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EWA KEBLOWSKA-LAWNICZAK

" THE RHETORIC OF AMBIVALENCE IN
ENDIMION AND THE WOMAN IN THE MOONE

“[...] myths are not stories told just for fun: they are stories told to explain
certain features in the society to which they belong, They explain why rituals are
performed; they account for the origin of law, of totems, of clans, of the ascendant
social class, of the social structure resulting from carlier evolutions [...] They
chronicle the dealings of gods with man, [...]" (Frye 1967:27). And so the interpre-
tation of Endimion as an “"elaborate transcript ol certain events” (Bond 1967 :81)
in Court history only appears to be incomplete, if not inadequate. According to
Bond the classical myth afforded Lyly with a beautiful picture which he further
supported by a physical allegory. Though the critic accepts the existence of the
latter kind of allegory he refuses to recognize any links between its application in
Lndimion and the still-surviving Moral Plays as well as with the treatment of the
Seven Planets in The Woman in the Moone (Bond 1967 82),

In the present paper it is assumed that, firstly, the political allegory is not the
optimum point of view for the discussion of any of the above plays. Yet, naturally,
it does not exclude such general allusions, especially in Endimion, Secondly, the
mythico-physical allegory which determines the choiee of other materials, as well as
the ways in which they are arranged, will be considered as an underlying idea—baoth in
Endimion and The Woman in the Moone, Thus the two plays will be analysed within a
broader context, as realizing the ambivalence of moon symbolism,

The idea of contrasting diverse sets of values which is offered by the ambivalence
of moon symbolism was not, on Lyly's part, anoriginal invention, A notable example
of such a juxtaposition is the medieval triptych The Garden of Delighis by Higronimus
Boseh ! the left and right panels of which are organized according to the contradictory
hierarchies, Here, the moon symbolism permeats through the elements of an earthly
paradise as well as through its negative counterpart of a “civilized" existence, Within
the medieval tradition the opposite panels, subordinated to diverse hierarchies,

U The Garden of Delights by Hievonimus Bosch is exhibited in Prada, Madeid,
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represent the constant struggle between pood and evil forees, 1. e. Christ and !_]n:
Antichrist. Later on, in the Renzissance, they might have also been associated with
Platonic or Neaplatonic concepts and divorced from their direet religious
associalions, .

The negative aspect of Luna’s influence can be more widely perceived both in
literature and fine arts, and perhaps therefore it also appears in Ripa’s collection of
cmblems as an attribute of Inconsigniia (Ripa 1971:153). [ts personification is a
woman dressed in a turquoise-coloured robe holding up a crescent moon in one hand
and a bulrush in the other, She has one foot resting on a erab, (Other characteristics of
the image, as not pertinent to the forms occurring in Lyly's plays, will not be
considered in the present paper). And it is already Pliny who referred to Luna as the
ancient source of eternal waters out of which all the oceans, seas and rivers originated
and to which the colour of fncansiantio’s robe alludes, Tncidentally, Pliny’s works also
became one of the most important sources of Lyly's puzzling images. However, it is
not the regenerative but the destructive power of water that the image is supposed to
emphasize: “ever-changing”, “ever in a state of motion® (Ripa 1971: 152). At thesame
time the “waxing and waning” of the moon was thought to have been responsible for
the tides and thus the planet was considered as watery and misty. Similarily, the
meaning of the crab, with another attribute of [nconstancy and an element of moon
symbolism, can be interpreted in at least two ways, Here it stands for an irresolute
animal which moves both forwards and backwards depending on the external
pressure it is not able to hold up. This widely known emblematic presentation
comprises the most frequent qualities found in numerous poetic clichés. Still, poing
back into the history of religion and astrology (Boczkowska 1980: 18) the Moon has
been usually defined as a protective planet separating the Earth from Cosmos (or
chaos), which was preserved even in the idea of the sublunary sphere in the medival
chain of being. Hance, the archetype of Great Mother (Boczkowska 1980123) and
Virgin (Diana) became the mythological counterparts of Luna. Evidently, in this
chain of meanings, the water images, so far associated with floods and other disasters,
now signify. fertility and the irresolute erab in the painting by Bosch is transformed
into the fountain of life with the outflowing four rivers. Besides, Cancer provides a
permanent astrological home for the Moon and only a temporal summer home for the
Sun. The summer solistice takes place within the sphere of Cancer where it is Turthest
north of the equator and after its culmination returns, like a crab, to its prior position.
Considering the time when it accurs — nature being in full bloom, the images of
fertility, ripeness and passionate love (also related to christological symbolism)
become more obyious.

Another set of values is attributed to the third goddess assoctated with Luna,
however in a less direct manner, i. e. to Athene, Thus, apart from the water symbolism
with its wide range of meanings, the Moon was thought to be in charge of certain
intellectual qualities, namely of intuitive and rational cognition as well as of the
emergence of consciousness itself (Boczkowska 1980:37). It was Gorgon's head, or
more precisely, Medusa’s head that was placed on Athene’s shield Lo symbaolise her
perspicacity. And not incidentally Ripa's emblematic image of Perspicacitas (Ripa

1971:36-38) is also Pallas Athene in armour with the image of the most terrifying
Grorgon. At the same time, among the images “seen® by people on the Moon there was
alse Medusa's head (other versions being, for example, the man in the Moon or the
Japanese ape). Hieronimus Bosch, in the already mentioned triptyeh, transforms
Medusa’s head into an eye and adds another symbaol attributed to Athene — the owl.
Both the Gorgon and the owl are subjected to the ambiguities of moon symbolism. On
the one hand as representing some intellectual gualitics, such as acuteness,
perspicacity or just wisdom, they belong to the positive aspect of the ambivalence, On
the other hand as a monster capable of petrifying people and a bird of night they
represent evil forces.

Thus in the following part of the present paper it will he argued that in the two
plays: Endimion, The Man fn the Moone and The Woman in the Moone, the moon
symbolism, applied in two different ways respectively can prove an essential guide to
their understanding,

LN .

The vertical axis, presumably dominating in Endimion’s construction, is formed by
the crucial opposition between Cynthia and Tellus, L e, the Moon goddess and the
Earth goddess. Therefore from the very beginning, the polarity of this spatial relation
had to be clearly defined. Although Tellus becomes, at least formally, Lhe protagonist
and the leading figure on the level of intrigue, the character of Cynthia is felt to be
present throughout the whole play as a point of reference, a symbol of the finally
victorious hicrarchy of values. Already the initial dialogue between Endimion and
Eumenides elucidates which line of images, and hence, which part of the moon
symbolism should be attributed to Cynthia, At the very beginning Eumenides
introduces the popular, conventional version:

“Eumenides, There wis neuer any so pecuish to imaging the
Meone eyther capable of affection, or shape of a Mistris;
for as impassible it is to make lowe i1 o Ber humor
which oo man knoweth, as a coate to her forme, which
continueth not in one bignesse whilst measuring, [..]
That melancholy blaud must be purged,, "2
Lid, 19-24
“Eumenides. [..] Without doubt Endimion is bewitched,
otherwise in a man of such rare vertues there conld not
harbour a mind of such extreme madness™.
I, 1, T6-78

emphasizing the negative aspects of Moon's influence resulting in moral and
mental disintegration. It is Endimion's monologue which presents the contrary
interpretation, valid for this play:
“Endimion. O fayre Cynthia, why do others terme
thee unconstant whom | haue founde vamoucavable? Inirious
tyme, corrupt manness, unkind men, who finding 4 constancy
not ta be matched in my sweee Mistris, hove christened her

* Al the quotations from Endienion and The Woran in the Moone arc acearding to Bond's edition.



with the name of wauering, waxing and waming. Is shee incanstant
that keepeth a setled course, [..]"
1, i, 30=35

Similarily, here the “ebbing and flowing" of the sea is not considered as a symptom of
destructive changeability but a constant, eternal quality. Further on, in the fnrm_ of &
quasi-analogical amplification, a new idea of Neoplatonic origin is introduced (1,1,41-
45). It is the spiritual growth towards perfection which, though a movement (change),
cannot be thought of as a weakness resulting from “inconstancy ™. Though Endimion
appears among these of Lyly's works which have a smaller number of direct refgnl:nccs
to Euphues and euphuism, the first scene, very skillfully, combines the duplicity of
moon symbolism with the cuphuistic manner of relating two heterogeneous objects or
qualities.

And so Cynthia is defined as constant, perfeet and divine “whom tyme cannot
touch® (I, i, 57). A further elucidation of her meaning is prompted by the self-
—characterization of Tellus in the second scene. Tellus-Earth’ presents herself as a
goddess of fertility and crops whose beauty relies entirely on the physical, nourishing
qualities: her “body is decked with faire flowers, and vaines are Vines, yeelding sweet
liquor to the dullest spirit, whose cares are Corne, to bring strength, and whose heares
are grasse, lo bring abundance” (1, ii, 21-23). Consequently, both the form and the
content of the respective characterizing passages (I, 1, 30-65) versus (I, ii, 19-26) differs
considerably. The former, resembling a pastoral complaint, emphasizes the
uniqueness of the relation thus tending towards a deification of Cynthia and l?cr
removal above and beyond the world of intrigue. Contrarily, Tellus' self-praise
verging on a low comedy sense of humour places her at the lowest end of the vertical
axis, And indeed, later on, it is confirmed by her being related with Corsites, an
evidently low character. Simultaneously, in the course of this description Tellus
becomes a part of, or even the actual semi-pastoral setting with “vaines”, i. e. rivers
being “Vines" etc. The above boastful statement is contradicted by Floscula's answer
which relates to the less frequent form of moon symbolism, Apparently, Cynthia
emerges as the “misty planet” and it is she who secures fertility and the abundance of
crops: “Your grapes would be but dry husks, your Corne but chaffe, [...] were it not
Cynthia that preserveth the one in the bud, and norishes the other [...]" (1, 1, 28-30).
This life-securing or life-giving aspect (not only in purely physical terms) becomes
more and more significant in the following part of the play suggesting a certain
interpretation both of the further crucial events and of some details.

Endimion's sleep is one of the elements which can be elucidated due to the above
established polarity. In Lyly's play, a witch called Dipsas inflicts sleep upon
Endimion. As in many fairy-tales the sleep seems to be eternal. Later on, in the course

' Tellus-Earth {or Tellus-Mother) and her relation to Ceres is roughly explained in Mitologla
by J. Parandowski, Warszawn: Czytelnik 1959, pp, 335-337. The group of fenilicy goddesses is also
characterized by Elizabeth Frenzel (n Stoffe der Weltliteratir, Stuttgard : Alfred Krtiner Verlag, 1976,
pp. 588-593. The latter publication includes the medieval reception of the meaning of the goddesses
which supports the puzzling duplicity assumed in the present thesis.
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of the play, itturns out that the real agent (according to what can be predicted in terms
of the above polarity) is Tellus-Earth who provides "simples to maintain [..]
sorceries” (IL, i, 39) and thus gencrally encourages witcheraft, Overtly, the
punishment should erase Endimion’s affection: “This T can, — breede slacknes in
loue”, and thus overcome his changeability. It proves that, for Tellus, the only way of
avoiding change, or of stopping time leads toward death, symbolically represented as
sleep. The Earth appears to have lost its regenerating and life-giving qualities. Asa
consequence Tellus is banished from Cynthia's Court to lead a solitary, futile life in
the castle located in a Desert (IIL, 1, 40), which, if not for the underlying symbolism
would appear as another absurd element of the heterogeneous setting, Within the
same dialogue, Tellus® endeavours to subject time are contrasted with merely an
allusion (anticipation, I, iv, 45-47) to Cynthia's qualities. However, it suggests a
different possibility of entering the sphere of timelessness (in a positive sense) by
following the idea of Truth. It is not exceptional in Endimion that the Moon’s
constancy is associated with Plato’s sphere of perfect ideas supplementing and
strengthening the otherwise unusual image,

Another moment pertinent both to this particular sequence of images and to the
main plot assuch, is the fountain which Eumenides encounters during his journey (111,
iv). Eumenides chooses “the friendshippe of man to man, infinite and immortal® and
due 1o his sacrifice the fountain reveals how Endimion can be saved, The fountain
itself does not possess the regenerative powers with which it is readily associated.
Rather, its prophetic abilities are reminiscent of Pythias while the conventional
fountain symbolism is ascribed to Cynthia who finally awakes Endimion to life and
even reverses lime by restoring his former beauty, However, indirectly, the water may
be thought to have retained some of the expected meaning of which the prior
statements referring to the value of Truth, may be indicative. Eumenides’ quest, as
well as Endimion’s experience, can be conceived to participate in a process of
purification in which Truth is the utmost end,

Apart from the main series of images and events which follow the positive line of
moon symbolism, its traces can be found in some minor, episodic scenes. For example,
in the character of Bagoa (11, iii, 50-57) there converge the two aspects of Luna's
ambivalence as ascribed to the respective sides of the essential dramatic conflict.
Frightened by the actions of Dipsas and Tellus: “1 dare not repine, lcast she make me
pine, and rocke me into such a deepe sleepe, that 1 shall not awake to my marriage™ (11,
iii, 50-52), Bagoa characterizes the evil forces in terms of sterility, Further on the
threat reappears in a rather puzzling form: “I will turne thy haires to Adders, and all
thy teeth in thy heade to tongues” which, as il occurs, is a combination of two different
images, namely of the personification of Malediction (Ripa 1971:166) and the already
mentioned Medusa, This juxtaposition corresponds to Bagoa’s anticipatory thoughts
(L1, iii, 46-50) as well as to Dipsas® fear of being discovered.

To support the peculiar aspects of moon symbolism and to enable the
identification of Cynthia with Queen Elizabeth | there appears a whole range of
Neoplatonic statements referring, though not exclusively, to the relation of Endimion
to Cynthia as opposed to the imagery grouped around Tellus, especially concerning
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her futile sensuality, Contrary to Tellus, from the very beginning, Cynthia is placed
beyond Endimion’s reach (1, i, 4-6) becoming an ideal ora fancy (1,1, 23), and thus, his
thoughts and affections always induce a sense of upward movement — toward
perfection (1, i, 40-43; 1, i1, 14). Even the romantic echo (11, i, 6-8) recalls an idealized
relationship between the knight and his lady, rendered in a contemplative mood, as a
spiritual experience, An analogical evalvatlon appears in Geron's words (the
conventional Old Man) (111, iv, 122-128) where love is “an eve-worme®, "Beautie”,
“bodie” and “colour”™ while friendship, a relationship offered by Cynthia, appears as
“Vertue”, “shadow” and “life", In brief, what helps to restore Endimion’s life and
youth is the transcending idea of Truth: firstly, it permeats Eumenides’ true love
(Faithfulness) for Semele (a Moon-goddess as well) and Endimion, secondly,
Endimion’s “true hart", which is not to be taken for sterile chastity (V, iii, 181-182).
The fusion of moon symbolism and Neoplatonic elements forms a substantially
coherent set of references allowing both for the development of the plot and for
embracing the complex symbolism used of Queen Elizabeth, notably her deification,

Dallying with symbols, emblems and ideas Lyly seems to rely on still another
duplicity, the deepest and farthest-reaching cleavage separating philosophical and
religious systems, 1. €. on the ideas of this-worldliness and otherworldliness (Lovejoy
1982:24-39). The latter idea, essentially compatible with the positive aspect of moon
symbolism, incontrovertibly dominates over Endimion both as drama and dramatis
persona. To an otherworldly mind this world, devoid of substance, appears as a
perpetual flux of states and an evershifting phantasmagoria, It is the human will that is
capable of finding some final, self-contained and self-explanatory object of
contemplation in a “higher” realm of being, above Nature and its processes. Thus, o
contemplate it means, after all, to enjoy a “moral holiday": "From this sweet
contemplation if | be not driven, [ shall live of all men the most content, taking more
pleasure in my aged thought, than ever I did in my youthful actions”. (V. iii, 175-178).
This “higher® realm is undoubtedly Cynthia hersell: “cternal, immutable®, a polar
opposite of “this" world, an indescribable beauty that draws all the souls to itself
(Lovejoy 1982 40413,

Approximately ten years after Endimion’s performance on Candlemas day 1586
Lyly presented the audience with its “sequel®, i, e, The Woman in the Meone, Despite
the obvious similarity of their titles the two plays have been only sporadically
associated, owing it probably both 10 the time distance and different critical
approaches they generated, The former has most frequently been conceived of as a
courtly allegory while the latter preserved, in this respeet, a relatively independent
status ignoring the fact that Queen Elizabeth I had been also referred to as Pundora
(Bond 1967: vol, 111, 554-555). This approach might have been encouraged by the
more obviously fantastic premises of the play (Prologue 12) including the possible
reciprocal influence of Shakespeare, especially of the Midsummer Night's Dream with
its emphasis on dream, or the Author's creative imagination rather than mimesis,

Nevertheless, following the assumption of the present paper, an attempt will be
made at bringing the two plays together by eliciting and analyzing their moon
symbolism. And thus already the prologue initiates the series of moon images by

—_— S
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stating the relation between Pandora, or “a Woman®, and Cynthia: “And fayre
Pandora sits in Cynthia’s orbe” (Prologue: 11), It does not seem to be a mere invertive
stutement referring to the denouement by short-circuit but rather an idea pertinent to
the play as a whole. A confirmation of this hypothesis appeurs at the beginning of the
first act. Nature descends from “farre above the spheres” assuming the guise of God-
Creator: "Thou Soueraigne Queen and Author of the world" (I, i, 31) surveying her
*shop”, the firmament. Still, from all the heavenly bodies only the Moon and the Earth
are mentioned. The image of the former evidently dominates but, contrarily to its
counterpart in Endimion, the focus is on the opposite aspect. Luna is “The liquid
substance of the welking waste, Where moystures treasurie is clouded up” (1, i, 7-8),
“the loynter of all swelling scas”™ (I, i, 9) etc. Emphasizing the aspect of fertility and
mutability the fragment containg no reference to constancy or rationality,

Analogically to the myth of creation Pandora-Eve is to enter the world of Utopia-
-Eden as the last and most perfect (comprising all the best qualities of the 7 planets)
creature: “of a purer moulde® (1,1, 94-101). Yet, the borrowings are not systematic and
already augur the impinging chaos, the sources of which can be traced back Lo the
original image of inconstancy and mutability. Considering the selection of altributes
alloted to the planets in the course of the play, the purpose of their introduction is not
amere demonstration of a series of tablaux. They provide a dramatic material capable
of generating a proper amount of tension and facts for constructing the relatively
dynamic plot. The subsequent influences are juxtaposed in a way which permits for
their subjection to the initially defined motivation imposed by the moon symbolism.

Consequently, the following discussion assumes that the moon influence, basically
present as inconstancy and mutability, pervades all the subscquent scenes emerging,
especially in the crucial moments, in the form of an evident moon symbol, Hence the
entrances of the particular planets mark only the twists and turns of the plot. They are
not independent episodes. The moonbeams penetrate also other spheres of the play,
mainly the pastoral setting and the myth of the Golden Age.

The first symptoms of the moon’s influence upon the protagonist are introduced
by Saturnus' entrance establishing a melancholy mood characterized, again, in terms
of inconstancy and unpredictable behaviour:

U1 shpdl instill suah meloncholy moods,

Ad by corrupting of her purest blowd,

Shall first with sullen sorrowes clowde her braine,

And then surmound her heart wilth [roward care:

She shnlbe sick with passions of the b,

Selfwiled, and toungtide, but full fraught with teared”,
I, i, 144149

Pandora’s introduction into the Arcadian reality (1,1, 177-230) is carefully staged, To
the humble shepherds she appears as u saintly figure to be worshipped and this
contemplative-nostalgic mood is certainly inherent in the pastoral idea. However, the
innocent image soon disappears due to Pandora's aggressiveness which, according to
the convention, is usually ascribed to fauns and satyrs roaming on the verges of
Arcadia and personifying the threatening wilderness (Toliver 1971:25).
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Erom melanchely and aggressiveness Pandora is plunged into a mixture of more
socially oriented moods ruled by Ambition and Disduin. The shepherdess becomes
“Fayre and dread Soueraigne! Lady of the world™ (11,1, 92). Asa result the world of
the court and the world of the country which form an essential contrast within the
pastoral convention (cf. Shakespearc's As You Like It, A Midsummer Night's Dream,
The Tempest or Sidney's Arcacdia) merge, or rather, the courtly hierarchies penetrate
the land where gods and mortals should live in the same dimension. Finally, the
“courtly ideas” culminate in a contest: “the triall of faith® (11, i, 145 {f.) — a peculiar
fusion of ancient ritual and romance, The object of the contest is a "savage Boare™
(again a symbol of wilderness and evil). Its blood stains all the shepherds who from
now on actively participate, by dissembling and intriguing, in the gradual destruction
of the pastoral world as if they were drawn into the sphere of lunar influences now
associated with bload (Boczkowska 1980:65). The "bloudy" metaphors continue
throughout Mars' reign as well (ef. 11,1, 176; I1, i, 184 ff.) and the series is completed by
a seemingly unrclated closing image: “Detested falsor! that to Stesias eyes Art more
infestious then the Basiliske® (IV, i, 73-74). The image of Basiliske parallels that of
Medusa in Endimion thus constituting a pair which belongs to the opposite parts of
the moon ambivalence. The destructive power of Gorgon’s eye appears as the eye of
the Basiliske to which Paracelsus refers (Boczkowska 1980:65) as the eye of the
firmament, i. e, the Moon.He also explains the origin of the beast as born from
woman's menstrual blood thus relating the moon symbolism to women. A positive
counterpart of this myth is present in the archetype of Medusa, namely in the form of
pegasus (Hume 1984 186-191) born fron the Gorgon's blood after she had been
beheaded by Perscus. Accordingly, the impinging chaos finds its justification in an
appropriate symbolism. Similarily as in Bosch's triptych the positive attributes of, ¢. g.
love are transformed into symbols of hostility or even death, Fere, the contest for the
lady’s glove evolves into a bloody ritual and confusion, where a speare is no longer a
dart but a weapon capable of wounding (11, i, 195-204).

The superseding Sol temporarily restores the proper pastoral mood but only o
retrieve the long forgotten point of reference and to provide further dramatic material
(cf. 111, i, 65-70 and 78-81).

And so the idyllic atmosphere is interrupted already in the first scene of the third
act by Pandora's prophetic mood, The equivocal statements look [orward to the
following scene (IT1, ii) in which both the shepherds, tainted by the sacrifice and
Pandora are involved in organizing intrigues, and inevitably drift towards confusion.
There is no trace of “pastoral contemplation” or “gentle sorrow”™ as reason surrenders
to passion,

All of Shakespeare's pastoral comedies contain the vital opposition of active
versus contemplative life as having their respective loci. In As You Like It the banished
ruler returns to his court, the lovers in A Midsunner Night's Dream go back to Athenes
after the wood and the Moon had performed their miracles, and even Prospero
reclaims his kingdom, This allows for the scheme of exile and return or of quest and
return, In this respect Lyly's drama differs substantinlly, manifesting a much less
optimistic vision, Instead of the two loci there is only the supposed locus amoenus.
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Hence, all the departures from this sphere cvoke negative associations generated by
any escape into void, nothingness or an attempt at reversing time and thus avoiding
responsibility. For example, Pandora's final escape is anticipated by Iphicles’
proposition (ILI, ii, 159-164) which allows to gague how substantially remote the
actual reality is from the lost ideal. '

The domination of Venus and Mercury, both resulting in intrigues and further
dissembling, culminates in Stesias’ curses: the first, “By all the sestreames that
interlaced these floodes, Which may be venom to her thirstie soule, Ile be revenged as
neuer shepherd was!™ (TV, i, 66-68) and the second one already mentioned in reference
te Medusa (IV, i, 73-74). The former curse reintroduces the aguatic symbolism also
associated with the Moon: the fountain of life and the four outflowing streams. These
images proliferate towards the end of the play although, as in the above example, not
in their positive sense. The mercurial fragment contains also blood images which may
have their origin in the above mentioned Basilisk symbolism (IV, i, 124-128),

Contrary to the carlicr comedies, The Woman in the Moone appears to be stricter as
regards time. This statement, however, relies chielly on Pandora’s allusion to the
approach of evening in act IV (1. 103: “ere the sunne go downe [...]") and several
following statements towards the end of act IV (11. 248, 252-254, 293, 299),
disregarding another fragment in act I1(i, 8-9): “By day I thinke of nothing but of rule,
By night my dreams are all of Empery — * which then has to be considered as a mere
inconsistency. On the other hand, it has to be noticed that all the allusions, except for
the inconsistent one, occur in the fourth act and most of them towards the end of it,
preceding the accession of Luna, i, ¢, the Moon-rise. Therefore their function may be
only to anticipate and to contribute to the building up of scenic and plot tension,
especially if moon symbolism is accepted as the underlying principle.

Luna's accession is preceded by still another peculiarity, namely Pandora's and
Gunophilus’, otherwise inexplicable, escape towards the ocean: “but tell me which
way shall we go? Pan. Vnto the sea side, and the shipping streight.” (IV, i, 269-270) and
"We are almost at the sea side | pray thee ryse, Pan. O 1 am faynt and weary, let me
sleepe” (V, i, 10-11}. On the level of plot Pandora's flight becomes just another element
of her foolish or unpredictable behaviour, as it is reflected in Gounophilus® opinions.
[n terms of moon-symbolism it is only a part of her continuous fight, fall and escape
from responsibility, As the prelapsarian state cannot be restored in Arcadia, her flight
is directed towards another safe locus, to the waters: “Ile wade into the water, water is
fayre, And stroke the fishes vnder neath the gilles” (V, 1, 29-30). Thus the moist of the
Moon and the waters of the ocean unite into a "prenatal” locus amoenus which,
paradoxically enough, Arcadia itself does not offer,

As itis argued by Kathryn Hume in Fanrasy and Mimesis (1984 ; 55-67) the impulse
toward pastoral simplicity takes two main forms and emphasizes iwo concerns, The
concerns are sensory experience and escape from reality. The two forms display
Arcadia either from outside or from inside. Lyly's play scems to have avoided this
classification, Though, essentially, in the type of an inside-pastoral, rooted in the myth
of paradise and the Golden Age it offers no passive pleasures of bucolic perfection or
of intellectual retreat. On the other hand, the outside-pastoral usually takes the
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romance form and the pastoral landscape becomes a world in which the hero tests
himself and his ideas, after which he usually returns to his own active world, Our play
contains only some elements of the romance form and the convention as a whole
seems o have been cast inte the frame of a primitive ritual subordinated to the
penetrating moeon symbolism, Though i is possible 1o consider Pandora as, to a
certain extent, alien o the pastoral reality — her creation being inherent both in the
Greek myth of Pandora and in the Christian version of Eden with its first people — she
does not come 1o Arcadia to undergo a Lest; still she iy tested and as a result banished,
It seems as il the pastoral convention were not able to cope with this version of moen
symbaolism. Henee, the expulsion of Pandora, compared to a black Goat {V, 1, 200,
equals not only the purification of the pastoral world presented as such but it also
disengages the two incompatible aspects of the play. Another paradoxical aspect of
Lyly’s attitude to the convention is related to the idea of the pastoral as a retreat from
society, or as an escape back into a childlike state. The element of escape has already
been mentioned in reference to the “watery” images. It reappears in Pandora's
madness: “Give me a running streame in both my hands # A blue king fisher and a
pible stone, And lle cateh butter flies upon the sanfd“ (V, 1, 100-103), which evokes the
fairy-like language and imagination of childhood, Here, it marks Pandora’s
withdrawal from the Arcadian rcality towards Great Mother Moon. Quite
unexpectedly, in the above example the moon symbolism and the pastoral convention
merge. Summing up, in The Woman in the Moone the pastoral, employed in a striking,
non-conventional manner, is cast into the scheme of the binary Moon ambivalence
which aceounts for most of the |, deformations® and apparent inconsistencies,
Finally, while the preceding discussion placed Endimion within the sequence of
ideds related to the concept ol otherwordliness, the present play, reflecting
consequently opposite ideas, is closer to the concept of this-worldliness (Lovejoy
1982:24 ff). And so the future life of Pandora is concelved of in terms of a
prolongation of the present made of being, in the world of change (V, i, 320-326).
Hence, Pandora chooses the lunary existence differing only in the omission of the
painful features of the terrestial existence, but otherwise reflecting her life in Arcadia,

L] L B |

In conclusion it has to be asserted that both Endimion and The Woman in the Moone
are subjected to what [ am inelined to call the rhetoric of ambivalence, 1, ¢, a thetoric of
duplicity*, here, inherent in moon symbolism, Both of the comedies, being at the heart
of a Lyly play, demonstrate all the philosophical, ethical and artistic consequences
resulting from the acceptance of one of the two possible chains of moon references.
For Endimion it is mainly the image of rationalit y and will while for The Wommarn in the
Moone of the irrations] and illusary, Henee, the former emphasizes in its Prologue a
certain “method" of the “fiction” it presents while for the latter “dream® becomes a
method,

" The duplicity of moesn symbolism s not exeeptional phenomenon as it has its counterpar
In the general polarily of cultural patterns, cf. Gilbert: Durcand, Wyobradila spmbolicena, War-
e PWIN, 1986; of, especinlly pp. 115-122 and 135-137,
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The loci in Endimion cannot be characterized in terms of pastoral concepts as the
play avoids creating a paradise on the earth. Here, the relations between microcosm
and macrocosm are precisely stated, as well as the distance between man and deity,
which allows for the introduction of High Renaissance, still humanistic, concepts
including the belief in man's spiritual prowth (in Endimion paralelled by social grace),
Despite the unattainability of perfection, symbolised by Endimion’s virginity, the
combination of pantheism and the tendency toward deification (Empson 197477,
with Cynthia as Logos, accounts for the essentially optimistic vision, still within (he
ranges of Tudor aesthetics (Cousins [979:91 11,).

The Woman in the Moane consistently employs the opposite pattern, logically
determined by the other aspect of moon symbolism, And therefore the pastoral
setting, though finally annihilated, provides the only suitable context, a mental — or
rather — intellectual landscape. Pandora, as it was already suggested, appears as
perfection itsell’ guised in a human shape. Analogically, Arcadia by assumption, is a
place where gods and mortals live within the same dimension (the pastoral coneept of
space does not allow for an Olympus). Thus, both in the protagonist and in the werld
presented the distance between man and deity disappears introducing the irrational
and the subconscios. It also excludes the possibility of experiencing the consequences
of one's actions which, in ethical terms, equal death®,

In the latter play, contrarily to Endimion, the ironic vision prevails affecting the
particular conventions and, as a result, the foundations of Tudor aesthetics, This is
reflected in the dissalution of romance, in the destruction of the paradisiac pastoral
concept as well as in the crumbling down of the hierarchical order — the organizing
foree personified by Cynthia, which is here reduced to a mere protagonist — Pandora:
"Now rule, Pandora, in fayre Cynthias steede, And make the moone inconstant like
thy selfe;” (V, i, 320-321),

The above presented approach to Endimion and The Woman in the Moone, ns
opposed to the discussion in terms of political allusions, seems to reveal more of the
potentialities inherent in the two comedies, At least, it attempts ar suggesting some
hypotheses concerning the explanation of both the general symbolic frame of the lays
and of the several details otherwise classified as redundant or absurd,
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W.E. HENLEY'S IN HOSPITAL: A CASE OF DETACHMENT

Henley's poetry, together with that of Kipling and Davidson, belongs to the
trend that established itself as counter-decadence of the late 19 th century — the
time best remembered for the aesthetic and decadent poetry of Dowson, Symons
and others. As is frequently the case, however, the prevalent trend had its counter
trend, which, though less distinctly heard at the time, was nevertheless deeply
there, leading finally to a point about which David Perkins has observed, "English
poetey from 1900 to the First World War was dominated by a massive, many-sided
repudiation of the avant-garde of the generation before.” (1979:61),

Henley was not a prolific poet, and today he is chiefly remembered for two
collections of poems: London Voluntarics, written in free verse, impressionistic in
character, and In Hospital, a sequence of poems written after his stay in an
Edinburgh hospital,

Among the poems written in the “Nineties" of the 19 th century, In Hospital also
represents a remarkable and shocking departure from the hallowed canons of the
Victorian poetry, but for different reasons than the poetry of the Aesthetic
Movement: it is a collection of portraits and sketches, as the author called it,
depicting the sordid reality and people of a hospital, The choice of the subject
matter is revolutionary enough, almost as revolutionary as the emergence of
the city in some of the poetry writien before, or at about the same time,
including Henley's own London Veluntartes, and together with the latter represents
an attempt to break away with the more comon notions of a poetic subject typical
of Victorian poetry in general, and derived mainly from Arnold's theories. At the
sume time, it is an attempt to bring reality back into the mainstream of Victorian
poetty,

The poem is rooted in a purely personal experience, but, as often happens with
the Victorian verse, it endeavours to encompass a more universal dimension at the
same time. Thus, although it depicts Henley's own stay in hospital, it becomes
simultaneously a porirayal of an experience in hospital, just as fn Memoriam,
while being Tennyson's own personal in memoriam of A.H. Hallam, encompasses at
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the same time a more universal experience of loss, faith and doubt, and Thomson's
(B.V.) own city of dreadful night becomes The City of Dreadful Night,

But personal experience comes first, I'rom the early childhood. Henley was
crippled by tubercular arthritis which resulted in his losing one foot prior to his
deciding to place himself under Joseph Lister in Edinbuigh, The [latter
was a noted surgeon with revolutionary ideas about antiseptic treatment.
It is through his faith in this treatment that he was finally able, in spite
of numerous difficultics, to revolutionize the concept of “hospitalism®. He
found his theories of antisepic surgery nowhere more valid than in the
treatment of the large abscesses that originate in the tuberculous caries of the
joints. Henley's case was thus one to which he brought both a lively interest and
a tried experience. The treatment he offered, however, was inevitably a long
and painful process, at time testing human endurance to its limits.

Henley passed twenty months under Lister's care in the Edinburgh Infirmary.
It is towards the end of this long stay that he began to record his own reactions to the
hospital environment, both physical and psychological, involving himself and
other patients, as well as the staff.

Yet, the record of an experience so intensely personal and so intensely painful,
manages to transcend its limitations to include a vision of a hospital experience
in general. What is even more remarkable, however, is that this intensely subjective
experience is handled in such a way as to present an objective record, free from all
personal involvement, Henley's skilful treatment of his material results in the
creation of a mini drama of human existence presented in most realistic terms
and viewed with complete detachment.

In Hospital strikes the reader in exhibiting an entirely modern method of presen-
tation in that the whole experience is related without a trace of sentimentality
or self-pity, indeed without any emotion on the part of the l-speaker. It is an I who
speaks throughout and through whose mind the whole experience has been filtered,
vet, consciously, it has been deprived of any emotional involvement, Even the opening
lines betray some of this matter-of-factness that is so characteristic of the way
the experience is told:

The morning mists still haunt (he slony street;
The northern summer air is sheill and cold;

[ timp behind, my confidence all gone,
The gray-haired soldier-porter waves me on,
And on 1 ecawl, and still my spirits fail:
A tragic meanness seems 50 L0 environ
These corridors and stairs of stone and iren,
Cold, naked, clenn — hall-wockhouse and half-jail,
(L 1L 1=14)

While the story involves the l-speaker himself, it has been transformed into
a dramatic sequence (Buckley 1945:46) with the T-speaker playing the part of the
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protagoenist and of a spectator at the same time, both of them emaotionally detached
from what is being acted aut,

In Hespital becomes thus a stage on which unfolds itsell a single human drama
enclosed between these two extremes: Enter Patient, and what might be called
Exit Patient (Discharged). It has its Act One, its climax, which is the operation itself,
and its dénouement, long hours and days of recuperation, leading at long last to
leaving the hospital. This single human drama involves unheroic circumstances,
an unhercic protagonist, and unheroic participants, It is the I-speaker who comes
to the fare, but he is accompanied by a group of assorted strangers who take part in
acting out his life, as well as their own, The choice of the hospital is remarkable
enough: it is here that human existence is reduced to its most essential, almost
rudimentary aspect:

And lo, the Hospital, gray, quiet, old
Where Life and Death like friendly chafferers meet,
(I, 11, 34}

It is also here, in hospital, that human expectations and dreams are modified by a
reality of pain and suffering. Thus, while in hospital, the I-speaker becomes more
aware of the drama of existence. His vision of life, as a result, becomes distinetly
different from the Victorian note of optimism and progress, for it is here, under the
influence of the reality of pain that doubts besct his mind as to the value and meaning
of life in general, With a characteristic dispassionateness he abserves:

One has & probe — it feels 10 me a crowbar,
A small boy sniffs and shudders after blugsione.
A poor old tramp explnins his poor old uleers,
Life is (1 think) u blunder and a shame,
(1L, 11, 9-13)

While confined to bed for innumerable hours, he beeomes aware of his fellow men,
other patients as bedridden as himself, and of their individual dramas, One might
venture to say that precisely because he views his own case with detachment that he
finds time to observe other cases, other lives, His eyes become open to the various
dramas of life that surround him, and he becomes more sensitive to, and more aware
of other people and their respective suffering. But there is more to it than that, for he is
able to go beyond their individual suffering and grasp larger causes of some
misfortunes. Thus, it is from his hospital bed that he sees the more sordid outcome of
the Victorian industrinlization, The image again has very little in common with the
offlicial, complacent and confident attitude so [requently expressed throughout the
19th century, but 1s perhaps more real;

Lavk of work and lack of vietual,
A debauch of smuggled whisky,
And his ehildren in the workhouse
Mude the world so black a riddle
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That he plunged for a soluton,
And, although his knife was edgeless
He was sinking fase toward one
When they came, and found, and saved him.
(RXIV, 11, 3-13

And again,

He had fallen from an engine,
And had been dragged along the metals.
It was hopeless, and they knew it
50 they coversd him, and left him,
(XTI, 11, 5-8)

Hence a gallery of portraits. While it has frequently been noticed how minute in
detail, pictorial detail, they are, being reminiscent of Rembrandt’s art or other old
masters with their love for minutiae, it must also be noted that these portraits are
drawa with a view to making them personal in their individual suffering, when, at the
same time, they could objectily human existence and suffering. The extreme case s his
own which is referred to as:

Case Number One
Sits {rather pale) with his bedclothes
Stripped up, and showing his foot
[Alas for God's image!)
Swaddled in wet white lint
Brilliamly hideous with red,

(XI, 11, 42-47)

Just as he calls himself Case No. 1, so does he call others Visitor, Casualty ete,
The same impersonality and objectivity is retained in portraving the staff members,
who are spoken of as Staff-Nurse: Old Style, Staff-Nurse: New Style, the Chief,
Serubber ete, There is no particular order or hierarchy in which they are all presented,
Itis mostly haphazard, suggestive thus of ordinary situation, the background against
which, and with which, this single human drama is enacted,

Thus although plenty of space is being devoted to individualizing detail in their
descriptions, il is rather as types that they emerge, not individuals:

Saff-Nurse: New Stvle

Kindly and calm, patrician to the bast
Superbly falls her pown of sober gray,

And on her chignon’s elegant arcay

The plainest cap is somehow tovched with
caste,

She talks Beethoven: frowns disapprobation
Al Balbrac's name, sighs it at "poor Georpe
Sand's";

Krnows that she has exceeding pretty hands;
Speaks Latin with the right accentuation,
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And gives at need (as one who understands)
Draught, eounsel, disgnosis, exhortation,
(3, L1 5-14)

_An attempd at individuality thus seems to be consciously dropped in favour of
typicality and impersonality. For it is as the impersonation of the { ype characteristic of
the new times that the nurse emerges.

The climactic experience, which is the operation, is likewise dealt with in terms
consciously impersonal and detached, the pronoun “you" employed by the poet being
the epitome of this detachment, emphasizing thus the objectivity of the experience at
the same time. Surprisingly enough, the experience is related with a certain amount of
both the sense of humour and mild irony,

You are carried in a basket,
Like a carcase from the shambles,
To the theatre, a cockpit
Where they stretch you on a table.

Then they bid vou close your evelids,

And they mask you with a napkin,

And the anaesthetic reaches

Hot and subtle through your being,

(v, 11, 1-8)
Here comes the basket? Thank vou, I am ready.
But gentlemen my parters, life is brittle:
You carry Caesar and his fortunes — steady)
(v, L1, 12-15)

Viewed from a hospital bed, life acquires a completely new dimension; it strikes
the poet as a ,nightmare® which has only sordid colours, It is in hospital that his
confidence — Victorian — begins to crumble, and the world, too, becomes sick. It is
this that led Vivian de Sola Pinto to regard In Hospital as one of the starting points of
the English poetry of the modern erisis, “It is highly significant that the subject of these
poems is a hospital, the symbol both of the sickness of the modern world and its
preocoupalion with science.” (1972:26).

But the modernity of In Hospital lies not only in its taking up a highly unpoetic
subject matter, Even more so it lies in the method with which the experience is teld: no
soliciting of the reader’s sympathy, no emotional involvement on the part of the I-
speaker but a dispassionate record of a case.
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FUNDAMENTALS OF LIFE AS ARCHETYPES IN
HOMER'S ODF¥SSEY AND JOYCE'S ULYSSES

Notwithstanding the fact that mythological way of reasoning unites the individual
with Nature, it is possible — the logic of primitive Man being not strict — to pointtoa
set of myths which are primarily related to sheer human existence, i.e. to tribal and
family affairs, consequently leaving omnipresent Nature in the backeround. Thus,
these tribal and family relations compose a framework of mythological structures !,
They focus on the fundamentals of life which comprise the meost crucial events
between birth and death of the protagonists. Lives are filled with some iterative
problems that are reflected in different myths and the subsequent narrative unities
forming a group of archetvpes which render the fundamental facts of human existence
(the scheme).

The above rough diagrams (or rather two aspects of the same structure, split into
separate circles for reasons of clarity) are relatively arbitrary and obviously enough,
there exist different lormulations of the categories®. Additionally, the diagrams
require several important reservations. Firstly, the period between birth and death
could be filled with more archetypal facts. Secondly, the labels of the phenomena are
inclusive. For instance, the term  rivalry for love" could have an independent
subscategory of fraternal rivalry®, as justified by the myths of Cain and Abel or
Osirith and Seth, It should also be noted that the set of fundamentals-of-life
archetypes corresponds very closely to both thematic and personal categorics®. The
circle on the right refers to those facets ofhuman existence that can be traced back toa

' This dependence was noticsd by Lévi - Swavss, CF B Micletingki, Peeiplba min, Warszawa 1981
p. 249,

* The choiee and the ordering of such cutegories depend on the overall philosophical approach op
particolar scholars. The most influential are perhaps the works of Eliede, Girard, Lévi-Strauss et

* For instance Cain’s case is not only a specimen of rivalry archetype, but also of personality patteing
of filial myths and thematic pattern of hunt. ©f. 2. Biatas, drcheiypes in Homer's » Odysieys and Joyeey
wlllpgsesa, dn Attempe at Analysiz (unpublished thesis), chapters | and 101, The University of Silesiy
Fatowice [984,
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more or less definable moment in life, while the circle on the left reflects relations and
continuous processes which form the space between particular categories from the
right hand-side circle. Thus, the notions in the left hand-side part are not temporally
dependent separate categories but  markings” which manifest themszlves when the
categories proper are being shaped and revealed, especially in the medial part of the
outling,

The present paper is devoted to a brief presentation of this set of archetypes with
reference 1o the protagonists of The Odyssey and Ulysses. The aim of the analysis is to
reveal the fundamentals-of-life patterns incarnated in the figures of Telemachus,
Stephen Dedalus, Ulysses, Leopold Bloom, Penclope and Molly Bloom, The reason
for such an attempt is not to acknowledge the obvious concurrence of both works but
to broaden the manner of critical perception of The Odyssey and Ulysses. However,
due to the limited scope of this paper, it is impossible to present even a bricf report on
what numerous scholars have already ascertained as to universal problems of Homer's
and Joyce's works and their close cerrespondences. Therefore two central issues will
be taken for granted here: that there is a very strict parallelism of characters in the
works in question and that Ulysses is a parodistic transposition of The Odyssey®,
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Telemachus is the youngest of the six protagonists (o be discussed and accordingly,
the range of his experiences is limited chiefly 1o growing up and love on the one hand
Iand rivalry on the other. Apparently, a generation conflict motif could also be justified
n .ﬁw personality of an adolescent hero, However, there is no satisfactory evidence of
this archetype; firstly because his father, whom Telemachus could oppose, is absent
and secondly, because his mother, as a woman, belongs to a decidedly inferior group,
almording to Greek mythological ideology. Therefore, there is no ground for conflict,
since there is no attempt at establishing supetiority as far as Penelope is concerned,
Tdemach us is a boy on the verge of initiation and The Odyssey presents the process of
his growing up into the world of adults,

* Also C. Hart and [). Hayman when editing the famoiis collection of critical essays on Lifysses stated
in the preface: “Certain assumptions were shared at least tacitly [...] the paraliel with The Odyssey is not only
present but ironic™. And the critics who share this conviction are very numerous, (0 mentien only the most
influential; B, Benstock, A, Glasheen, 1. Kenner, R. Kellogg and F.R, Boyle, 8.1, CLC. Hart,
D. Hayman{eds), James Joyce's »Uiysses=; Critfcal Exsays, Berkeley 1974, p. VLI,
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The ceremony of initiation was one the most important rites of ancient
communities®. A solemn set of actions separated a male youth who had achieved
sexual maturity from his mother and sisters or from any group of women and children.
The mystical ceremony transforms a boy into a hunter and a warrior. Initiation is the
ritualised termination of growing up® When the due time comes, the youth is
summoned by the group of elders to be prepared for a series of difficult tasks. It is
evident from The Odyssey that Telemachus undergoes his initiation in the epos. When
Pallas appears in Book I, she appeals to the miserable boy to starthis quest for Ulysses
and to slaughter the impudent suitors:

Then let revenge your daring mind employ,

By fraud or force the suilor-train destroy,

And, starting inte manhoad, scorn the boy.
(The Odyssey. Book 1, p. 10)

From that moment onwards, Telemachus, through a series of ordeals set by
the circumstances, becomes the archetype of a maturing hero, His passage to
manhood is depicted. He duly leaves his mother and nanny and sets out to the sea in
order to seck manly advice from Nestor and Menelaus. These two figures represent the
group of male elders or mythological shamans who are in possession of complete
knowledge. As it happens, Nestor and Menelaus correspond to Jung’s archety pal Old
Wise Men. The voyage separates Telemachus from the females, which is an
indispensable element of the rite. At the close of the epos Telemachus fights by his
father's side, ultimately becoming a grown-=up warrior,

The specific situation of the hero has an impact on the treatment of the pattern of
love, Telemachus achicves full maturity at the very end of the epos and therefore it is
only then that he can experience natural love for a woman, Up till this moment,
throughout The Odyssey, his love has been a deep feeling towards Ulysses, which does
not go beyond strong filial attachment;

And [ his heir in misery alone,
MNar for a dear, lost father only flow
The filial tears, but wo succeeds 10 wo:
To tempt the spouseless queen with smorous wiles
Resort the nahles from the neighbouring sles,
(The Odyssey, Book [, p. §)

Incidentally, it could be added that among the fundamentals of existence
connected with growing up and love a wedding archetype often appears. In the normal
course of events parents prepare their child for the ceremony, Strikingly, a
paradoxical reversal of the theme occurs in The Odyssey, although only as a remote
possibility. Telemachus, the son, considers a case in which he would arrange his
mother's future marriage, if only he were sure Ulysses had died:

' OF M. Flinde, Initiation, rites, soclérés secrites, Paris 1976, chapter YL ;

+ Accidentally, it sometimes happens that girls undergo initiation. In Kunda-Nsenga tribe in Zambia
girls undergo this vite (chisungu) till today, CF, A, Sliwa, Dojrzaloéé przy chibulku®, Konfynenty (1983) 6
and alio _Gikuyu women in Kenya®, f. 1. Ngugi, The River Between, London 1965.
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f---] | measure back the man,

Plant the fair enluma o'er Lhe mughty dead,

And vicld his consort to the nuptial bed,
(The Odyssey, Book I1, p. 21)

Moreover, Telemachus considers this possibility long before his initiation proper
and thus, during the period when he should still be submissive to Penelape. This trait
shows again somewhat chauvinistic approaches of many traditional mythologies,
where women were treated as inferior beings even by male youngsters, All in all, there
is no realisation of this variant of the wedding pattern, yet, even this remote possibility
seems worth mentioning,

Finally, the third archetype is noticeable in the life of Telemachus through the
rivalry motif. The hero is ill-disposed towards the suitors who are dungerous
claimants to the throne after Ulysses, Telemachus sincerely admits to Antinous that he
would like to be the ruler of [thaca himself. This admission established direct nivalry
for power between the usurpers and the heir apparent:

[Antinous] “May Jove delay thy reign, and cumber late
So bright & genius with the toils of state”

[Telemachus meplies:] “Those toils [...]
Have charms, with all their weight, Uallure the wise,
Fast by the throne obsesquicus fame resides”
{The Odyasey, Book I1, p. 12)

The childhood of a mythological hero terminates when, after the ceremony of
initiation he stands by the side of the elderos, prepared to fight and to hunt (natalemn
sacrum’). The last scenc of The Odyssey presents Telemachus as a worthy companion
of his father and consequently, as a fully grown-up male:

WBless'd, thrice bless'd, this happy day!” he (Luertes) cries,
~The day that shows me, ere 1 close my eyes,
A son and grandson of the Arcesian name
Strive for fair virtue, and contest for fame!®
{The Odyasey, Book XXIV, p. 343)

It is sufficient to compare this image of Telemachus with the initial one, that of an
idle, helpless boy, to conclude that the portion of the hero's life throughout The
Odyssey concentrates mainly on the “mystical birth* due to the initation rite. The two
remaining archetypes appear to be subordinated to this prevailing motif.

Unlike Telemachus, Stephen Dedalus does not seem to undergo his initiation in
Ulysses, His titual ordeals had been completed in A Portrait of the Artist as a Young
Man. This education terminated in Dedalus” total alienation. The precarious state of
affairs is conveved into Ufysses, the cpic of a single post-initation day in the life of a
modern mythological hero, As a result of this situation Stephen reveals mainly the
ubiquitous rivalry pattern and the motif of generation conflict. Both archelypes are
inseparably connected with his being a disinhenited rebel,

" M, Eliade, . Tematy inicjacyjne w wielkich religinch®, tr. by J, Reczck, Znak (1984) [1-12. p. 1548,
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The tribal life of the hero is subordinated to several instances of rivalry. Tt is
significant that while the protagonists of The Cifyasey usually extricate themselves
from difficultics, Stephen is unable to overcome his enemies. Initially, he intends to
oppose Mulligan who tries to capture Martello Tower. However, Stephen’s resistance
does not endure the trial and he almost immediately surrenders the key to Buck. 1t
seems that Dedalus — the artist — cannot light for material goods. He is moch more
concerned with his position as a poet and an erudite (this is by the way an indication of
post-initiation gnosis and pelingenesia). He ventures Lo give a controversial lecture on

‘Shakespeare in front of his adversaries. Nevertheless, his esteem suffers because, much

as they admire the lecture, they still take Stephen as an eccentric not to be taken
seriously. The final instance of Dedalus’ attempt at a challenge is no more successful.
He opposes two drunk soldiers and cannot stand their mockeries directed at his
intelligence. Therefore, Stephen will not withdraw:

Bloom: (To Stephen) Come home. You'll pet mto trouble.
Stephen; (Swaying) 1 don’t avoid i, He provokes my intelhigence,
i (Elfysses, p, §23)

Of course, this bravery is futile. Dedalus is badly beaten up. Stephen’s family is
also a failure, It is overshadowed by a tremendous generation conflict. This recurrent
traditional archetype derives from the primaeval myths of disobedient or mischevious
children who are convinced they know better than their parents. The Prodigal Sonin
the Bible and the children in Chinese Lei Kung myth belong 1o this group® The
primordial origin of this myth is transparent because the pattern directly reflects the
general opposition of up/low. It is known that the relations revealing the elementary
oppositions connected with human external orientation are primary constituents of
“symbolical classifications of myths"?, The opposition up/low, for instance, is
realised in a juxtaposition of sky/earth or upper/lower in a family and social
hierarchy. It frequently accurs that “the upper” becomes sacred or deified. This binary
logic leads to a juxtaposition of parents and children and hence to the archetype of the
generation conflict, which becomes an archetype of human existence,

There is not a shadow of doubt that Stephen incarnates this basic pattern. It is
illustrated by his violent rebellion against his parents, He detests his father and turns
his back on the dying mother, The father is unaware of Stephen’s doings and vice
versa, Stephen does not care about Simon Dedalus, Any relationship between them is:
sham and artificial. They even do not recognize each other in the street:

== There’s a friend of yours gone by, Dedabas, he said,
— Whao is that!
— Your son and heir.
— Where i he? Mr Dedalus said, stretching over neross ...
Mr Dredabies fell back saying:
== Waus that Mulligan ead with him? His fidus Achates?
— No, Mr Bloom said He was alone.
(Liiypszes, p. 59}

¥ For Lei Kung myth sce M.J. Kiinstler, Mitolagla chifiske, Warszawa 1981, pp. 86-52.
* Cf. E. Mieletinski, op. cil., p. 287,
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Stephen’s rebellion against his father is evident to the acquaintances of Simon
Dedalus. Bloom — the archervpal Wise Man — is aware of it more than others:
5o grieved he also in no less measure for young Stephen for that he lved riotously with those wastrels

and murdered his goods with whores.
(Uilpsses, p. IRE)

It should be stressed here that Stephen's failures within the realms of rivalry and
family life can be rightly interpreted as a parodistic, meaningful distortion of the
pattern from The Odyssey, where Telemachus was ultimately successful as a son and as
a rival, Hectic activities of both protagonists (vielding to the [abel of Frye's "quest™)
result in a totally different outcome,

There are also apparently passive characters in both works. For instance,
Penclope's life does not abound in eventful experiences. Her existence is principally
limited to a prolonging, ardent anticipation of her husband's homecoming,
Accordingly, the only traces of archetypes depicting fundamentals of life are to be
found in the instances of love and rivalry, There are hardly any landmarks in
Penelope's life until the final return of victorious Ulysses. During his absence her
family life is almost suspended. Tribal affairs, on the other hand, seem to be a set of
miseruble events from which the heroine wants to exclude herself entirely, A loving
wife, she is constantly molested by the suitors,

A protagonist can be the aim of rivalry, being at the same time a participant in
another act of rivalry '% Such is the case of Penelope. The suitors contest her, whereas
she is a contestant for Ulysses® love, althought she is completely unaware of the latter
gituation, It is in her husband’s mind that she undergoes a comparison to Circe,
Calypso and Nausicaae. [t should be noted that Penclope is engaged in these two acts
unwillingly. She is passive, yet, rivalry is inevitably imposed upon her life'!. The
accumulation of the contestants and the fact that patterns of rivalry are recurrent in
The Odyssey prove the suitability of this archetype in the group of existential motifs in
mythologies.

Another passive protagonist is Joyee's Molly Bloom, the parody of Penelope,
Though in Molly's case the essential putterns of living remain somehow al a remote
background, since she is detached from every day human affairs, it could be proved
that the problems of love, rivalry and getting old impress the protagonist’s existence.
Molly Bloom embodies flesh; she stands for the Anima or a primaeval goddess of
fertility. Therefore, it follows rather naturally that she should be interpreted in
hyperbolic terms. This approach has been advocated by M. French who claims;

" Ublquity of competition in tribal socleties was also noticed by Malinowski, The anthropologiit
ftressed the importonce of rivaliy in groat voyages of Kula (New Guines), CCLB, Malinowskl, Argenaue
ZLachodniege Pacyfiku: Relacle o poczynaniach | praygadach krajowedw 2 Nowef Gwined, tr, by B, Olszewska-
Dyonizink and 8. Szynkicwicz, Warszawa 1981, p. 284,

" A similar archetypal variant appears for instance in Lope de Vega's Fuenteovajuna, where pussive

Luurentin, the object of rivalry, in the course of time contests Frondaso. Rivalry becomes o mnjor motil of
the play,
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The character of Molly scems to invite, even demand, hyperbole, as only archetypes do. The way a
vender interprets this archetype depends an how ha interprets the novel as a whole®,

Tribal and family affairs constitute an indispensable basis for the group of
archetypal parterns analysed in this paper. In Molly’s case the family and tribal
concerns are ridiculed, She rarely talks to people and so she cannot boast friendly
neighbours or acquaintances, She talks only to her husband, her daughter, Mrs,
Fleming and Blazes Boylan, Such a volitional separation from Dublin community
brings about more than Penelopian alienation. According to M. French it is due 1o
Molly's self-love:

She |5 fsolated as well within her own sexuality becanse sexuality is the only thing she is aware of [...]
She thinks only about being, fecling like the person she is, and sceing what she is reflected in the world
around her ',

Mrs, Bloom admires hersell, she loves everybody and therefore loves nobody in
particular. Were we to analyse the true fundamentals of her existence, it could appear
that sex is the basis of her life. Her sensitivity is limited to sex and she contemplates it
continually ', She is gratified and satsfied because she is sensually altractive, M.
French concludes:
her decpest commitment, of course, is 1o sexuality itsell, 10 hearing the voice of her own body and
merging it with the voices of nature'®,

Molly Bloom, as 4 symbolical and clearly parodistic character, demands a very
careful approach, since she has become a very controversial figure indeed, Yet, in the
heated discussions on this protagonist (one of the most painful issues is the guestion of
the notarions list of her lovers — real or hypothetical?) the validity of the hyperbolical
approach seems Lo be unquestionable,

From what has been stated in this paper till now it seems that rivalry is the key 1o
all protagonists, This remains in accordance with the anthropological philosephy of
Rene Girard, especially in the aspect of ,usurpation mimesis” leading to mimetic
conflicts and dynamic mimetic rivalry. The whole mechanism leads spontancous
victimisation of the scapegoat (Le Bowe Emissaire) and this supposedly is a traumatic,
collective experience bringing about peace to the community ',

Relevance of the statement suggesting omnipresence of the rivalry pattern is
additionally confirmed by analogy with the figure of Ulysses, He frequently takes part
in the games and participates in different disciplines, Alveady in The fliad he wins the
races and the wrestling (Book XXIII). Similarily in The Odyssey a large part of Bo-nk
VI is devoted to the entertainments given to Ulysses, during which the hero is
challenged by boisterous Luryalus who seeks for direet rivalry, mocking Ulysses
provokingly:

12 M. French, The Book as World: James Joyee's »Ulysiesa, Cambridge, Mass., London 1976, p. 244,

W ik, pe 250,

I+ This unusual stress on sexualiy/fertility suggests that Molly could be a figure rooted in a different set
of myths than the remalning protagonists who [t the category of fandamentals of life more directly.

" M. Franch, op, oit., p. 260,

0 CRR, Gliard, Lo Sowe Emieatee, Bditions Grasset er Fasquelle, Paris 1982, see ulso Polish
translation: R, Girrard, Kaziod a/Tamy, tr. by M. Gosgezyiiskn, Lod2 1987, Though Clirard's views are on
the whole controversial, they are valid in some aspects and here their usclulness seems obvious,
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“Vouchsates the reverend stranger w disploy

His manly worth, and ehare the glarious day?

Father, arise! [...]

To fume wrise! for what more fame can vield

Than the swift race, or conflict in the feld?™

{The Odysser, Book VI, p, 108}
It is perfectly clear that rivalry is inescapable, although Ulysses, like Penclope,
shuns i1, if possible:

“Al! why th' ll-suiting pastime must ey}

To gloomy cace my thoughts alone and free:

Ul the gay sporis with tronhled hearts agree”
{(The Odyasey, Book VI, p. 108)

Since Ulysses does not have any intention to compete, Furvalus takes him for a
wandering merchant or a mean vagabond in pursuit of riches, too cowardly to take
part in athletic exploits. To such a provocation Ulysses has to respond. He casts a
fragment of rock achieving a prodigious result, The situation of rivalry being thus
established, it is the hera’s turn 1o challenge the Phaeacians — adding in this way an
additional link to the chain of rivalries:

“Rise, ye Phaeacians! Lry vour foree”, he eried,
“If with thiz throw the strongest coster vie,
Still, further still, [ bid the discus ly.
stand forth, ye champions, who the gauntler wield,
Or ve, the swiftest racers of the Feald!
Stand lorth, ye weestlers, who these pastimes grace!
[wield the gauntlet, and 1 run the race,
In such herole games | vield 1o none
Or yield to brave Lacdamas alone;
Shall I with brave Laodamas conlend?”
(The Odpasey, Book VI, p. 109}

Apart from the instances of competition presented above, Ulysses' life is filled
with rivalry for love and for power (Books XIV — XXIV). Of course, Ulysses’
existence is not restricted to a simple sequence of competitions and fights, The hero
embodies archetypal patterns of marital love, of getting old and of dying, The decline
of his life is presented owing to Tiresias' clairvoyance:

When late stern MNeplune points the shaft with death:
To the darvk grave retiving as o rest,
Thy people blessing, by thy people less®d!
Uerring truthe, ob man! my lips velale,
This is thy life 1o come, and this is face,
(The Qdyerey, Book X1, p, 156)

Joycean counterpart of Ulysses — Leopold Bloom — seems to be the more
peaceful side of Homer’s hero, Bloom's attitude towards reality results from his
affirmation of life asit is, Despite Molly's imaginary and real infidelitics Bloom makes
her the person of supreme significance for him, His thoughts return to her constantly
and vsually with humble affection, passion, deep respect, even reverence, to the point
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vlvhu}-n: he considers publishing a collection of her savings. He is very tolerant of her
!umLaLirmﬁ and repeatedly contrives means of pleasing her, means that almost always
mvolve the purchase of clothes and especially underclothes. For Bloom she is
everylhing — the womb to which he reverts:
the childman weary, the muanchild in the wamb,
Waomb? Weary?
Flie reses, He Bas travelled,

{Uifyeres, p. 658)

Admiration and love towards Molly situate Bloom in the archetypal position of
multifarious rivalries. Bloom is obsessed with the thought of the rivals and he keepsa
tentative list of them in his mind. Even when he enters the marital bed at the close of
his travels, he recites the list which commences with Mulvey and ends with Blazes
Boylan:

Assuming Mulvey 1o be the fiest term of his series, Penrose, Bartell d'Arcy, professor Goodwin, Julius
Mastianski, John Henry Menten [...] Hugh E. {Blazes) Baylan and so eacl and 50 on to no last teem,
(Ulyises, p, 652)

Bloom’s musings result in jealousy and not until he kisses Molly’s buttocks is he
able to achieve some satisfaction. This passionate kiss reassesses his rights to possess
his wife and lets Bloom overpower the strongest rival — Boylan:

The visible sings of postsatisfuction?
A gilent centemplation: a tentative velation:

a gridual abasement: a solicitons aversion:
A proximate grection

(ifpases, p. 656)

Bloom, frequently attacked with violence or hatred, escapes into love. Besides his
attachment to Molly, he gives vent to his paternal love towards his adolescent
daughter Milly and his long-dead son Rudy. Both emotions, like the feeling towards
his wife, are marked with strong jealousy (if not rivalry proper):

Moisy selfwilled man (Dedalus — 7£.1.) Full of his son. He i right [..] 1 litdle Rudy hae lived. See him
grow up. Hear his voice in the house [...] My son, Me in his eves!?,
(Lifyases, p. 90}
0, Milly Bleom, you are my darling.
You are my looking glass from nighe 10 morning,
(Liyases, p. 65)
Milly [..] Still she's w dear giel, Soon be a woman,

Mullingar, Dearest Pupli, Young student, Yes, yes!
a woman taa, Lite, Life,

(Llvases, p. 913

In view of the above analyses one conspicuous regularity should not go unnoticed.
It can be claimed that in the archetypal formulations of the existences of the three

" This is a very significant passage of the novel, as it sheds light also on the conspicuaus attempts on
Bloom's side at replaging Simon Dedaluy as o surrogate father for Stephen, Stephen's breach of the bond
with the natural father has already been mentioned in this paper.
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protagonists of The Odvssey some motifs appear which doubtless may be satisfactorily
related Lo the notion of the rites de passage, coined by Van Gennep ' This specific
group of rites includes initiation as a transition into the world of adults (Telemachus),
marriage as a beginning of a relationship with a new family (marital union of Penelope
and Ulysses) and death as a passage into the other state of existence (prophesy of
Ulysses' death, the hero’s visit into the underworld as an anticipation of dying) "% The
protagonists of The Odyssey fullill the demands of the rites de passage and this is
further confirmed by the fact that these rites require the accomplishment of perilous
tasks and a symbaolic, temporal seclusion from the tribal community®, Both Ulysses
and Telemachus are isolated from the people of Ithaca for a long period of time, and
FPenelope lives in seclusion, shunning her suitors. The recurrent motifs of rivalry, to
which the protagonists are exposed, serve the function of dangerous tasks, In addition,
the rites of passage require the hero's contact with supernatural forces. Again Ulysses,
Penelope and Telemachus encounter divine agents in the respective periods of their
isolation. Because the protagonists underpo rites of passage, they undergo the
mythological change from Chaos to Cosmos, i.e, they achieve a higher level of self-
AWATEN eSS,

Joyee, in a way, also lets his protagonists undergo some crucial changes in Livsses,
though in a considerably Tess heroic manner. After the day full of toils Stephen linds a
spiritual father, Bloom achieves fulfilment in the marital bed, and Molly is satisficd,
although as Anima she will never be satisfied completely. Yet, it would be a far-fetehed
statement to claim that these protagonists fit the standard rites of passage. The rite
exists but is distorted and ridiculed; in fact there is no Cosmos that can be attained
from the prevalent Chaos of Joyeean universe,

The considerations submitted in this paper lead to a table gathering the results of
the above analyses and presenting the occurences of governing fundamentals-of-life
archetypes in The Odvssey and Ulyvsses.

THE ODYSSEY ULYSSES

Talemagling Penelope Ulyases  Stephen Mully Rloom
nvalry I o A + + i
Beneration
conflict
growing up 4
inititation ;
lowe o+ 4 o 2
Retting old — — — —
dyingdeath e = == =

+ themes fally developed
= themes hinted at

" CLE. Micletingki, op, ofr,, pp. 280281,

" Unity of tites of passage is confirmed by the observation of coremanios in various tribes. Mpongwa
tribe i Clabon, for instance, usen the same white misks during initiations and Muneraly, In both coses o
passage loanother form of life is symbalised, COM A, Kowalski, Bogowie juk ludeie®, oz St {1975}
2 17, see also W Golding, Rites of Passage, London 1985,

14 eould be interesting to annlyse e Tunetions of the matif of isolation or the rolé of the apposition
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The most general observation concerning the frequency of occurence of the
patterng confirms the view that the rivalry archetype is most evident in both myths,
The question — why? — is rhetorical here, sinee it is rather the task of philosophers
and visionaries to answer why human existence is haunted by the same astonishingly
omnipresent motif, The fact that Ulysses is a distorted mirror-image of The Odyssey
does not explain everything. Perhaps T.8. Eliot's commentary could help to find the
truth, if the world were, like Ulysses, “an immense panorama of futility and
anarchy” 2!,

The universality of love pattern (family love in this particular case) is evident in
The Qdysrey, The epos becomes a pacan to honor marital and filial attachment, In
Lifpsses love does not oceupy the position of the prevailing feeling. Though Bloom and
Molly satisfactorily incarnate this archetype, Stephen appears to be deprived of this
emotion — it is substituted by his hostile rebellion marking generation conflict. This
diminished role of family love is a distress signal in Ulysses. Additionally, it uncovers
a serious dissimilarity of both myths.

There is one more feature characteristic of The Cdysser. When Telemachus is
juxtaposed with Ulysses, each of them realizes a different rite of passage. The son
grows up and is about to undergo initation, whereas, at the other extreme of the chait,
the father is getting old and there even exist some indications of his death, In Joyee's
myth these extremes are not so evident, It may well be the result of the temporal
limitations — less than twenty four hours of the novel do not allow a full presentation
of existential patterns. Incidentally, it is probably one of the chief reasons why these
archetypes are less frequent and less developed than in Homer's epos. But although
the fact remains that on the evidence we have, Joyee's work is structurally less pliant, it
is also clear that general existential patterns can fit accurately both Ufysses and its
traditional counterpart, The Odyssey, shedding more light on the question of their
intricate correspondencies,
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ANNA CICHON

TWO BLUEPRINTS OF SOCIETY*

The aim of the present paper is to compare some aspects of Norman Mailer's The
Naked and The Dead (1948) and George Orwell's Ninereen Eighty-Four (1949). The two
novels represent different genres, conventions and traditions. The Naked and The Dead
belongs to a broader stream of the realistic socio-political war novel. Like Richard
Brooks in The Brick Foxhole, Stephen Heyn in The Crusader or Wesley Towner in The
Liberators, Mailer sces the Army, its organization and the attitudes of the soldiers as
largely determined by the American pre-war society (Kopeewicz:299), Like James
Jones or Herman Wouk, Mailer deals with brutality and the gulf between the officers
and the enlisted men (From Here to Eternity) and the incompetence and madness of the
commanders (The Caine Mutiny). Finally The Naked and The Dead has affinity to The
Red Badge of Courage where Stephen Crane presented an anti-romantic attitude to
wir as one of the first American writers,

Mailer's novel is dominated by military events and their impact upon individuals.
Socio-political issues are suggested by the presentation of events and the attitudes of
the characters. But Mailer’s novel may be read ag not only about the events of World
War II, but as about a certain danger, "a psychic havoc” that lay behind the
involvement in that great conflict (Brandy: 30). It may be seen as a black prophecy
against a4 new order which could have emerged from the brutality and eynicism of the
war; a new world in which elementary human values would be threatened by Fascism.
As Brandy put it, “the army, which in the name of historical necessity captures, rules
and destroys common life of humanity, is modern society as Mailer sees it and the
presentiment of worse to come” (Brandy:40). Mailer's black prophecy gains force
from the fact that the main characters, Croft and Cummings, who are fighting
Fascism are Fascists themselves,

While Mailer, through the analysis of it, made the army symbolic of the society Lo
come, Orwell dealt directly with a future, totalitarian state. Nineteen Eighty-Four is a

* In puremthetical references to criticnl texts | shall use the athor's name followed by the page; The
Nagod aid the Dead will be abbrevinted ns NI Ninetean Eighiy-Four ns NEF. Original ellipses in the
respeetive texts have been retalned while the omissions of my own are enclosed in brackets,
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speculative anti-Uopian novel whose action unfolds in an imaginary country, and
deals with the presentation of a social svstem yet to come. Apainst this background are
shown the hero’s love and ils consequences, Yet it seems that the plol serves as a
pretext to cxpress certain ideological concerns which doeminate the novel.

The roots of Oraell's nightmarish vision lay in the contemporary world, John
Atkins noticed that Orwell “wished Lo rouse people 1o the danper inherent in existing
political tendencies” (Atkins: 252} and Julian Symons added thal Nireteen Eighiy-
-Four-is about a possible future, but through the fantasy we see always the outline of
our own, real world® (Symons; 344,

Thus rhese two novels scem to exhibit similar concerns and express the anxietics
that dominated the intellectual climare of the years both during and immediately
following World War 1L Both works lay bare a nightmarish feeling that Fascism had
not been eradicated, that though the Germans had been defeated, Fascist and
totalitarian tendeneies might have been absorbed by the vietors. E. Bevan commented
on the atmesphere of that period: .the danger before us is anarchy [... ] despotism, the
loss spiritual freedom, the totalitarian state, perhaps a world totalitarian state”
(Stromberg:9).

Even though the two books reveal so many differences, nevertheless there seem to
be reasons for comparing them. Anthony Burgess noticed it in The Novel Now when he
wrote:

The finest of the American war novels remains Worman Mailec's The Noked and the Dewd, and-yel what
one chicfly remembers of this work is a theme which rises above war and which, in a totally different setting,
George Orwell was working on independently at the same time as Mailer— namely, the cmergence of & new
doctrine of power ... ]. General Cummings in e Noked and the Dead tells Licotensnt Hearn to see the
Army as a "preview of the future”, and it 15 a fulure very like Orwell's, its only morality o power morality®.
(Burgess : 500

Thus both novels are eritical of totalitarism. In The Naked and the Dead the critique
is pointed at military totalitarism and Fascism in-particular; in Nineieen Eighty-Four at
a peacctime totalitarism,

We are going to analyze the systems presented in both works — Mailer’s Army and
Orwell’s society from the point of view of their structures, the mechanisms by which
people can be manipulated and the characteristic human attitudes they portray. We
will try to prove that there exist similarities between Ninereen Eighiyv-Four and The
Naked and the Dead in these aspects,

The action of Mailer’s novel takes place on the Pacific 1sland of Anapopei, In
isolation from the wider context of the operations of the American Army and the war
we are shown the troops led by General Cummings, This isolation allows to draw the
attention of the reader 1o the structure of the military community. The Army at
Anapopei has a traditionally hisrarchical structure: at its base there are commaon
soldiers, considered merely as material needed for war, As Roth put it, “all the Army
wanted you for was cannon fodder” (ND:42). The higher level consists of officers, but
“a colonel was superior to a major regardless of their abilitics” (NI 63). The top of
the ladder on the island belongs to one person — to General Cummings, but hein turn
is constantly aware that his actions are watched by his superiors in Washington. The
hierarchy is rigarously upheld and shapes the relations between the different ranks of
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soldiers: A captain might argue with a major, or a major with a Licutenant colonel,
but no Lieutenants had been correcting colonels™ (ND: 55). The basic principle which
rules the systern and at the same lime guarantees its effective functioning is the
execution of power in one direction — from the top down. General Cummings
explains this principle in the following way: “There's one thing about power. It can
flow only from the top down. When there are little suraes of resistance at the middle
levels, it merely calls for more power to be directed downward, to burn it out®
(ND:235). Thus the Army is divided into those who control and those who are
controlled, into those who command and those who have to submit,

Like Mailer’s Army, Orwell’s society is alse hierarchically structured. The topof
the society is also hierarchically structured. The top of the society of Nineteen Ei ighty-
-Four is thought to be Big Brother who turns out to be more of a puzzling concept than
a real person. Though he seems to have had a real existence some time ago, he may
now be identified with the ruling group of the Inner Party — he stands for an
intellectual and political élite:

Big Brother 3= the guise in which the Party chooses to exhibit itself Lo the world. His function is to act as
a focusing point for love, fear, and reverence, emotions which are more easily felt towards an individual
than towzrds an organization. (NEF:167)

This is why:

Ewvery success, every achievement, every victory, every stientific discovery, all knowledge, all wisdom, &1l
happiness, all virtue, are held to ssue direclly from his leadership and inspiration. (NEF: 166)

The ruler of the society is credited with divine attributes. He is all-powerful, infallible
and immortal, assumes the dimension of a mythical being — a titular head of an
oligarchy which subscribes to a philosophy called “Ingsoc®. Next in the social
hierarchy emerges the Inner Party, whose membership is less than two percent of the
population of Oceania. As Goldstein’s book explains:

Below the Inner Parly comes the Outer Party, which, il the Inner Party is described as the brain of the State,
may be justly linked to the hands. Below that come the dumb masses... habitually referred to as _the proles®.
(NEF:167)

The Inner Party is the actual ruler of Qceania. Its members exibit absolute control
over society. Their sole objective is the prescrvation of power and every means that
leads to this end is automatically justified, O'Brian explains this mechanism in cold
blood to Winston in the following way: *Power i not a means, it is an end [...] The
object of power is power” (NEF:2]11/212).

The Outer Party is a homogeneous group as far as the social position of its
members is concerned. They execute the arders of the Inner Party and maintain only
such a measure of independence which enables them to accomplish their tasks
efficiently, In turn, the only function of the proles is to produce and to breed.
Membership of these three groups, at least theoretically, is not hereditary. A child of
the Inner or Quter Party parents is not automatically born to the same group, and
admission to the group is by examination taken at the age of sixteen. Later on, there is
only such an amount of independence which allows, on the one hand, the exclusion of
weaklings from the Inner Party and, on the other, enables ambitious members of the
Outer Party to rise. Yet such changes hardly ever take place. The proles have
practically no possibility of entering the Party.



38

In both communities, Mailer’s Army and Orwell’s society, there 15 an evident
division between those who command and those who must obey orders ccrmlng from
the top. Yet even though the leaders are given the highest position, it seers that this
privilege results from different assumptions: in Nigeieen Eighey-Four it seems to derive
from the cult of an individual while in The Matced and The Dead — from the natural and
inherenl hierarchy of the Army, The almost divioe authority of Big Brother 1s s{ronger
than the position of General Cummings whe, at least potentially, is subordinared to
his superiors, The structures are basically the same with the differences deriving only
from the various functions both systems perform. There exist slight disparitics
between the mechanisms of selection within the two systems: the civil society is
practically static, with almost no possibility of promotion; the members of the Army
may be either raised to a higher group or downgraded, Also while in Orwell’s world
the membership of the groups is not hereditary, in the Army the social position of the
enlisted men before the war determines their Tuture rank. Lieutenant Hearn notices:

There was a kind of guilt in being an officer [..] The guill of kirth perhaps, There was such athing inthe
Army. I was subtle, there were so many exceptions that it couid be called no more but a trend, and vet il was
there. He himself: rich father, tich college, pood jobs, no hardship which he had not assumed himself: he
fuififled it and many of his fricnds did too. [L.. ] all the men he had known in prep school were now ensigns or
lieutenants. A class of men born to wealth, accustomed (o obedience L] iND:61762)

High social status guarantees a position among the commanders, while poor men
could initially become simple soldiers only; though later on brave and ambitions
individuals could be promoted for revealing special military skills and abilities, The
structure of the Army is more mobile as compared with the static one of Orwell’s
society.

The functioning of the Army is also based on the conscious creation of extra
privileges, which are publicly visible:

[..] they slept i cots a few feet away trom men wha slept on the ground; they were served meats, bad
enough in themselves, but nevertheless seoved on plites while the athers ate on their haunches after standing
i ling on the sun. (N6

When the campaign was prolonged, the higher ranks got other privileges: A field
shower was built for the officers, and the mess tents were erceted, and squad tents were
set up once again for the division stall offices” (N2 72), The officers also get extra
rations of food, When after a battle fresh meat arrived, it was “divided equatly, One
half went to the one hundert and eighty enlisted men in the bivouacht the time, and the
other half went to the thirty-eight officers in officers’ mess” (NID:131/132).

The aim of creating injustice and honouring certain ranks with privileges is to
“break down the lower ranks and make them scared of their commanders® and at the
same time to “make them feel superior, a chosen group® (ND:43), And indeed the
officers feel and behave in a superior way to all men below and show respect Lowards
all men above. Hobard knows that it is best “never to disagree with anyone above yail
and never to listen to your subordinate® (ND: 38). As Lieutenant Hearn notices, such
d system was troublesome for the officers at the beginning of the campaign, “but it was
a convenient thing to forget, and there were always the good textbook reasons, good
enough to convince yourself if you wanted to quit of it* (ND: 6 1}, One of the soldiers
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notices that such privileges and special treatment of the officers reveals openly and
directly the Fascist nature of the Army. It is “the same device Hitler uses when he
makes the Germans think they are superior” (ND:43),

As with the different ranks in the Army, the three sacial groups in Oceania live in
distinetly different malerial conditions. An Inner Party member lives in a large, well-
-appointed flal, gets better clothes and enjoys a better quality of foed, drink and
tobacco. "I'wo or three servants, his private motor-car or helicopter — set him in a
different world from a member of the Outer Party" (NEF: 155). In turn, the members
of the Outer Party are given proportional advantages over the proles, The system of
privileges is not strongly manifested. The members of the Outer Party realize thal they
live in better conditions than the proles, vet they do not know much about the material
advantages of being in the [nner Party. This system causes the Outer Party feel
superior to the proles, while the Inner Party f eels supetior'to the Ouler Party, though it
does not pravoke envy or hatred of the lower groups towards the higher ones.

Thus the system of privileges appears in both communities, verits functioning in
Mailer's Army slightly differs from that in Orwell’s society. In the Army the privileges
are distributed openly and their aim is to evoke a sense of su periorily in those in power
o the one hand and, on the other, to make the lower ranks feel inferior, Privileges also
strengthen class solidarity, make the position of the commanders more attractive, so
that they do not want to lose it and at the same time they make the lower ranks desire
promotion. In Orwell's system privileges are hidden from the lower layers of society,
thus the mobilizing aspect docs not funetion here.

Amn inevitable side-elfect of the policy of privileges — hatred of the privileged — is
not only taken into account but also made to benefit the Army: since the soldiers
cannot rebel against their officers, “they turnt heir guns outward® and that makes
them maore efficient fighters.

The leaders of the society of Nineteen Eighty-Four realize that the bare,
unsatisfying life to which the citizens of Oceania are doomed evokes spontaneous
hatred against the Inner Party. Winston is one such person. He admits that: “Aldways
in your stomach and in your skin there was a sort of protest, a feeling that you had
been cheated of something that you had a right 1o* (NET: 510, In oder to prevent an
outburst of uncontrolled hatred the Inner Party directs all emotions againsl its
enemics by organizing the so called Two Minutes Hates (daily mectings of all Outer
Party members where films about Goldstein and war arc shown), Those sessions ate
so convincing that evervbody, even against his or her will, turng inte 4 screaming
lunatie: “A hideous ecstasy of fear and vindictiveness, a desire to kill, to torture®
(INET": 15) seizes all the audience. Even the foes of the system, who do not believe in the
crimes ascribed to the opposition, condemn the Brotherhood, and their loathing of
Big Brother changes into adotation of the leader who at such moments appears Lo
them: “an invincible, fearless protector, standing like a rock against the hordes of
Asia” (NET: 15). In addition to he two Minutes Hates there ate from time to time
organized Hate Weeks for both Outer Party members and the proles, Then rockel
bombs crash more often than ever and war propaganda increases. Everybody attends
meetings, processions, military parades, lectures and film shows. Hate Songs are
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composed and endlessly plugged on the telescreens. Two Minutes Hates and Hate
Weeks were ways of manipulating hatred which, if left uncontrolled, could turn
against the Inner Party, While directed, it can become one of the safeguards of the
system.

" Hatred and manipulation of hatred play an important part both in Mailer’s Army
and Orwell’s society, But like ather mechanisms also this one is much more developed
in Orwell’s world. In the Army spontancous hatred of the enlisted men towards their
superiors is directed against the enemy and makes better fighters of the soldiers. It is
artificially stimulated. In Nineteen Eighty-Four itis almost an integral part of the social
system, a feeling automatically born in each individual. Therefore it is also skillfully
manipulated and harnessed by directing it against both the internal and external
enemy,

Both Cummings” Army and Orwell’s society of Mineteen Fighty-Four are at war, In
the case of the Army, war constitutes the essence of its existence — it is called upon to
fight the enemy and to liberate one’s country. Yet the enlisted men at Anapopel are
not convinced that they serve the right cause because they have nothing against the
Japanese and see no reason for fighting somebody else’s war — far away from their
homes. Some of them have no understanding of this war and see no reason why they
should risk their lives. When Red questions this war he says: “What have I got against
goddam Japs? You think [ care if they keep this fugging jungle? What's it to me if
Cummings gets another star?” (ND: 102).

Oceania, on the other, permanently wages war with two other superstates —
Eastasia and BEurasia. This conflict is fought " Between combatants who are unable to
destroy one another, have no material cause for fighting and are not divided by any
genuine ideological difference” (NEF: 151). Its purpose is to provide the leaders with
the economic and emotional bagis for the hierarchical society, And this is because “the
consciousness of being at war, and therefore in danger, mikes the handing-over of all
power to a small caste scem the natural, unavoidable condition of survival®
(NEF:155) and also "helps to preserve the special mental atmosphere that a
hierarchical society needs" (NEF:160), From the economic point of view, war
explains the continuous shortage of consumer goods, which, even though they are
produced, are all used for the purposes of war and not distributed, The Inner Party
seems to believe that il wealth were distributed evenly, and leisure and Juxuries were
enjoyed by all alike, a hicrarchical society would lose stability. Such a society is
possible only on the basis of poverty and ignorance,

Thus in The Naked and the Dead war is tangible and influences the attitudes,
expericnces and lives of the enlisted men, while in Nineteen Eighry-Lonr it remains in
the background, and occasional air raids on London only remind people that it is still
on. It thus serves as an ideological explanation and justification of a highly-
-centralized régime,

To achieve a total control over the Army, the enlisted men are devoid of personal
views and ideas. For General Cummings;

[] the iden of individual perseaality is just o hindrance, Sure, there are ditlerences among men in any
particular Army unit, but they invariobly concel sach othee out, and what you're left with s a value rating.
Such and such a company is good or poor, effective or inefTective for such or such a mission. (ND:143)
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The General believes that the Army is such an organization in which man’s desires, as
he is naturally subservient o the war, must be violated, He maniacally claims that
individuals should be subordinated to history and that masses must be controlled, if
not oppressed. He thinks of men as instruments of history and of his own will, the two
being synonymous. When he scolds rebellious Hearn, he reminds the Lieutenant of his
position;

The rights you have as u person depend completly upon my whim. Just stop and think about that. Withouwt
e you're just a second Licutenant, which [ suppose is the operative definition of a man who has nosoul of
hig own [... ] I'm damned if I'm going to have people walking by and secing you sit here us if this division were
a partnership between you and me, (ND;66)

Furthermore, the soldier does not have to think or analyse. All he hasto dois listen to
orders whether he considers them logical or not, and follow a rule-book no matter
what he thinks of it, They have the sad realization that "you waste half your time
trying to remember what they told you to do® (ND: 14), The enlised men are reduced
both in morale and in human terms to a mere physical, instrumental participation in
the war without any comprehension of what is at stake. Their fragmentary knowledge
is contrasted with that highly structured, all-pervasive conception of General
Cummings.

In Orwell’s society, as in Mailer’s Army, as efficient functioning of the system is

achieved by smothering individuality and forcing the subjects to blind obedience. The
proles create no danger for the stability of the system. They totally lack the ability to
think independently, their minds being too contemptible to be controlied. Those
proles who express any opinions are marked down and eliminated. The masses are
neither educated nor indoctrinated with the ideology of the Party because:
It was not desirable that the proles should have sirong political feelings. All that was required of them was a
primitive patriotism which could be mppealed to whenever it was necessary to make them accepl longer
working hours or shorter rations. And even when they became discontent, ns they sometimes did, their
discontent led nowhere, because being without general ideas, they could only focus it on peity specific
grievances. (NEF:61)

The mechanism of destroying individuality is much more extended in Oceanin than
in the Army. The Outer Party members — the only ones who create a potential danger
for the Inner Party — are constantly exposed to indoctrination, The aim of
propaganda is to instil into the subjects the dogmas concerning the infallibility of the
Party and the belief that Oceania is and has always been threatened by a foreign enemy
and internal opposition, the so-called Brotherhood. This propaganda is most
obtrusive, Watchwords, slogans, programmes transmitted by telescreens, posters
plastered in all public places and institutions exhort the people to worship and admire
Big Brother, to grow in loyalty to the Party, and to hate all enemies. The dogmas of the
infallibility of the Inner Party are realized by distorting history. In the Ministry of
Truth (ironicaly thus called) all documents, newspapers and books are constantly
rewritten so that the information they convey will always agree with the last official
news. Thus when Oceania suddenly declares a war against its previous ally and forms
an alliance with its enemy, all written records immediately contain the same message
as if no change has ever taken place, The Inner Party believes that “who controls the
past controls the future: who controls the present controls the past* (NEF:31). In
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reality every recorded fuct has nothing w do with the state of events but always stands
in agreement with the actual teaching of the Inner Party, All the mass media
continuously deliver information either aboeur the war or the acts of sabotage,
heresies, devintions and treacheries of the opposition. Goldstem, the man who
organized the Brotherhood & nidiculed and, due to propaganda, hated and despised:
“the sight or even the thought of Goldstein produced fear and anger automarically™
(NEL; 14),

In both systems individuality is regarded as an obstacle 1o efficient fuctioning and
therefore 1L is violated in various ways. The Army and the civil society aim at
standardizing all people and treating them not as individuals but as masses. In
Oceania, obedience, subordination and brainwashing go much further and are
absurdly aggravated — the citizens not only behave in the way expected, but have to
be convinced that all the party does is right, Orwell does not allow his characters even
to think freely or to reconstruct the past, while in the Army this appearance of freedom
is still preserved. Thus the role of propaganda and the forging of history differentiate
the two systems because they function in the Army by limited means, .

Out of fear, the soldiers hardly ever rebel against the discipline of the Army,
creation of the "fear ladder’ being one of the most important aspects of General
Cummings’ tactics. He explains it to Hearn in the following way:

Lean tell you, Robert, that to muke sn Army work you have to have every man in it ficted into a fearladder. ..
The Army functions best when you're frightened of the man above vou, and contemptuous of your
subardinates, (ND: 139)

Red Valsen is quick (o natice this tactic the very first night the troops land at
Anapopei: "Goddam Army gets you so you're afraid to turn around” (ND: 14). When
he gains more experience, he realizes what end intimidation is supposed to serve, Red
ironically comments that ,first they made you afraid, and then they let you sew on
ribbons® (ND: 76).

Disobedience, rudeness towards their superiors, the wrong carrying out of an
order are all severely penalized, the punishment ranging from depriving the soldier of
his scanty comforts 1o court martial, When Sergeant Croft suspects Goldstein of
having lost a gun, he scolds his subordinate and warns him: “The next lime you pull a
goddam trick like that, I'm going to put you in for a court-martial® (ND: 110), At the
same time soldiers are aware that they can be sentenced to death for trifles, One of
them remarks: .Now that we got the General and all his staff right in our bivouac, so
You can’t spit without hitting a court-martial” (ND:41). Sometimes, as in Oceania,
soldiers are penalized not for the lack of discipline but (or contempt of a superior,
When General Cummings cannot change Hearn, he first humiliates his subordinate
and then sends him to certain death. Hearn, who does not obey and therefore must be
killed, completes Cummings’ political prophecy — he is a victim of his dreaded
General (Brandy:49), And Hearn soon understands that:

He had been the pei, the dog, to the master, coddled and curried, thrown swectmeats until he had had the
presumption o bite the master once, And since then hod been tormented with the particular sadism thi
mast men could generate anly toward an animal, (N12;247)
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The reconaissance on which Hearn is sent is a socially acceptable cover for Cummings®
more private motives for getting rid of his rebellious Lieutenant.

Orwell employs similar mechanisms in his society, One of the most efficient
methods used by the Inner Party is submitting people to intimidation. A thought, a
gesture, not Lo mention a word, can all lead to crude repressions. The Thought Police
search out discontent and dislovalty, As evervbody can belong to this organization
people live “in the assumption — that every sound you made was overheard, and,
except in darkness, every movement scrutinized” (NEF:6). Becausc the smallest sign
ol dismay can give one away, an Outer Pariy member “fears his own nervous system”,
Even in private, one must not feel at ease as telescreens, which can never be switched
off, observe evervone. Party members are under perpetual surveillance from the
Thought Police.

Those individuals who do not submit, who do not uneritically accept the ideology
of the Party and who rebel, are immediately arrested. In the Ministry of Love, which
claims to maintain law and order, they undergo re-education. Cruel physical and
mental tortures, starving people to death, humiliating and breaking their human
dignity, are all used in order to "squeeze’ a foe empty and to “fill one with themselves*
(NEF:206). The Inner Party does not get rid of its opponents before they are mentally
reshaped, O'Brian makes this point clear;

We are not content with negative cbedience, nor even with the mest abject submission, When finally you
surrender to us, il must be of your own free will. We do not destroy the heretic because he resists us: solong
a% he resists us we never destroy him, We convert him, we capture his inner mind, we reshape him. [..,] We
make him one of curselves before we kill him, (NEF :204/205)

The Inner Party wants no martyrdoms, no heroes, They belicve that in the past men
were dying because they would not abandon their true beliefs, and then glory belonged
to the victim, The Inner Party, wanting to avoid myths and posthumous fame, [irst
converts the heretic not only outwardly in body but inwardly in heart and soul; only
then do they destroy him. The opponents, after having been reshaped and converted
into fanaties of Big Brother, are let free for some time; it can be for months, even years
and then, suddenly they are killed and utterly erased from all memories. O'Brian
explains it to Winston:

You must stop imagining that posterity will vindicate you, Winston, Postority will never hear of you, You
will be lifted alean out from the stream of history, We shall turn you inte gas and pour you inlo the
stratosphere. Nothing will remain of you; not a name in a register, not a memory in a living brain. ¥ou will
be annihilated, in the past as well as in the future, You will never have existed. (NEF : 204)

The Spies, an organization for children, also trace opponents among the Outer
Party members. Children spy on their parents and keenly report their deviations, The
Spies are an extension of the Thought Police: “It was a device by means of which
everyone could be surrounded night and day by informers who knew him intimately”™
(NEF: 110). In spite of all the methods used in order to subordinate people, the [nnet
Party scems not to be entirely satisfied with the range of their power. They also require
inner control on the part of each person. Doublethink, crime-stop and blackwhite,
mechanisms of self-discipline which make it impossible to think too deeply on any
subject, are inculcated from childhood. In the future a new language will be
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introduced: the so-called Newspeak. 1t will narrow the range of thought and make any
undesirable, independent thinking impossible.

In Orwell's novel the system of punishment is more expanded and refers to a much
larger amount of what is conceived to be illegal. Thus the citizens of Oceania are also
placed on a “fear ladder”, but this “fear ladder” is multidimensional and should rather
be called a “fear nest”. The result of such intimidation of the citizens is an entire
absence of loyalties. Insecurity breaks all social and family ties. People cannot tell a
friend from a foe and are led by animal instincts of survival, In the Army loyalties are
still preserved to a certain extent, especially among members of the same rank. Yet
sometimes the instinet Lo survive breaks basic human obligations. Only Goldstein and
Ridges try to go beyond the survival principle.

So far we have discussed the characteristic features of the Army and the society of
Oceania. Both structures are stable and hierarchical and apply similar mechanisms to
ensure their durability: the crushing of individuality, the use of intimidation, the
institution of a system of privileges, the manipulation of hatred, and the practice of
physical anihilation, On the bases of the above analysis, what distinguishes Orwell's
society from Mailer’s Army is open and intrusive propaganda, practically no
possibility of promotion to a higher group and the function of war in Oceania. The
following part will show in what way both structures influence people and their
attitudes.

The Army is evil and the individual caught in its grip has either to submit without
resistance (like Toglio) or he can try to maintain at least a minimum of spiritual
independence, Red Valsen is a platoon rebel who “can’t take any orders” (ND: 347)
without a murmur. He is aware of various ways in which the Army traps people. He is
far from making an ideal image of his general. To him Cummings is a man who makes
his career at the expense of common soldiers, “a crowd-pleaser™ and one of those
“who endangered his life (ND: 347) and is therefore to be hated. Red is ,no hero”; he
hates fighting and does not see any sense in it. Yet his unorthodox views do not find
any manifestation in his actions. He maintains independent thinking but like other
soldiers has to follow the rules and orders. Though he appears to be the complete
opposite of brainwashed Toglio, he does succumb to the discipline of the Army, since
it allows no rejection, save the mental one.

Lieutenant Hearn is another rebel, As anintellectual and a liberal lie cannot adjust
to the rigidity of the Army. He understands all its rules and traps and rejects them
consciously. Neither can he agree with the General whose ideas appear to him insane
and morbid, What is more, Hearn notices that the Army power structure is identical to
the power structure of other modes of life. He says of Cummings: "His expression
when he smiled was very close to the ruddy, complacent and hard appearance of any
number of American senators and businessmen® (ND:65). Hearn hopes he will not
permit his mind or feelings to be drawn into collaboration with the system. Bul he is
only a potential hero because he lacks the ability to cope with powerful forces. No
matter how hard the intellectual liberal tries, he cannot preserve his opinions and
attitudes because the all-powerful Army manages to change him, Shortly before his
death he recognizes the desire for power in himself:
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Beyond Cummings decper now, was his own desire 10 lead the platoon. [t had grown, ignited suddenly,
become one of the most satisfying things he had ever done, He could understand Crofi's staring ot the
mountain through the fieldglasses, or killing the bird, When he searched himself, he was just ancther Croft,

(ND:451)

Thus the Army proves too strong for rebels like Flearn or Red and they are beaten
down in much the same fashion. Their rebellion is ineffective and sterile. Their lot
shows that the routine of the Army with its continual denial of common humanity kills
humane impulses and crushes all surges of resistance, and reshapes even the free-
-thinking ones.

The social system, as presented by Orwell, moulds similar attitudes, Winston,
hating the Party for depriving people of their individuality and requiring blind
obedience against human will, wants to destroy it. He rebels against the vast, ruthless
and immensely powerful state. He believes that people have the right to a decent life
and wants to liberate himself and others from its régime. Even though he realizes that
he will fail and pay the price of his life for the rebellion, he remains faithful to himself
and joins the Brotherhood. Almost till the end he hopes to remain mentally free. Yet,
sadistic O'Brain by humiliating Winston by physical and mental tortures, manages to
break him. The moment he is killed he is one of them — not a hero. O'Brian makes it
clear when he states:

We have beaten you, Winstan, We have broaken you up [..] You have whimpered for mercy, you have
betrayed everybody and everything. Can you think of a single degradation that has not happened to you?
(NEF:219/220)

Winston is another Hearn — crushed vietim, changed against his will and betraying
his ideas. They both prove that it is a fallacy to believe that one can remain free in a
totalitarian system.

Julia, on the other hand, even though she hates the Party for it stops her from
having fun, makes no general criticism, She has a practical cunning which telles her
how to submit and enjoy life at the same time, When she joins the opposition and
exposes herself to danger, she does it only because of her love for Winston, not as a
result of her changed views. She s not to be blamed as she is herself a vietim of this
dreaded system. To disagree with it one would have Lo have an alternalive set of values
to stick to. This is not the case for she has not a single point of reference, having been
born in the new world; so a conscious rejection is hardly possible, Though she does not
lowve the system, Julin, in common with many other citizens, tries to find her own ways
without overtly exposing herself to danger. She is not an ideological rebel but a
conformist,

The result of constant humiliation und destruetion of human values is moral
collupse and degeneration, which almost each character in Mailer's novel undergoes.
The fighting men are portrayed as already deprived and twisted. Sergeant Croft’s
sadism climaxes in the episode with a Japunese soldier when he first treats him with
cigarettes and chocolate only to shoot him in cold blood a moment later:

Crofi stared for almost a minute at the Jap. His pulse was slowing down and he felt the tension case in his
throat and mouth, He realized suddenly thata part of his mind, very deeply buried, had Known be was galng
1o kil the prisonaer from the moment he had sent Bed on ahead. He Telt quite blank now. The smile on the
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demd man’s face amused him, and a trivial nll of lavghter emitted from his lips, "Goddam®, e said, He
thought ance again of the Jupnnese crossing the tiver, and he prodded the body with his foor, "Goddam”, he
said, "that Jap sure died happy". The laughter swelled more strongly inside him, (ND: 155)

The growing isolation and demoralization of Red Valsen are the results of his
incorporation of the "survival principle” into his life, Red refuses eloseness with other
members of the platoon and is rude towards them because: *he allowed himself to like
no one so well that it would hurt il he was lost® (ND:477). The system of the Army
captivates the soldiers and forees them to isolate and separate from the others. This
automatically eliminates the drive to collective rebellion against the leaders as well as
smothers away group solidarity and responsibility. The brutality of Martinez is seen at
its worst when he smashes a corpse’s mouth to obtain the golden tooth,

Anather form of deterioration is the mindless acceptance that whatever is, is vight.
Toglio submits himsell entirely to the discipline of the Army and keenly obeys all
orders; when he starts doubting whether they are right or not, he blames himself for
wrong reasoning. He is sure that the system and the way it functions are proper, Being
strongly convinced that one cannot be independent in the Army because it would
bring about total anarchy and spoil the efMiciency of the campaign, he blindly acepts
all its rules, He condemns Red for the lack of subordination:

Red wirs a pretty good guy, but loo independent, Where would you be if averybody was like him? You'd
get nowhere. It took co-operation in everything. Somathing like this invasion was planned down (o a
timetable, You couldn™ run trains if the engineer took off when he felt like i, (ND:26)

Toglio does not question anything and admires his Fascist General, He is proud of the
perserverance and vigour of American soldiers. He thinks it necessary to aceept the
position of a small part of the machinery since he assumes that in its general
functioning there must be purpose and logic even though he himself is unable to intuit
them,

In Orwell’s sociely people deteriorate in a similar way, The system of values and
beliefs is engraved deeply upon their minds, The brainwashed, like Parsons or
Katherine, unquestioningly accept the doctrine because they have irreversibly lost
their critical sense, Parsons obeys all orders and willingly Tulfils his duties. He is “one
of those complety unquestioning, devoted drudges on whom, mare even than on the
Thought Police, the stability of the Parly depended” (NLI: 21), When he is arrested
for shouting disloyal words in his sleep, he pleas guilty and regrets his crime for, inhis

opinion, the Party would not arrest an innocent man, He tries to explain himself 1o
Winston:

They'll know my record, won't they? You know what kind of chap | was. Not u bad chap in my way, Not
b!"liny. of course, but keen, 1 irled 1o do my best for the Party, didn’t 17(...] A chap like me eould make
hirnsell pretty useful in a labour-comp, (NHI: 1BT)

Moreover, he is grateful to his daughter for instantancously giving him away and
believes himself to be still useful for the Party. Parsons is the most regrettable example
of a mentally deteriorated and brainwashed character devoid of individuality, His
intellectual and emotional degradation are most horrifying, Katherine, Winston's
ex-wife, seems to reveal similar attitudes to Parsons'. As Winston puts it she had:
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without exception e most stupid, vulgar, empty mind that he had ever encountered, She had noda thought
in her head that was not a stlogan, and there was ne imbecility, shsolurely none that she wis not capable of
swallowing if the Party handed it oul 10 her. (NEF:57)

Unfortunatelly, even Winston is morally degenerated by his hatred of the system and
promises, if called upon by the Bratherhood, to murder, “to cheat, to forge, lo
blackmail, to corrupt the minds of children, to distribute habit-forming drugs, to
encourage prostitution, to disseminate venereal diseases [...] to throw sulphuric acid
in a child’s face® (NEF:140), This moral collapse of Winston proves that it is
impossible to remain morally inviolate at the hands of a state which itself negleets and
violates all human rights. : :

The organization of the Army is often approved of, especially by thuﬂal in
command, Sergeant Croft enjoys his leadership and power over the platoon: “Leading
the men was a responsibility he craved: he felt powerful and certain at such momcms_"
(ND:26). For him the hatred of soldiers is an inevitable and natural mml}my oi: his
command, He terrorizes his men and forces them to struggle through the jungle ina
sinister reconaissance;

They were afraid of Croft and this fear had become greater as they grew more exhansied, by now they walted
flor 1l voice, plunged themselves forward o few additional yards each time he Micked them with a command.
A numb andstrleken apprebension hud seitled over them, an unvolced and almost Berttismlesy tereorof Him.

(ND:$12)

The men in Croft’s platoon, who suffer torments as they strug;lc !hfough swamp u_nd
jungle on Cummings’ orders, are human masses who laek the individual or collective
will to resist being propelled to unnihilation (Brandy : 48). Croftis no Ln:cllcc:un_l but a
man of practical ability, having no sophisticated theories about the Army; but like his
General he dislikes all those who do not devote themselves to the power struggle.

General Cummings, ‘the brain’ commanding troops at Anapopei df:ctiymes tiimueff
both emotionally and intellectually to the 'power morality’. His belief is that man's
primary drive is toward the achievement of power over other men; as a result his
relutions with other men are governed by the power principle, He explains itto Henrn
as an obvious law:

The fnct that vou're holding the gun and the other man is not is no accident, It's a product of everything
you've achieved, it assumes that if you're .., you're awire enough, you have the gun when you need It

(ND:6T)

He is of the opinion that “man's deepest urge s omnipotence” {]‘:I[?:ZSS] and
recognizes the undefined and mighty hunger in himself as the “largest vision that has
ever entered his soul”, General Cummings is captured by a vision of power. He
emerges as a natural hero possessing a magnitude and grandeur that other characters
lack. He has an ability to envisage and foster what lics ahead which fills him with a
sense of omnisclence and allinnce with fate. He tells Hearn: “You know, if there 18 8
God, Robert, he's just like me” (ND: 145). He is a self-created prophet of a new
totalitarianism who issues commands in the name of his faith in order and authorily.
General Cummings makes no pretence about himself and the cgrnmnnd:m, as he
believes that those who hold sway do so not by accident, but as their reward for being
more efficient. Neither does he think it necessary to hide the corruption of those on the
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top. For Cummings it is natural that they have no morality and that all they do is
fraudulent. When he makes it clear to Hearn, he EHAEH

.Yﬂ“ chan't begin o Jmngiu:_hﬂw effective the Big Lic is, Your average man never dures suspect that the men
in pawer have all the nasty impulses he has, except they're maore effcctive about carrying them out. Beswudes,
there's never u man who can swear 1o his own innocence, We're all guilty, that's the truth, (NIX: 247)

Guncrall{:mmnings constructs theories of historical processes. The twentieth
century is, in his opinion, a new era "waiting for the renaissance of real power*
(ND:69). He claims that since men are not equal it makes no sense to bother oneself
with d::mucr:uic ideas; democracy is inefficient and slows down social propress,
Cummings admires Hitler and hopes that America will realize the German Myth:

The concept of fnscim [...] merely started in the wrong country, in a country which did not have enough
intrinsic Fore.nlml power to develop complety [...] But the dream, the concept was sound enough ..
Amcrm-. 18 going to absorb it dream, it in the business of doing it now [ | When you've created power
materinls, armies, they don't wither of their own aceord. Cur vicuum as o nation is filled with n:lruen.*:
power, and I ean tell you that we're out of the backwaters of history now, (ND:254)

According to his theories the society of the future will be similar to the Army in as
much as it will also be a hierarchy based on power, suppressing individuals and
dcpnvlmg them of their human rights. He states it most clearly when he says: “the only
rm::raamln:.r of the future is a power morality, and a man who cannot find his adjustement
to it is d:?nmcd" (ND:255). For him the Army and war offer a valuable t-::stihg ground
for training people to live in a new society, The only possible line of its development
can be expressed through *Brian's metaphor of “a boot stamping on a human face”,
Mailer's warning about the impending Fuscism does not rest only on Croft or
Cummings with his intellectual commitment to this doctrine. It gains force from
Gallag_hcr. Brown and Wilson who compensate their frustrations and lack of success
by their hatred and oppression of minority groups (Brandy:45),

G:'Brinn i8 a character comparable to General Cummings, In Orwell's novel
O'Brian being the only Inner Party member — and a fanatical one at that — represents
lhnrl.el who hold sway. He is totally devoted to the system since it puls him in the
pasition of power, He s preoccupied with torturing the minds and spirits of the
victims and feels the necessity of making every human being servile to the idea of the
state, He ilcnrown all the mischief of the Party — its ternfying methods for capturing
mjd terronzing people. In cold blood he explains that the sociaty of Nineteen Eighi -
~Four has been called into existance only in order to satisfy its leaders and 1o dcliv;:r
them a target to be persecuted:

The Party seeks power entirely for its own ke, We are notinterested in the good of others; wo are interesied
solely in power, Nol wealth or luxury or long life or happines: only pure power [, | The abjeet of
persecutlon b persecution. The ubject of torture is torlure (NEF: 211/212) [...] Power is in inﬂwllr:g pain

l“ﬂ = FOWE it ill“ T Ilﬂdi ey o i
n"d “ulll Lion F W II' (L] lt:ﬂl i im to o and I'Il.l“ll'lg ‘II:III l‘-l.lﬂﬁllﬂ AR i new “'Ipﬁ‘

U'B_rinn. identifying himself with violence and compulsion, is a worshipper of power
for its own sake, Like Cummings, he is an apostle of totalitarianism and belicves that
ll;e wurlf.ior the future will rely “on endless pressing, pressing, pressing upon the nerve
;: power” (N E',_F 1215). He s given God — like (qualities during the torture scenes when

e becomes Winston's destro ver and saviour at the same time. Winston hates him for
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the pain but also realizes that only O'Brian can remove all life’s complications.
O'Brian has an insight inte Winston's mind and can guess what his vietim is thinking
about. O'Brian succeeds in crushing Winston's resistance and replaces it with absolute
faith. Thus O'Brain rises to the rank of God as he has acquired power and assumes the
role of inguisitor whose task is to purify Winston’s mind. Also through his
membership in the Inner Party, whose mind is collective and immortal, he himself
gains immortality and omnipotence. O'Brian is, like General Cummings, an
embodiment of the power principle. But O'Brian’s moral degeneration is much
deeper. He 15 an unserupulously eynical, totally unprincipled man who even does not
care to pretend that he acts according to any ideology.

What was but a vision for Cummings constitutes an everyday reality in Nineteen
Eighty-Four — a state which physically, intellectually and emotionally enslaves its
subjects, a state in which people live in a mood ol apocalyptic horror, Since the society
invented by Orwell has many attributes of Mailer's military system, one is tempted to
read Nineteen Eighty-Four as a realization of Cummings' prophecy carried to the
extieme,

Though a comparison of Mailer's and Orwell's novels may strike one as surprising,
we have tried to show that the two visions reveal strong resemblances in the
organization, functioning, underlying principles of the systems they present and their
effects upon individuals. The military patterns of the Army have been developed in
Orwell's society 1o monstrous dimensions and applied to the wielding of power over
the masses. Thus Nineteen Eighty-Four and The Naked and the Dead arrive by different
means at a similar concern: both warn against incipient totalitarism, Though they
emerge from different traditions, use different materials and generic forms, they both
perceive totalitarism as one of the greatest dangers of the twenticth century,

In this sense, and in sense only, can Mailer's and Orwell’s works be said to have a
lot in common, as we hope the present paper has revealed. Regardiess of the novels'
other concerns, we found this connection much too important to be ignored.
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THE NOVELLA — A REVIEW OF
SOME RECENT MODERN CRITICAL APPROACHES

The discussion of the sub-genre novella involves a whole variety of theories,
approaches and frequent confusions as to the texts which deserve this name. It was
only recently, due to the works of Mary Doyle Springer and Judith Leibowitz that the
Italian term novella has been introduced more consistently into English critical
vocabulary. In order to relate the actual state of the novella theory and criticism it is
indispensable to mention the various tracks they follow.

The simplest and the most straightforward seems to be the discussion of the
Renaissance novella of Italy, France, Spain and England. Confusion arises, however,
when the historical development of the form is described. The original story evolved
gradually into the romance, the novel, shrank again into the shore story length and the
short novel — the latter frequently called the movella. In this case, apart from the
anatomy of the Boccaccian novella, it is necessary to give a very factual account of the
whole evolution and 1o point out certain generic similaritics — if possible — at the
various stages of the transformation. Genre theory is not easy and critics who choose
this approach have to face twofold difficultics — extensive chronology and multi-
-national literatures. Furthermore, findings along these lines of research do not always
sound convineing. Tt starts where it should — at the point when the nevella originated,
but unless a good “key" theory (Formalism for example) of the generic evolution is
offered, it will never explain the affinity between the Boccaccian tale and the modern
novelfa,

Connected with the evolution is another trend in the discussion — the outraging
battle over terminology, always hoped to be solved for good. This refers particularly
to English which is the handicapped language where the distinction between the novel
and its shorter version was lost al some stage. When more precision was required in
criticism, the gap was filled with the outlandish Novelle, nouvelle, novella; or the
clumsy but native short novel, long short story, even the somewhat flippant noveletie.
This does not mean a mere battle of words us solid knowledge of all the related genres
is required belore any of the terms is dismissed or chosen.
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A chapter of their own have the German Novellenthearicn, They are based almost
exclusively on German literature and criticism, both quite iseparable in this
particular case since Novellen were written to illustrate the existing theory, and the
theory changed and expanded when any newer nonconf orming Nevellen were written.
The German theory is traditionally said to have begun with Geothe's words: “was
ist eine Novelle anders als eine sich ereignete unerhdrie Begebenheit.” (What is a
Novelle but an unprecedented happening that has actually occurred), and continued
all throughout the 19 th century and remarkable Novellen were wrilten in the 20 th
century. The German Novelle is an ethnic variety but the forms or treating itas a mere
expansion of the short story or a condensed version of the novel.

It 15 impossible, within a single article, to review the mass of diversificd novella
criticism, It is not very wise, cither, ta concentrate on individual novellas since all the
analyses would be too selective and fragmentary for definite conclusions. The best/
purpose this paper can serve is a short review of modern novella criticism. The chosen
theories differ considerably in their approach to the genre: typology, composition and
structure, related techniques, theme, aesthetic effects, evolution of the form, Thus, the
presentation should be treated as a mere introduction to the study of the novella,

I, A REVIEW OF TERMS

The necessary starting point should be terminology everso awkward in English
criticism. The Italians have their novella, the Spanish — novela {designating the
shorter Cervantesque exemplary stories and later also the full-length novel), the
French — nouvelle, and the Germans — Novelle, In England it is necessary to start
with the term novel, its origins and the newer generic concept related to it. A most
interesting account is given by Gerald Gillespie in an article WMNovella, Nouvelle,
Novelle, Short Novel? — A review of Terms" (Neaphilologus, vol. 51, 1967:117-127,
225-230). There did exist the term romance covering the “voluminous narrations about
the trials and travails of aristocratic personages, about noble ventures, about courtly
civilization, whether idealized, dressed in fictive robes, or set in past history, legend or
exotic remote lands” (1967 : 117), Novel (stressed novél) upto the 16 th century theories
were 50 strongly voiced and the Novellen themselves so popular that they managed 1o
cause encugh havoe all over Europe.

Finally, there is that type of criticism which deals with the multifarious texts that
are nowadays anthologized as the modern novellas or short novels, ~Modern®, in this
context, means works written after the rise of the short story theory, well after the
novel had been established as a literary genre, Itisa neglected area in criticism, There
does exist a stock repertoire of titles acknowledged by the general consent of the critics
(and more often than not by that of the editors and publishers) to be novellas, but now
and again a difference of opinion arises. Critics who choose to study the movedla havea
great freedom of approach. There are certain attempis at classification of the novellas
based on the technique, structure, theme. The texis of the novellas are used in analyses
Wwhich illustrate some more general methodologies, The intermediate position of the
novella (between the novel and the short story) provokes more and more frequently
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various genre considérations — the relations between 1!.-.'J,rin:ms prose na rrali}dlr:s:
romance — novella — novel — short story, as well as the lyrical and dramatic qualities
of the long tales. . :

Novella-length works are becoming more and more popular with the writers and
the publishers, Judging by the Vietorian three-volume standards, most ol'!he maodern
navels would appear very short indeed, It i surprising 1o sr_:a lmu.-: little has in fact been

written about this sub-genre which quite justifiably is gaining its autonomy.

Anyone wishing to study the novella has to decide at the very outset at which end to
start — tracing the whole histary or analyzing modern texi;. Insufficient knowledge
may cause hasty conclusions — either an automatic comparison of the muda:m novella
with obsolete forms in English (parallel 1o Italian and Frencrll}cuhcr something new (a
noun, or a piece of news (in singular), or news or tidingls {ula plural), When the nccd
arose, again by analogy to other languages, the third application emerged between t'he
16 th and the I8 th century — literary, used chiefly in plural, for tales or short stories
contained in such works as Decameron, Heptameron, Gillespic thus describes the new
literary concept of the novel: : s i S

i i i h ranging from anecdotes Lo lales; and U s
in “:mﬁtﬂ::lﬁ;ﬁf;ﬁ‘ ffl:l;iflilimp:nm narrative or tale of good length with characters and
actions representative of the real life of past or present times, (19671 118)

The contrast between the romance and the novel for the English spaakiqg was
obvious both in content and form. Most confusion arises, in fact, t'mlm the mobility of
those very terms in various languages, Ramanf:cl. in Fren ch,l !tah:ln and Gclrm an
always denoted long narratives consistently surviving 'Lhc transition from chivalrie tz
modern. In Spain and England the shift in the subject-matter of_ romafn&lcngt
narratives caused the change of name into novel — the 1un3. “domcsucutcdr m}rratwc
in prose appropriated the name of the narrative of inlcrr_nf;dmr.c length leaving it cEthF,r
without an adequate label or causing awkward repetitions. The term mma_.nlrca.‘ in
English, remained where it originally belonged to. This is !h:t Fcrrfunnlngylavauablu. Lo
the Romantics at the beginning of the 19 th century (the division into w.:rucﬂ_! c“.'“mf;f
in the provided table follows the increasing length of the narratives indicated;
Gillespie 1967:122):

ENGLISH {hijsiory tule s : novel
SPANISH historia CLEnLY noveln (archaic) noveln
ITALIAN storia FaCCOnto novella FOMANED
FRENCH histoine conle nouvelle roman
GERMAN Cieechiclhie Eredhlung Movells Roman

The vacum in English accounts for the varicty of terminological preferences
of the modern English and American critics '_. : e i

Theoreticians of the lalian and German historical varieties use the origina lL ?
novella and Novella respectively, The argument begins when the more recent works o

| The Polish reader will remember here the equivalent terms i.n_ his language: « hi;ﬁmﬁ“ i,::;r&]:
Loposwindanic” (tale), powlefd® (novel) and Lopowlesé” (the intermediate form between the tale a

novel) — the term that is gaining popularity recently in respect to the novella-like narrative.
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intermediate length are being considered. Clements and Gibaldi, the authors of the
book Aratemy of the Novella suggest according to their own interest in the
Renaissance form:

A possible way out of the cnitical ddemma — and one that combines the histonical with the normative
approach — = 10 adopt (at least for crivcism in English) the following set of terms: novella for the
Renalssance form; “Novelle” Tor the Romantic and post-remantic trediion of German short Gietion, and
“movelette” or “sharl novel® for modern warks of intermediate length (retaining “novel®, of course. for the
full length work of ficsion). Such a scheme seems both conceptually and ctymologically satsfying, for it
implics a centain kinghip yel retaing the basic litgrary distinctions that exist belween these related yet divers
forms of fiction, (Clements, Gibaldi [977:27)

Bayrad Quincey Morgan also uses the term “novelette” referring to prose
narratives in their length between the shortstory (his spelling) and the novel, but he
includes also the German “Novelle" under the same heading since length is the main
distinctive feature (“The Novelette as a Literary Form", Sympesfum, vol. 1,
1946/47 : 34-39),

The “short novel” is used by Howard Nemerov (“Composition and Fate in the
Short Novel”, Graduare Journal, vol. 5, 1963:375-391). Harry Steinhauer uses the
“short novel” interchangeably with the “novella® and he mzakes no relevant
distinctions between the two. He mentions an interesting tendency in German
criticism — a new term “Kurzroman® has been recently coined to distinguish between
their own “Novellen” and the long tales written today (“Towards a Definition of the
Novella”, Seminar, vol, 6, 1970: 154-174).

However, there is a markedly growing popularity of the [talian "novella®, The
choice seems to be a matter of convention — as long as one states what is meant in each
particular case by the novella there should be no confusion. Judith Leibowitz analyses
ils narrative purpose (Narrative Purpose of the Nevella, 1974), showing an open dislike
for the “short novel” which is “an unfortunate confusion beeause the short novel is the
short version of the novel genre of ficton, whereas the novella is a different literary
form, coinciding oceasionally only in length with the short novel”, (1974:9),
“MNovella® is finally selected by Gerald Gillespie, by Marvin Felheim (“Recent
Anthologies of the Novelle®, Genre, vol. 2, 1969:21-27). Mary Doyle Springer
classifies the forms of the modern novella (Forms of the Modern Novella, 1975). Charles
E. May’s essay in the Critical Survey of Long Fretfon (1983) 1s entitled “The Novella™.
Finally, Robert Scholes devotes chapter L1 in Elements of Fiction. An Anthology (1981)
to “The Modern Novella™ where he writes:

The novella i o difficult literary form, Unlike the shoct story, it s not Hmiled by congenteation an o
cruginl moment in people's lives or the achievement of o single effect, [t attempts to do, in fuct, what the full
seale novel does, to give vs the pattern and movement of a whole life — but without nsing the scope of the
full scale novel to document and illustrate that life. To be rich znd full and satisfying as a novel, but zs tightly
constructed and efficlent as a short story — that is the novela®s goal®. (Schales, 1981:791)

! Rober Scholes's definition draws on the analogy with the novel. Definitions of the genre based on
ke full seale novel distinetions were populir in the S0°% with sueh eritics as Mark Schorer, Steven Mareus
and Olga Scherer-Virsky. They preferred the term nowvelle (taken after Henry James's own preference),
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1l. DEFINING THE LENGTH OF THE NOVELLA

Critics involved in the study of the moders novella inevitably plunge into the area
between the short siory and the movel. As it is, the most obvious criterion for
differentiating between the various forms of prose fiction is their length. It is debatable
how useful it proves in the definition but at least it seems 10 be the (nearly) exclusive
property of the genre which it claims to distinguish, for obviously “all novels are
longer than novellas, which arc longer than shorl stories, which are longer than
anecdotes” (Steinhaver, 1970:171).

Proved empirically, Mary Doyle Springer says, the count of words in any
representative anthology of novellas will attest 10 a common length between 15000-
50000 words, The same number re-appears in the Introduction to The Madern Short
Novel (1965) where William Wasserstorm writes that it is a very gross measure, though
Jcritics observe that its (novella’s) size is ample enough to acguire some of the
intricacy (of plot and action, of language and theme) appropriate to novels.
Simultaneously, it is compressed enough to maintain the unity (of offect, of tone and
mood, of character) customary in short stories” (1965:v, vi), Bayard Quincy Morgan
defines length in the number of pages — more than ten, less than a hundred, and
concentrates rather on the reading time and the possible interruptions of the perusal
{he particularly detests meals) which are liable to ruin the overall effect of the story.

Length on its own, however, determines very little, but it conditions two very
important aspects of the genre:

1. the technigue, the treatment of material which depends on the space that the
author commands — the longer novels can do in a greater detail what the shorter
forms must do through abstraction or suggestion or fragmentarily. In more words
more can be said,

2. the formal purpose of the work (whether it is to be a satire, an apologue, an
action etc.) — different formal functions are best achieved at certain lengths — “the
author restrained by some length will tend to restrict himself 1o certain kinds of formal
purposes which can be most effectively realized by that length® (Springer, 1975:10).

Length and the organisation of the text resull in what is called the “aesthetic sirc”
and the idea is extended over all works of art (Jessup B.E. “Aesthetic Size” in Journal
of Aesthetics and Art Criticism, vol. 9, 1951:31-38). The notion combines the
correlation between the literal size of a work of art (leng novel, short story) and its
comparative worth (which is the critic’s very task to evaluate). In other words
“aesthetic size" means the connection between quantitative and qualitative degree in
the work of art (Jessup, 1951:31). A further distinction is of the two modes of
*aesthetic size™ — “extensive acsthetic size” and intensive aesthetic size”. The quality
of a work of art can roughly be understood as the structural development and
exploitation of the material which are commensurate with its size. Obviously, the
larger literally 2 work of art is, the more possibilities there are for structural
development and exploitation: *It is possible to do more with narrative art in a novel
than in a short story; it is possible to elaborate a theme in a symphony in a detail which
cannot be done in a sonatina. In general, increased opportunities for development of
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structure is an objective consequence of size® (Jessup, 1951 1 33). Size supports then
structural development, and il this structural development is achieved through
expansion of size the result is the extensive mode. That does not mean that small works
of art cannot overcome the disadvantage of size, that a miniature cannot acsthetically
equal a huge landscape painting or a good novelia will always be inferior 1o a medioere
novel, This disadvantage of size 4 overcome by greater internal development in the
intensive aesthetic mode. Referring all those ideas to the Navella it might be said that by
the intensive treatment of the narrative art (hence all the technical considerations) the
reader’s acsthetic experience of the text needn’t be any poorer than when reading a
novel. The notion of the “aesthetic size" implies that size and structure are not
independent variables. If size changes, structure too must change if the work is 1o
retain its acsthetic value, This would exclude from this discussion such considerations
as pruning the novel somewhere half-way through to produce a “shapely nouvelle" or
extending the novella into the length of a novel.

11l ACHIEVING THE AESTHETIC EFFECT THROUGH TECHNIQUE

Technical considerations are the primary subject of Judith Leibowitz’s book
Narrative Purpose in the Novella (1974). Genre distinctions have been f requently based
on the techniques historically associated with each genre, or with the subjects
dominating them. As practice shows there are themes exclusive of particular genres,
Just as the same techniques are used b y the novelists, the authors of the short stories or
the Novella writers. Instead, Robert Scholes argues in the article "Towards a Poetics of
Fiction. (4) An Approach Through Genre® (Novel, vol. 11, 1969:101-11 1) the
difference lies in the purpose for which certain techniques have been used, In other
words, there do exist certain techniques which statistically occur more frequently in
the novellas than elsewhere (hence they are repeated in all the normative definitions)
but this is not an imposition on the author, Their recurrence is conditioned by the
novellas® common aesthetic goal, or narvative purpoge which is best achieved through
those very techniques. From that moment Leibowitz's procedure is quite
straightforward — first the novella's effect is anal ysed, and then the techniques which
serve it best are isolated, Textual analyses of modern texts support and illustrale the
initial premises,

What is then the ultimate “aesthetic goal® of the modern novella which governs its
composition? Again we come back to the problem of dntensity and exeensity,
Leibowitz defines it as “the double effect of intensity and expansion” (1974 16),
Intensity results out of the concentration on a closely associated cluster of themes, on
the same material, while in the novel the central focus shifts, All the motifs ultimately
refer to the same subject but since the implications of ench motif are suggested and nol
explicitly developed, the "cope of the narrative expands. , This outward expansion
from a limited focus is the effect of the typical plot construction of the novella”
(1974:16). Two major techningues, a parat from minor devices such as manipulation

with chronology ete., are isolated — the theme-complex and the repetitive structure —
both operating to compress the material while at the same time expand its
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implications. The theme-complex refers to the already described treatment of the
subject. The repetitive structure enables the author to re:ﬁork or redev::]ﬂpr themes an_d
situations he has already developed. Repetition occurs in multiple narrative lzvfla. in
recurrent images and symbols, in parallel moral attitudes [!9?4 :39), Thc funcuurn_uf
repetition 18 intensification and not progresgim}. Contrar1w|§=, the chlef_nun_'a'tlve
purpose of the novel would be the progress ut‘actmln — the motifs are orgamwd‘mtc! a
continuous plot. In the short story a specific point is made without expanding its
implications. This is a matter for debate, however, as Arlen J. Hansen rerr:t_arks:
“I'hese technigques and this end may belong to the novella, .hl!l surely not exclusively.
One can find the same qualitics and effect in almost any artistic short r:iory or, for that
matter, in a highly focused novel like Mrs Dalloway” (*Blest Novellas®, Novel, vol, 10,

6:95), \
Iﬂ()ne Jaf the examples chosen to illustrate the theory is Henry James's "The Bem_:h of
Desolation® (written 1909-1910). 1t is a novella of about 18000 words and a relatively
simple plot. Herbert Dodd, the protagonist, was engaged to Kate Cook, .b".t he broke
the engagement after meeting Nan who seemed much_ more refined. His judgement
proved altogether wrong during their life together. Staying in Cornwall, years lah::._ he
meets Kate Cook who seems now a woman of character and a real lady. The meeting
inspires memories which constitute the first part of the story — Herbert Dodd ﬂ:-llve:_
in his mind all his past, repeats his own judgements. The story, up to the moment o
confrontation with Kate, is internalized, re-acted in Dodd's consciounsess and thus
limited to his view only, Confrontation with Kate is a revelation for Dodﬁl. From that
moment the technique changes — it is more dramatic == the same story is told over
again, but from a different, more objective angle. Kniells allowed to explain her own
behaviour and Herbert must re-evaluate his previous ideas. ‘

This is the essence of the novella's repetitive structure which “permits a pattern of
exposition, complication like that of the story (it rufa.l-rs to Dodd's story), followed h};ln
re-cxamination, in different terms, of the same situation® (1974:79). The nove ;
though, is not made merely out of two stories in a sequence — m:e two are combmel
into a higher compositional structure increasing the ove rali_mt:lnsﬁy. The first story Ln
Dodd’s consciousness is brought up to the point of resolution in parttlll of Ehn work,
which ar the same time functions as a revelation for him (the turning point in the
overall narrative), and then the whole story serves as an exposition to the re;-
-examination, now in dramatic terms thus lessening the reader’s and the hero’s
ironic di ncy,

Imn’ﬁ: I:’:::Hp:a:fnpn’ux in the ,Bench of Desolation” is realized ’gy miking all the
motifs of the story (Dodd — Kate breaking up; Dodd — Nan marriage; K_at: — l:\lan
contrast; Dodd — Kate reunion) converge towards the same subject of mluswnocwed
vulgarity and refinement, Though there is a relative lack of progression in the story,
the theme has extensive implications: .

i the same subject, which is in itself of small compass, James is able 1o
dﬂ"l‘.‘:::tnh:!il::: :‘l?:!!i:zlr::::n?illnm!nuc the I::l.ure of productive ml‘f:rln:b‘}'snmmon lf;ﬂm;mr;“
with wasteful saffering, or desolation, This is not just the slory of misunderstinding correated, but the

development of all the themes closely connected with it, representations of all the important aspects of the
idea, as well aé quick skelches of its secondary aspocts, (1974: 57)
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James, as an author in general, isa very fortunate choice for the exemplification of
the theory, since his manipulations with the point of view inevitably result in
repetitions and “hair splitting” analvses of the themes,

IV. AN ATTEMPT AT CLASSIFICATION OF THE FORMS OF THE NOFELLA

The formal functions which the novella-length narratives can serve best, their
classification and technical description are analysed in Mary Doyle Springer's book
Lorms of the Modern Novella, Springer refers to Sheldon Sacks’s theory of the basic
informing principles of narrative: apologue, action and satire.

The distinction of formal functions or of

literary creations, argues Sacks in “Golden Birds and Dying Generations™ ([in:]
Comparative Literature Studies, vol, 6, 1969 :274-29 1) provides a frame of reference”,
hypothetical concepts which can be employed in comparative investigation. As an
apologue he describes the narratives where:

L) eharnelers are ropresented in complex relationships in & narrative manner and choice of style
designed to alter our attitudes toward or opinions of the world we live in. The attitudes themselves are
formulable critically as statements about the external world, though the aesthetic respone required fully 1o
appreciite the apologue need not go beyond an altered Jfeeling — a sentiment — about the external world,
To put this less acourately but fur more simply: in an apologue all elements of the work are synthesized ps

fictlonal example that causes us to feel, 1o experience us true, some formulable statement of statements
about the universe”, (1969: 276-277)

general principles common to the unique

Springer distinguishes two forms of the navella based on the apadaiue priveiple —
the apologue and the example apologue providing a compendium of technical devices
which are used to shape the narrative in those two cases,

The apologue contains a certain messige which is concealed behind the characters
and the plot, sparing the reader any outward preaching, though the authorial

commentary is more likely to be heard here than in the other forms. Characteristic of
apologues is the maintenance of a certain distance from the character by not naming
him or by using some generic epithel (eg. “our islander” in D.H, Lawrence's “The Man
Who Loved Islands"); by making them seem less than human or animal-like (Jill,
Henry in Lawrence's “The Fox"); reducing the characters Lo one or two dimensions —
“species characters”, The apologue’s universality is achieved through a special
treatment of time — the general statement is in fact timeless or, better, "lime [ree”. The
form asserts its universality also by exploiting myth and ritual (Joseph Conrad “Heart
of Darkness*). There is a relative plotlessness — the plot being substituted by a
chronological sequence of events, Repetition of words and images additionally
emphasises the message (Springer, 1975:39-51),
The example apolague reflects the 1e ndency towards increased realismin literature,
but its purpose is the same as previously — to express o general statement by depicting
realistically a selected example. Many of the technical devices of the “pure” apologue
will occur here as well, An example telling a unique story should be understood: , This
is always like this..." and an exam ple of how exactly it always is follows (1975: 55-56)
s in Stephen Crane's "Maggie, a Girl of the Streets”,

Why are apologues more amenable to brevity (hence the novella-length)? A
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somewhat vague justification s given: “We (at least we moderns) cm}nm sustain for
too long a controlling voice telling us what to Lhink"I{ 1975:52). Today's readet cannot
| i i imetic for too long.

accept the didactic dominate the mime 10 g

Aprrmm — the next gencral informing pnn-:llplc — concentrate on lhe Tellaﬂ{:lﬂb
between the characters that are tightly plotted in order to be resolved mt? m.lhw a
tragic, serious, or comic effect. The difference between the apologue and action is that
the in:plicil a; formulated message of the former refers to the world external to the
iterary creation while getions are: " N
lite ?ern whose shared informing principle was the internal *power ’.Whu_“. s!n.un:d aﬂlﬂt:zﬂ;: was
the t:ll-';'dli{ln of unique experience for the sake of the pm:hnh;:-.iui cffects |m;rhf:;: :oh: i:;:::.:iciﬂmr‘l;::
object [...]. In the represcnted action, the most intellectual t;.ﬂuf'h“;e mmi;E T::E:y e u: i

ing ethical comment, become integral parts of a whale wor . . :

r:pn;:;:::;:r:;n:};;tc: I.I'::meﬁ.led churscters, which finally, makes possible the appropriate experience.
(Sacks, 1969:277) ! .

Actions resolved tragically are distinguished as the degencrative ;rf;-gec_.*y J:‘?rm ﬂ{h:{
novella since the tragic effect in the novella is more Illkf-‘l y Lo be pathetic, simi jar o i
produced by the “degeneration plot® (Norman Friedman). In l!lc de;mm:f‘ wa.;:d;;
“the protagonist encounters a change, sometimes :;lrashc, sumenme}s ntur. —; :: :O.i i
a new situation, a loss, a temptation or test of his own sm:r}glh ol ¢ ;:;rai o o
succumbs gradually to some kind of unhappy ending” (Springer, 1973: ;

b i le.

mes"s famous Daisy Miller is an example.

h In the fragic actions the character dominates over the plot. A greater I.::lu::enuo;

between the two is kept in serious actions. In case of the no vella lh:USIc u:,t:m;; cnl,u

a single character and they are the most typical novella form. Within the whole scope
i ilable:

f fiction three types of serfous plots are aval ‘

i 1, gradual re{rclatiun to the reacer, by means of the represented events, of the
nist's character?, _
prmlag;m of learning — gradual change towards increased knowlege for the

wracter himsell, ) . : i
i 3. the improvement plot — the change in the character’s knowledge is predictiy

in bl : +129-132).

f improvement in his behaviour (1975 e
’ Ngvclla length allows best for the serfous plots of character rw:-:m:f:: r[:::f;‘?'![;e
“Bartleby the Scrivener) and the serions plots of Iflammg (D.H. La Wy
Virgin and the Gypsy”). The improvement plot is pmtprnblc for the novr:‘ gy
novella, maturity and improvement are not conclusively demonstrat
sugpested as in Conrad's “The Secret Sharer”. = e

gg?m.‘re appears in its usual meaning whereby all parts of "““. fiction ;:ohcr_r_l:om
purpose of ridiculing objects and phemomena in the Tr?rld nut"“;;;:cu:eo;:;ticularly
imi | i formal features w

ot limited to any genre or length it has some ; ! R
r;:lr:-pre«:i.t:u.u;r;l in the novella — the loose, episodic plot held together by H-SIEF,I:;:FL% :
e the satiric novellas of Kurt Vonnegut Slaughterhouse Five, Car's '

i ims Lo
! Springer classifies these ploty ufter Norman Fricdman, except for the plot No | which she glaims
have invented hersell (Springer, 1975:129-132)
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tighter plot, much closer to that of the actions, as in Henry James's “The Death of the
Lion™* The satires of a novella length (those “relatively” plotied in particular) are,
Springer believes, more vivid, partly for the same reasons as in the case of the
apologues, i.e. they are brief enough not to bore the reader out,

V. THE NOVELLA AS METAPHOR AND METAFICTION —
EYOLUTION, COMPOSITION, GENERIC CONVENTIONS

There is a short article by Howard Nemerov *Compaosition and Fate in the Short
Novel® (Graduate Journal, vol. 5. 1963 :375-391) which anticipates the most recent
approaches to the novella. Nemerov's observations are repeated to some extent by
Springer in reference to the apalogue form and Leibowitz when she describes the effect
of extensity through intensity,

The mast striking elment shared by almost all the great pieces in this genre is thelr outright
m!wcnlrllmn upon traditional problems of philosophy, the boldness of their venture into gencrality, the
evidence they give of direct and profound moral concern, (Nemerov, 1963:381)

This feature of the novella (short novel) results in the composition of the works
where is the combination of action and the awareness that the novella is a parable. The
problem becomes central in the composition which is dramatized as the conflicts of
appearance and reality, freedom and necessity, madness and sanity — broadly
speaking the problem of identity (1963:382). Examples of such conflicts are to be
found in “The Secret Sharer*, “Heart of Darkness®, “Death in Venice®. Two very
important features of the genre result from it:

I the author's greater involvement in what he is doing, in his own art and the act
of creation itsell becomes the theme. So to speak, the artist, in the novella, is more
susceplible to lay bare the story’s own fictionality (1963 : 385),

2. the balance between the external and the internal relevance of the story.
External relevance means the temporal succession of events, while the internal
relevance is expressed through association, metaphor, symbol, and always comes
from the central conception (1963: 388).

Point 1 refers to the metafictional qualitics of the novella and point 2 to its
meta_phuric and symbolic character. The external-internal balance necessitates a very
cautious treatment of detail in the short novel, details have a twofold function in this
genre — they should be selected by probable abgervation (related 1o the events), and
be relevant for the inner problem which the story illustrates. The choice of detail
(probably it can be extended into the selection of narrative material), then s very
fateful and multiply-determined. This inner determination produces in the short
novels “not single detalis only but chains and clusters of iterative imagery ulso, such as
we usually identify with the poetry of Shakespeare; and sometimes, as in Un Coeur

—

* Clements and Gibaldi in The Anatomy of the Nevella remark: “its economy of form rendered the
genre (the Renaissance novelln) perfectly suited for briel glimpsey of and pungent comments on

santemporary socinl matters® (1977:92), Nuturally, the novella was already then o very powerlul vehicle of
fatire and this feature remained with it until today, ? i clo
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Simple, it is the elegant patterning and constatation of such groups of images which
alone, implicitly, supply the meaning or meanings [...]° (1963:390),

The novella’s metafictionality and metaphoric style are picked up by Charles E,
May in his essay “The Novella® ([in:] Critical Survey of Long Fictian, 1983:3213-3339)
which seems to be the most cumulative discussion of the novella tradition from the
Boceaceian tales up to the present times, largely on the basis of the Russian Formalism
theory. He discusses generic conventions within the genre, and finally, he offers some
fo the most intricate analyses of the texts,

The distinction between long and short narratives should be based not on the
physical size but on the two fundamentally different narrative styles:

l. the metonymic (Jakobson, Lodge) or .Homeric® (Auerbach) style charac-
teristic today of long narratives,

2. the metaphoric (Jakobson, Lodge) or “Hebraic" (Auerbach) style typical of
short narratives,

The “profane” metonymic style in which reality is defined in terms of what is
contextually foregrounded and externalized, based on the assumption that reality is
that which is external is typical of Realism. The metaphoric "sacred” style based on the
principle of substitution or similarity, assuming that true reality is accessible only
indirectly, underlies Romanticism and symbaolism,

To this stylistic distinction May applies B.M. Ejchenbaum’s theory that stages in
the evolution of a genre can be observed when a once serious or “high® genre
undergoes “degeneration”, resulting in a parodic or comic form.

In such g model, the two busic forms of fetion (short symbaolic and long realistic) depend on whether
the metaphoric or the metonymic devices are dominant, The shift of the dominant metaphoric pole 1o the

background while the metonymic is foregrounded would account for a shift in generic narrative Lypes.
Basically, the process of narrative is either one of the secularizing of the spicitual or the spiritualizing of the

profane, (May, 1983:3331)

The novelty and popularity of Boccaccio’s tales were due to the realistic, “profane”
style as a reaction against the “sacred” old forms of romance and aflegory, A further
displicement towards the profane and realistic takes place in the works of Cervantes.
In fact Cervantes played with both: the old romance and the new novella forms in Den
Quixote, conscious of the process of the secularization of the romance, Cervantes's
contribution, to posterity and to the new direction of the novella, was his discovery
that the character’s thought and psychology can be as interesting as the plot itself”.

The history from Cervantes to Goethe is primarily (but not exclusively)® the
realistic metonymic from wehich gradually expands into the novel, Romanticism
reverts towards the former romance, the sacred and the metaphoric, combining it with
the “realistic” mode. Within those two poles the three basic forms of narrative become

' The metaphoric and realistic altiernation of style s the main message of the boo The Real and the
Tdeal of the Novella of Traly, France and England, Four Centuries of Change inthe Boccacclan Tale by Yvonne

Roas {1968), She brings her study up to Cervantes und her -meuh is merely deseriptive,
+ One of the examplos of reverting towards the romance is the romantiea-rhetorioal romance, the

standard of the 17 th century polite fictlon (Canby, 1909: 139).



62

established — the novel, the novella, the short story, It was not a mistake when May
spoke of the two basic forms at the beginning, since he deseribes the novelia as a mixed
genre, leaning today more towards the metaphoric, the romance and the short story
than to the novel, although it shares elements of the novel’s metonymic method (May,
1983:3335).

The existing mass of novellay is a material evidence of the process of evolution, at
the same time the very process is recorded in the novellas. Cervantes has been already
mentioned. May puts il very strongly:

The navellu is often an acsthetic tour de force, that i, & work in which the forming conventions are as
important as, il not more important than, the content of the work itsell. (1983: 3234)

Goethe's Novelle is taken as a landmark — from that moment on the novella is
more symbolic, its primary concern is the duality of “reality” and “artifice”, as a
consequence ol which it concentrates on its own narrative structure, becoming the
most self-conscious of all the genres.

Metaphor and the narrative art are the key concepts in May's classification of the
generic conventions of the novella which derive from various preexisting types, The
Gothic and parable conventions come from the old romance and parable forms. The
narrative voice convention, where the point of view and the narrative voice have a
particular importance, derives perhaps from the old framework structure and the
existence of the story-teller. The stories of the Doppelginger (the double) are
essentially parabolic. The anatomy convention can be traced back to the contes
philosophiques of the 18 th century, Conventions of tragedy are owed to classical
drama, Fairy-tale and dream come from the 19 th century Marchen. Their counterpart
is the negative adventure convention which can be best described as the extraordinary
presentation of the ordinary and common (eg. Henry James's “The Deast in the
Jungle"). A class of their own constitute the contemporary novellas absorbed
essentially with their own fictionality (May, 1983:3255-3256).

An overview of titles and textual analyses leads to the conclusion that the
canventions are consciously used as a subject in themselves. The use of convention
helps to combine the two opposite tendencies — the realistic and the metaphoric. The
romance trappings of “The Castle of Otranto” or “The Turn of the Screw" substitute
the “as if* genuine external world, becoming the story's own reality. The happenings
at Bly belong to the world of romance in which the governess's imagination persists
and for her this is the no less true world,

In the narrative voice convention, so crucial for James and Conrad, the
background persona of the narrator, the story of the story-telling itself, come forward.
Marlow's report on Kuriz in the “Heart of Darkness* becomes the tale about the
difficulty of telling a tale.

“The double" convention, so frequent in the novella, exemplifics best the
reconciliation of the metaphoric and the realistic. This is what Nemerov called the
“issue of identity”, perceiving one’s double is an internal problem of an individual, the
knowledge of one’s self is only in the mind, But it can be presented realistically by

providing for the protagonist his physical counterpart (Dr Jekvil and My Hyde, The
Secret Sharer).

63

Conventions are not exclusive — a single novelle may embody several of them.
D1, Lawrence’s “The Fox®, for example, May analyses as a dream, but obviously the
March — Benford team, in the light of his own theory, fit the convention of “the
double” as well, both heroines being mutually complementary.

CONCLUSION

A whole range of current theories has been presented, giving, hopefully, a cross-
-section of modern novellg criticism. The aim was to show at least how this type of
narrative is talked about today, and what requirements it is frequently expected to
meet, Obviously, the novella has entered critical idiom for good.

All the theories have their individual merits which might prove most helpful in
textual analysis. However, the superficially varied statements can, in many cases, be
convenicntly generalized,

1. All critics distinguish the novelfa as a separate genre between the novel and the
short story. Its theme, style and structure are to a great degree determined by the
length.

El The “double effect of intensity and expansion”, Springer’s apologues, Neme-
rov's parables, May's parable and anatomy conventions all reflect a particular pre-
ference for general themes with broad implications, .

3, The central ,theme of identity, as distinguished by Nemerov, coincides with
Springer’s plots of learning and May’s ,the double” convention. These are, of course,
the specific ways of conveying the novella’s parabolic nature.

4. The theme and the condensation of the novella result in a specific discourse
drawing heavily on the metaphor and symbol, hence relationship with poetry.

5. Both technique and structure of the work contribute to its overall meaning
(repetitive structure, patterns of imagery, selection of details, metafictional elements
ete, ).

ii. Related to point 5, but particularly emphasised by all, is 1heel’f¢cti\re!reatmem
of the point of view, It sums up what Leibowitz defines as paraliel narrative levels,
Springer as the plat of revelation of the protagonist's character to the reader, and May
as the narrative voice,

7. Without exception (though perhaps not all that obviously) everyone, at some
stage or other, observes the novella's either structural or thematic similarity lo drmlna
{tragedy in particular), In Leibowitz's analysis it would be the very mtl.'l.miwre
concentration on a limited subject (characteristic of drama where the situation is
explored in its depth) and the very structure. In Springer's ciassiﬁclution a place of
their own have the tragic actions and the tragic convention of May’s is #_uppusud 10 I:'ne
based on classical drama. Nemerov, who writes about the very composition and fate in
the short novel, concludes: *I have tried to describe the short novel, [] not as a
compromise between novel and short story, but as something l'ike the 1dcn! and

primary form, suggestively allied in simplicity and even in length with the tragedies of
antiguity™ (1963:391).
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