vision of the narrators and the fronic import of their serious® en-
counters in the buttlefield of ideas evoke Lhe feeling that the writer due;nnt w:;nt t
commit himself to the world disintegrated into fragments, If art is n mirror to the a cu
then for thclyoung Barth it is also a reflection of philosophy which views this worldg*l;
Jboth meaningful and meaningless” (Harris: 32), 1t seems it was NECESRATY for him :n
come to terms with the intellectual fervent of the 19505 and examine from his owh
i?-.:rspuctm: what had been left by the two most influential trends, namely Existentin-
lists and Linguistic philosophers 1 | ‘
Among the questions modern philosophy does not address itself to, the mast im-
portant one concerns the nature of human personality, Discussing ,.the current philo-
sophical conception of the person”, Tris Murdoch traces back to 1i1c work of ft-Jlumc
;fq};n !uqd:?rm:mlzlc.fi the certainty not only 1::1!‘ causation but even of the self (Murdoch:
3. tllﬂ ll::lpohhtbiﬂ Lo see the cause of g human aet [+ ] for as Hume pointed out
causnpnn I$ never more than an inference” (FO: 214). Both Todd and Take ,take nr.::
frem interest in r:;luuscs" (LR 3.5} and accept the fact that people ,aren’t paing to have
Onscious motives for everything they do” (ER: 116). Most of their acts being pratui-

tos Y o s i i
Us, they regard themselves _free agents” and advocate for inconsistency and irre-
e —

©CE Steomberg, (1975 1.30),
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sponsibility {to paraphrase Todd's words: he is consistent with his principle of incon-
sistency, FO0 L) Todd realizes that the tasks he sets for himsell — faguiry into the life
and death of his father together with self=/nguiry — are interminable because his ob-
servations will never fill the gap between ,what we see and what we can’t see” (FO5
214). Since i1 is impossible for him to understand even himself, he is haunted by the
idea af imperfect communication®, In fact, the nareators of the two novels are isolated
microcosms, feeling no commitment to other peoaple and never dedicated to any-
thing. One unguestionable conviction about human nature they have concerns their
own and mankind’s animality. It has been demonstrated to Todd in his WW 1 ex-
pericnce with a German soldier; 1t 15 also the lesson Jake has learned from his enco-
unter with the Morgans, To cover up the brute, animal truth about himsell Todd
successively acdopts different masks — that of a rake, a saint, a cynic and, finally,
a suicide. This mimicry s part of his mastering of the fact with which he lives: the
imminence of death due to his sick heart (#62: 222), Todd can offer no alternative
model of human personality except for a display of masks and intellectual stances
covering emetional hollowness and disgust with his body.

In The Lnd af the Read the problem of man's identity is put in the centre of philo-
sophical debate. Jake Horner represents a position according to which one cannot
be certain of the existence of what is called one'’s self. His scepticism is genuinely
Humian, as the following description of his  weatherless days® indicates: ,On these
days Tacob Horner, except in a meaningless metabolistic sense, ceased to exist, for
I was without personality. Like those microscopic specimens that biologists must dye
in order to make them visible at all, I had 1o be coloured with some mood or other if
there was (o be a recognizable self to me® (ER: 36)% However, Jake is well aware that
what manifests itself through moods is only his provisional identity. His real self is
beyond his grasp, instead he perceives a sequence of discontinuous selves | linked to
one another by the two unstable theeads of body and memory” (ER: 36). Conse-
quently, it is impossible to specify what the authentic self is and whether it actually
exists, Assuming that il is revealed through moods, Jake is still conscious that the
dve is not the specimen” (ER: 36). Neither can be man identified with the opinions
he represents, This is the view he cateporically opposes to in a conversation with
Rennie Morgan whe accuses him that he practically does not exist having no stable
opinion whatever, Jake lacks the sense of integrity, of one's personal unity, and this
may account for his inconsisteney. He does not believe in the uniguencss ol persona-
lity, since his own picture of himself is a plurality of selves, Thus, according to him
Jthe individual is not individual after all, any more that the atom is really atomistic:
he can be divided further” (ER: 142)

' The metaphorical title of The Floating Cpera carsies such implications both for the protugenist

and for the reader, g
: ) 1 call
’ ‘e s self: T when | enter most intimately into what

Here is how Hume speaks of the self:  For my part, when eoid, llght oF akade, T

anself, | always stumble an some pacticular perception or ather, of heat or ;
ar hatred, pain or pleagure, 1 never can eatch spself at any time without a FHT“P“F‘:‘“*: ‘;"ds:;;:; ':;"Ir.".
observe anything but the perception” [, Hume, Treatise of Huntar Nature, Book 1. Fartd, ]

qeat, after Lucas, (19610 33).




112

If Jake's vision Qf. man is relative, incoherent and paradoxical, Joe Morgan's
ethics offers the opposite alternative. Being a pragmatist and a rationalist, Joe biai]dg
up a system of principles and criteria he consistently applies in life, He m:‘iy be called
a ,self-made person”, in the sense that he has carefully worked out the vision of him-
sell and set up the limits of man's freedom and respansibility (,what a man ends up
doing is what he has to take responsibility for having wanted to do” — gR- 1103, In
contrast to Jake, he is always the same: predictable, systematic and consistent, Jclac‘s
fallacy is that he is trying to make his life into a coherent geometrical pattern based
an pure reason and logic. It is perhaps ironic thal the protagenists’ extremely different
attitudes have the same grounds in their nihilistic awareness of the absence aof abso-
lutes: Take falls into inertia and inconsistency, while Joe creates his , private” absolu-
tes out of less than absolute values, What they have in common is their lack of precc-
cupziljﬂn with other people — they both experiment on others {c.g. Rennie or Peggy
Rankin) to prove their rights or to satisfy their epgoistic needs. The results of these
cxpurimcnts bring failure for both of them. As Tony Tanner rightly observes,  what
this book does, in the figures of Joe and J ake, is to explote some of the limitations or
dang{:rs both in the compulsion to systematize (in the sense of making one coherent
version of life), and in the inability to adhere to any fragment of system at all®
(Tanner; 237).

Facilnlg a multitude of possible choices and unable to solve the problem of his

aut}{cnnmt}f, Jake Horner meets the Doctor who prescribes for him a therapy of role
playing whic!m he calls Mythotherapy. This is another option for the self: assuming
roles and assigning roles Lo peaple. To participate in Mythotherapy means to behave
like a casting director and to treat each particular situation in life as an episode in
some grand mrer—alll plot” (ER: 89, The Doctor repudiates all questions of integrity,
h.:r hnmv,,a man’s integrity consists in being faithful to the script he's written for
hlmscEfl (ER: 90). He gives further instructions to Jake: w»the more sharply you can
dr.'ir‘nanzc your situation, and define your own tole and everybody else's role, the safer
yiju 1l 'm: (£R: 90). Thus man must he able to chanpe masks as r;cumskary urjal:l conve-
nient. The conscious manipulation of masks is the problem already encountered in
The f-.’r.-rnfrlxg Opera. But in The End of the Road the Doctor transforms into a cure
what had in The Floating Opera been the disease itsel™ (Joseph: 16), Like Joe W}-j:-
gan’s artificial norms of behaviour, the Doctor's masks are also suhsrit.uh-.s :'nvl;nted
Lo protect man from an overwhelming sense of disintegration to which he can offer no
positive solution,
: Itis P-:;ssible tsee a prototype of Jake Horner, Barth’s  man without properties”
in IAnt-:nnc Roquentin, the protagonist of Nausea by Jean Paul Sartre who pnpularizcc’I
existentialism in his works, Comparing the two characters, ,we may feel ourselves
Justified in thinking that the hand of Sartre was upon Barth* (Stromberg: 299, The
I-‘rntleun_se]r af Jake finds its counterpart in Roquentin’s ego which is gradually dis-
r.nE'l.fmg mto the world of objects. Jake experiences the moments of self-revulsion
which are reminiscent of Roquentin's famous attacks of nausca:

: week of such selfrevulsion wonld have brought me to suizide [...]  envied all dead things — the fat
arthworms that lay squashed upon the wel videwalks, the animals whose fried bodied 1 chewed at

1
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mealtimes, peaple decomposing in pimdedy cemetenies — bt I had athand sa means of selldestriction

that [ wak colirageons to use. [EH Lo7- 105 ]

They bolh suffer a breakdown of their personalities. Guring at himsellin the mirroer,
Raguentin can see nothing human in his face which is disintegrating inte s geological
relicl map. He perceives himsell as a thing and feels disgusted with his .naked exi-
stence”. They are solitary introverts and this habitual sofitude makes them both
agonizingly self-analytical, Jake's disease cosmrapsis, 1.e. the cosmic view, is parallel to
Roquentin's malady of estrangement and alienation, which reaches its climax in the
symbaolic ineident on the hill, in Roguentin's loathsome vision of Bouville and its
inhabitants. Roguentin's detachment and solipsism characterize his attitude towards
other people with whom he can have no really satisfying relationships. Similarly to
this, Jake Horner — and earlier Todd Andrews — see others as types and tend to
objectify and reduce them to roles and functions.

Even in the way he portrays Joe Morgan, Barth seems to share Sartre's disillu-
sionment with rationalism which is embodied in Mowsea by the Autodidact, He sear-
ches the ullimate, objective knowledge in books he systematically studies in the
alphabetical order. But for Roquentin the Autodidact’s desire Lo understand the
world is proved futile, Oppressed with the fact of raw, naked existence, he discovers
the absurd quality of existing. Nothing can explain life, it is gratuitous and contingent,
devoid of any possible meaning, Roquentin realizes that man tries to impose but the
illusion of necessity on life in order to deny its absurdity. He has run short of motives
and desperately remarks that there is nothing, absolutely no reason for living lett.

Sartre's existential reflection on the absurdity of existence may be treated as o
source of inspiration for Barth’s heroes, In The Floating Opera Todd poses the
question of suicide as his last and only solution to terminate the inclfectiveness of all
his stances, Living with the acute awarceness of death, every day he is ,renting another
day from eternity” (FC: 49). Thus all plans and goals are without value to him. All his
life is # mere chance — in his case literally so — and as such it is valueless, too, He
rationalizes the idea for his Inguiry: ,All my life I'd been deciding that specific things
had no intrinsic value — that things like maney, honesty, strength, love, information,
wisdom, even life, are not valuable in themselves® (FO: 166). The total realization of
this fact is formulated in his new premise which is supposed to justify his suicide:
Mothing has intrinsic value”, there is no ultimate reason for valuing anything,
including life*, and ,there's no final reason for living" (FO: 223), [n existential terms
Todd's final conclusion would be tragic. But here nihilism is carried even further
and acquires a comic dimension of arch-nihilism. Sophistries can be multiplied further
91, 50 45 to negate the very reasons for suicide, and thus Hamlet's guestion L"-E'Dﬂ_mﬁ*
meaningless. 1t is in the sphere of paradox (to which Barth's heroes seem r:spf;lcmllj,r
sensitive) where all inconsistencies and contradictory opinions are qualled and viewed
as arbitrary, In Todd this ability to perceive life’s paradoxes and arbilrariness creates
a distance which is simultaneously comic and eynical, o

A dilemma of arbitrariness reappears in The End of the RoadIts recognition has
a paralyzing elfect on Jake Horner, He can sense inherent paradoxesin 'E}’WJ“:%'“H& the
objective truth does not exist, Fe sees even himsell as ,at the same time giant and
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dywarf, plenum and vacuum, and admirable and contemptible (ER: 120V, Jake is
a victim of his own speculations which make him realize | the r!:'l.t:tdr_hlat w}il' v H
{aced with such a multitude of desirable chaices, no one chaice HEEIS gatisfaa? Dﬂ'-‘;_]h
very long by comparison with the aggregate desivability of all the rest thouc Er:{, Oi
pared l.n any oane of the others it would not be found inferior (£8: 3},‘1‘}1[5 femnrge
epitomizes the story of his life: the awareness of multiple options results in immobilit
Like Roquentin, he too  ran oul of motives, as a car runs out of gas" (E&: 4) 1:1}::;
could not find a single reason to do anything. Caught in a genuine ph_:f.‘iECEIl im-muhi‘l':t /
and unable to choose rationally, Jake is subjected Lo the Dactor's treatment of pa‘rﬂ:i
lytics, ;
. It is basically in the figure of the Doctor where Barth's dialogue with Existentias
lists reveals certain ironic undertones. To annihilate the sense of absurdity of existence
Exlim:euua]:sts point to the necessity of choice and action. The Doctor employs the
existentialist premises for his therapeutic ends, reducing ad absurdum the impe};ﬁtive
tn'c]:mse and act: ,choosing is existence: the extent that vou don't choose, you don't
exist. Now, everything we do must be oriented toward choice and actioni"v{ER‘ £3)
The Ductlor’s wchoose and act” dictate sounds like a mockery of existentialism srncc
he perfid:_cnu.-i[y proclaims that it doesn’t matter whether you act :;onstrml'tiv:ztv or
even n:lvansml.':znll:f+ so long as you act” (ER: 83). Decision how to act does not fieces-
sarily mjmlvc any rational or moral principles. To Jake, who might , get stuck betweeln
a_]ternatwea“, the Doctor cynically recommends the arbitrary prim:lipﬂes of Sinistra-
lity, Antecedence, and Alphabetical Priority” (£R: 85). Not by any chanee J:e advises
Jlakc to read Sartre and become an existentialist for wwhile, Jake followed ;hcinlstruo-
tion End read Sartre but Lhad difficulty deciding how to apply him in specific Isitm—
tions" (ER: 86). His negative response ( How did existentialism help one declée
WIIELII.L}I‘ .l” carry one’s lunch 1o work or buy it in the factory cafeteria?™) is very cha-
tacteristic of a clash between existentialism and American piiagm;ltisait: Similarly, the
Dactor tends 1o interpret existentialism pragmatically. His Mythotherapy s h;i.*;cd
on two assumptions; that human existence precedes human essence, if either of the
two terms really signifies anything: and that a man is free not only to choose his own
essence but Lo change it at will" (ER: 88). It is ircelevant if any of these premises i; lalse
or trae as long as he finds them wsefiel and therapeutic, However, Jake soon 1'-:;111'7&
a tl:‘ill‘lgf,‘l:'l’.‘.l!.lh' paradox of Mythotherapy degrading the essence to a resultant of r:ﬂc
;?]a;nng. Life proves the inadequacy of any role in the emotionally intricate situations
like the one Take finds himselfin with the Marpans, His ironic vcriﬂct is thal cxmcm{-
not anly precedes essence: in the case of human Beings it rather defies esseilsu.'c‘.‘ (ER:
128) and, therefore, Mythotherapy falls out of usc. Completely uprooted out of all his
roles, Jake reaches a Jterminal® and finally withdraws from active life. His existential
quest comes to a dead-end, - '
Enil::;rcj :’II;IIIT[::}IT]F:]::iefn'tEF lTH,s pessimistic, !{_uguenfin decides to write a hook that would
e r.-xismi fm ‘:Jc::cp:l JII‘n‘IHEH. Ihl.!.‘s Sartre's hero seemingly linds a way to
s sb.::hk tf; aclilu.’w H:l"l-'eltllﬁﬂ through the fiterary act, But he pro-
e arhitrurine;ss “lPh . Itu: ]:lcr;ury n_ct is an act of verbalization which is never
+ Hhe protagonist of Nawsea is obsessed with this problem. The
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first entry 10 Roguentin's Diary reveals that his mind is fixed on  classification” of

puances, facts, objects, as if it were his defence against the collapse of the sense of

order in the surrounding world, Even writing his Diury is an attempl (o restare order

1o his own existence, to objectily his experience. However, he discovers very quickly

a discrepancy between language and experience. When he tries to penetrate his past,

to search his memory, he finds nothing but dead historics materialized into words.

Language fossilizes a lively image and adventure. 1t is impassible to reach the past —
through language man is imprisoned in the present. Then comes to him a realization
that man fictionalizes his experience while putting it into words, People perpetually
tend to reduce their lives into narratives, to turn them into fiction. Roguentin himself
trics to live his life as if he were telling a story and enjoys the feeling of beinga fictional
character. Still, there are no beginnings, climaxes, dénouements in life — it 15 o eonti-
nuous flux of existence. There is thus a distinction to be made between living and
verbalizing life. Roquentin experiences the crisis of verbalization: existence is incom-
patible with a narrative, just as objects are alien to words, Roquentin's mosl startling
revelation is that things are divorced from their names,

In this point Barth seems to be very close Lo Sartre: he asserts the importance of
the language dimension for man, In The End of the Road Jake Horner is conscious of
the power of language in transforming reality. Like Roquentin, he recognizes that the
past, afler all, exists only in the minds of those who are thinking aboul it in the present,
and therefore in the interpretations which are put upon it* (£R: 112), Thus man has
no access to objective facts except through linguistic formulations. However Jake,
regarding himsell a connoisseur, never confuses ,the fo rrnulation of reality for reality
itself™ (Harris: 105), Articulation is a game he indulges in. He engagesin clisputes with
Joe Morgan not in order to establish any philosophical position of his own, but out
of ,tendency to sport on lexical playfields” (Tanner: 240). The following passage
explains whal a duel of articulation with Morgan means Lo him:

Articulation! There, by Joe, was iy absolate [ ] it 8 the only thing L ewn think of about which I ever

had the feeling one usially has for ane’s absslutes, To turn experience into speech — that s, to elassify,

to syntactify it — i alwnys a betrayal of experience, a Falsification of it; but only so betrayed can it be

dealt with al wll, and ealy in &0 desting with it did T ever feel o man, alive and kicking [Ef: 119]
What this statement suggests is that Jake Horner represents the case of existing
through verbalization, though he is well aware of the arbitrariness of words and their
referents. As he further on observes, the significances of words are arbitrary con-
ventions” (p. 135) and ,ussigning names to Lhings is like assigning roles to people! it
is necessarily a distortion” (p. 142). Nevertheless, it is precisely through verbalization
that Jake's freedom is realized,

The awarencss of arbitrariness of any verbal account i
in The Floating Opera, Working on his Inquiry, he discovers that no ¢
be final and complete, Experience cannot be fully verbalized — there will _a]wfll’s re=
main biank spaces, This idea of incompleteness is reinforced in the novel by a:?umbcr
of metaphors: Todd's unfinished frguiry, his unsu coessful boat-building, a fi‘,}lhll‘l:_ of
his suicide attempt the Floating Opera itself, Besides, Todd as a_luw:.'cr r?iillEES{th{tl
interpretation of facts is open to an endless succession of possible versions, He i

s shared by Todd Andrews
xplanation can
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a master of casuistry and extremely enjoys impromptu legal sophistry™ (FE: 90).
Ewverything is a verbal play for him, .a matter of the rearrangement of ahstractions”
(FE: 219). He excreises his linguiste skills throughout, proceeding with the narrative
of his story.

What these observations seem to indicate 1s that the two protagonists of Barth's
early novels celebrate, as T, Tanner puts it, "something approaching the autonomy of
fanguage” (p. 239). They both find that the world of language is utterly divorced
from the world of fact, 1L is at this point where existentialist philosophy meets with
the position assumed by the school of Linguistic Analysis represented by Wittgen-
stein . According to him, man has access to non-linguistic reality through the lan-
guage he uses to describe it It is a logical argument that ,the nature of language
determines that reality & what it can be said to be® (Morrison: 128). Thus man is
altogether cut off from the world, he only makes nonsensical attempts to transcend
the limits of language while at the same time using it*, Wittgenstein makes a step
towards solipsism, stating that there is no discoverable world outside the world of
one's language®,

A distant echo of Wittgenstein's concepts can be detected in philosophical spe-
culations of Barth’s heroes. His influence may be seen in the exposition of the fact
that reality is but the narrator’s act of verbalization. Moreover, Todd and Jake believe
that it is impossible to reduce the world into the logically simple, which seems to
reflect one of the major statements of Wittgenstein about non-linguistic reality: , The
world is all that is the case” (almost literally quoted by Barth in ER, p. 81} And to
Wittgenstein the case is always logically complex, Finally, certain nihilistic overtones
of the narrators’ philosophizings may remind one of Wittgenstein's nihilism expressed
in the view that ,value and meaning lic outside the world, that any attempt to put
them into words is nonsensical” {Morrison: 143),

Perhaps the most significant implication of the philosophical burden underiying
Barth’s fiction is the raising of fiction itself to an ambiguous status. Philosophy seems
to be working in two ways: it constitutes the stuff of the characters’ rationalizations
and, simultancously, provides the framework for the suthor's speenlations aboul
his own fiction, The divorce of words from teality is translated into fictional terms,
suggesting two Jevels of interpretation: that of the fictional world itself und that of the
author creating it (the latter has been called a meta-fictional level), Itis as if Barth were
consciously exploring the possibilitics of a self-referential function of the narrative.
The author-narrator relation remains ambiguous in both novels, Barth's ingenious
camouflage is that the narrator’s self-consciousness can be easily identified with that
of the author creating his work, The narrator of The Floating Opera openly admits
that he is a novice at story-telling, More than once he discloses his literary methods

! For moere similaritics between the two trends ¢f. Strombery, (1975 21-23)

" In his Tracrarur Witgenstein gives a parable to elarify the relution of the subject to the warld:
oYou will see that this is exactly like the case of the eve and the visual field, But really you do aof see
the eve. And nothing t the visual fledd nllows you to infer that it js seen by un eye® (5.633), After
Morrison, (1968 136),

" <The limits of my langaage mean the limits of my world ¢5,6r%, after Morrison, (1968 132)

Ly

and interweaves metg-fictional remirks inte his narcative, All the time le is aware of
the presence of the regder and tries (o maintain a constant communication with him,
The nature of this communicalion is anticipaied in the metaphoricul title of the nevel:
wto fill the gaps® the spectators of the Floating Opera would have to use their imugi-
nation, Most times they wouldn't understand what was going on at all, or they'd think
they knew, when actually they didn’t™ (FO: 7 Even Todd's final intention 1o blow
up the Floating Opera during the show which gathered all the characters at ane place
may be read as the author’s gesture of destruction. He is free to do whalever he wishes
with his work: to insert digressions, to complicate the plot, to destroy it finally,
Similarly, The £nd of the Road may be treated as a novel about the emancipation
of sign (the formulation ol reality) from its designate (reality itsel), The first sentence
of the novel already conveys the ambiguity: ,In a sense, | am Jacob Herner” (e Lk
Considered from the point of view of the fictional warld, it reflects the protagonist’s
characteristic uncertainty about his own self, From the meta-fictional point of view,
it points out to the process going in the author’s mind. The 1" of this sentence may
be either the (1% of a fictional Jake Horner or the . 1* of Barth himself'(,Jake Horner
is a character whom 7 create”). Jake Horner, a fictional character, literally exists only
in Barth’s articulation. The second part of the quotation concerning turning experien-
ce inlo speech reveals both Horner’s and Barth’s self-awareness:
buat only so betrayed (experience) can be dealt with at all, and only in so dealing with it did T ever
feel & man, alive and kicking. Tt is therefore that, when [ had cause to think abaut it at all, [ respanded
to this precise falsilication, this adroit, carefnl myth-making, with all the upsetting exhilaration of
any artist a1 his work, When my mythoplastic razers were sharply haned, i was unparallcled spart
to lay ahout with them, (o have at reality, [Ef: 119]

A dilemma of arbitrariness refers also to the fiction-making process, The narrator-
sauthor of the novel realizes that the rules of fiction-making are arbitrary and that
he is free to break them at any moment, Still, he remarks that ,vou are {ree to break
the rules, but not il you are after intelligibility, [T you de want intelligibility, then the
only way to get Jfree” of the rules is to master them so thoroughly that they're second
nature to you® (E8: 136). Indeed, as Crerhard Joseph observes, Barth's characters
are funhouse mirror images of an author-protagonist (Toseph: 14). I lile is a game
for the characters, then the novel is becoming such a game for the author,

There seems to be a certain disagreement among the critics in their evaluation of
The Floating Gpera and The tnd of the Road, Many of them tend to classify the carly
fiction of John Barth in terms of traditional realistic techniques of the novel, from
which he radically departs in Giles Goat-fov (1966), The Sat-Weed Faetor (1960,
revised version 1967) and his following publications "%, Howeyer, the playing with the

" Among the eritics inclined te ignore the connections between Darth's fimt twa novels ﬂ[“' the
sugceeding ones, see Hards: (19712 101) (Before The Sor-IWeed Pactor, Barth's reputation as i writer af
conventianal, i distinetive, novels seemed seeure [, ] When Barth's seeond novel, The il af the Read,
appeaced in 1956 displaving the same raditional charaeteristios ay the s, it stemed Barth "‘"_‘n“ld
remuin content working within existing novelistic conventions® Similarly, Hassan (1973: 575 The I“l
two iovels of Barth have o certain wey energy, though their stewctures still conform ml'h‘f m'.‘::"“:.:"_'i“
of fiction”. The opposite view is represented by T, Tanner (1971) who sees the eontinuity of gertain

problems throughout Barth's work,
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Philoﬁophiﬂﬂ] cofventions and their relationship with the ficticnal techniques used
in the first two novels distinguishes them from the miain stream of realisiie tradition.
As these philosophical connections suggest, the concept of literature as a verbal play,
so characteristic of Barth's later work, is already present in The Floading Operg and
The End of the Road. Thus they may be said to anticipate further developments of
Barth's fiction, in the sense of driving the author’s attention teward the problems
inherent in the fiction-writing process. They are also symptomatic of Barth’s recogni-
tion of s ereative [reedom, the freedom which he will exercise exhaustively i plot-
ting, structuring and mixing literary conventions and traditions in Gifes Gowt-Boy or
experimenting with different forms of the author’s voice in Lost i the Funfouse,
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