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PREFACE

The book consizts of the discussions of the nine basic clements
that go into the making of a story, and the way inwhich such elements
razlate 1o each other and to the work as a whole. Each discussion is
iollowed by a story 10 be analyzed.

The imtention is w provide both a method of literary analysis and a
vseful crilical vocabulary that can be transfarred from one text o an-
other. Rightly pursued, such an approach will encourage students to
sharpen and clarily their responses to literature and cquip them to ar-
ticulate those responses.

The book also provides a glossary of the literary terms to ac-
quaint smdents with the meaning of terms used most roguentdy in lHer-
iy criticismm,

Thilisi State Universicy, 2005 Tamar Japaridze
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INTRODUCTION
READING AND STUDYING LITERATURE
WHY WE READ

O impulge o read lierature is a universal one, answering a nim-
ber of paychological needs that all of us share. Such necds may vary
greatly from individual windividual due o their dilforent stes, exped-
cnces and education, They also vary witdiin cachvof us; they shift and
alier as we change and row, Our reading tastes will also differ from
one day 1w the next, depending upon our comrent moods and imeilectual
and aesthelic needs, There is nothing paricularly unusual in sech a va-
riety of attinedes towards reading, forwe generally have a lot of differ-
enl purposes in it. Four of these - that can exist independenthby or simul-
taneously - are quite evident:

Reading for Escape

Many works of literature, classics as well as pulps, survive pre-
cisely because they wemporarly detach us [eom time and placs we live
i and transport us 1o some imaginary world, Although some peaple
remard sich a mative anti-intellectual, the Fact remaing that Heratore
flourishes, in part at least, beeause of he escape it suggestis aur imag-
inaton,

Reading to Learn

Literature offers the reader “knowledze” in the form of infarma
ton. When you think ahout it, there is scarcely o story, a posm or a
play that does not offer us some new picee of Informaton atbresed-
ens our knowledee of the world. This sorcof information is all the more
ihscinating. beoause it is part of the author™s skillfully re-created worlil,
Most often literature read in this way serves as a ‘social document”
giving usinsight mio he laws, customs, institutions, attitades and v alees
of the time and place in which it was written orm which i = set.
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Reading to Confront Expericnec
~ Oneof the most ::U.mpf:]ling aspects of literature is its relationship
to human expericnee. We would be in great crror i€ we thought that
humun experience is gﬁil_ﬁ‘ﬁ 'on.l.}f through the personal expericnee of an
individual, forwe also gain it from various ather sources: from what we
—hearorsee around ws, from whobwe watch or feel daily, und, especial-
Ly from whar we read. Re’muW zagement and participa-
le‘ Itis. simulianzousl v, anact ofcl'mf' ication and discovery, Litera-
ture al lows is the chanoe (o overcome, us perm medium
can, the limititions of our own subgectivity and the limitatons imposed
by sex, age, social and economic conditions, and the times in which we
1y, LM'LCELEM:'S affer uz immediate nccess iﬂ_w_iiie_mﬂg_e of
human experienees we otherwise might never know.
7 The relationship between literalure and expericnce, huwever, is
highly reciprocal. Tustas lieratre allows us to broaden our awn hu-
—i-ﬁd.n ir CXpeienee, sU Wwoour own expericnes helps s wunderstand the
expeniences of the Qlli_ma sugpested by _lf&]_]t&_l‘illum It also guides,
predetermines or alters our literary tastes and needs.
_ Reading for Aesthetic Pleasure
We also read for the sheer aesthelic pleasure of observing good
craftsmanship. And il as the poet John Keets insisted, A thing ol beauty
__isajoy foraver”, then well-ordered and well-chosen words are ceitai rﬂy
one form of immaortality, Whatever its other uses, a poern, a play o
—novelisa mwwm a describable structure u.."Ld
style. Scnsible and expericnced readers will respond o unified stylistic
effiects, though they may not be initally conscious of what they arc respori-
ding to. or why. When that response is a positive one, we speak of our

 pleasure or delight. I we push our inguiry further and lry Lo analyze our
response, we begn to move in the direction of literary criticism and linguistic

research, i.e. scholarly approach to literary textand its mterpretation.

&



LITERARY CRITVICISM
(TEXT INTERPRETATION)

Literary criticisom. jn 18 broad sense, is nothing more or less than
antempt to raise and then answer certain basic questions like what
wals s anc frowe Tealso allows us wo form soome judeements about
the relative merits or quality of the work as a whole.

To move [rom this general constderation of the function of literary
critfcism tothe ways inwhich it can profitsbly be applicd w the study of
 given work of fiction, poetry, or drama, we have chosen an analytieal
appreach (vie, reat inferpretorion), This sort of approach attempts to
increase the understanding and appreciation of literature by infroducing
the lypical devices, [Tgures of speech, expressive means or other ele-
ments that comprise it Besides, this approach provides a critical vo-
cabulary —a setof zeperally agreed-upon definitions and terms that are
essential while discussing a waork intellizently, Withoust the appropoate
vocabulary we cannol organize our respenses o a wark or communi-
cate them o the others.

The elements of literature presented und discussed in three books
of the three major genres - fiction, poetry god drama — relate 10 one or
more of the genres. Although these elements have no particular arder
or importance — some are more significant in one work or genre than in
another —they do offera logical sequence for their exumination; a dis-
cussionaf fiction forexample, which is the main point of this
bonk, may hegin conveniently with those elements that create a fiction-
al story (plot, character, setting ), tollovwed by those that govern an
author’s inlerpretation and handiing of the story ( poine of view, thente,
avmbol, and allegory, as well as stvle and tone ),



WIHAT IS FICTION?

When we speak of ficrioen most of us are referring 1o the
M@w —the twa genres that have dominated Westermn
literary culture sinee the late L9 centory, Brogdly defined, howawver,
the word fiesion refers to any nareative, In prose of in verse, that is
whally orin part the product of the imagination. As such, plays and
narative poens (poerns Uit tel] a story) can be clessilied as iction, as
can folktules, pureblos, fables, legends, allesorios, salires and rormane-
ea-all of which contain certain fictional elements, When we talk about
[enion inris sense, then, waarenat bk e about Hebion as a penrs (the
short story and novel) butabout the way of reating subject malter; we
zra, that is, mzking a statement about the relaticnship hetween real life
and he life depicted m lterature,

The precise relationship between Getion and life has Deen debarecd
armeng erities and sathors sinee classical times. Such o distinction can
at times be troublesonie, as for example when we recopgnize that some
works we relier to as liction describe a real time and place, events and
people that historians can document as authentic, Most modem ceritics
agres, howevern, Uil fTedon &5 Anally 10 be tegarded as o stractral
ivitation of Iife and is not 1o be confused with a literal ranscription
af life itsalf,

Fiction organizes and refines the raw material of facts to
erpathize and clarify what is most significant in life. The world
of fictivn @5 a re-created world apart, a world of the possible or
the prabable, rather than the actual, It is poverned by ils own
rules end fnfernal complefemess.
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The writer of [ction, however, may deliberately choose not to
deal with the world of our everveday experience at all, His selectad
mumner of treatient may be svimbaolic or allegorical rather than realis-
lic: tha tone may he contic, or satiic, o ironic, rather than serious, The
writer of fiction, in shor, is frec to exercise remendous freedom in his
choice of subject matier and the ficlional elemeants sooas to achieve any
one ol a number of desired effects. Tn every instance, the writer s suc-
cess depends on how well be orshe has succeeded in wnifying the story
and controlling its fmpact.
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PLOT

Sometimes, in fact very often, baginners cannot essily draw the
distinction between story L and pler, or they merely confuse
these twoaspects of liction. On the following pages we'llattempl 1o
clistinguish between them invery simphe 1enms.

SETORY*Yersus PLOT

The American author and ciate B, M, Forster suggested w distin-
guishbetweensforyand g f ol by juxtaposing them with eacl othe,
“We can define sfory ™, e writes, “asa narrative ol events arranged in
thear time-sequrence. A plor is also o narrative of events, the emphasis
Falling oncausalily™.

Whal Forster preciscly means inhis remurk can easily be illustat-
ed with the following — when we, For instance, say: * The King died,
and then the Cuzen died *', iC's a story, hul when we say: * The King
cliadd and then the Oueen dicd of arief ™, s already a ploc. To putitall
into a met-shell, if the information abaue the Queen's death answers the
guaestion “And then™? — iUs rendered in 4 story, und i1 12 answers the
guestion “Why™?—iUs alrecady rendered inaplot, That is the funda:
mental difference belween these two aspects of Tiction, The thne-se-
quencein the plotis preserved, but Ui sense of cuusality overshzdows
it. We can gothe other way round and say: * The Queen died, noane

" The word “story” here is used (o denote Yeven!s” or happenings”, not
the cenre.

* E.M. Forster, Aspects af the Novel and Belared Writings (Wow Yoek: Has-
court Brace and Company, 1927}, pp. 130 131
I



Enew wiy, until itwas discovered that it was through arief at the death
al the King ™ This narative suggasts the similar plot, but with a mystery
mil, afarm capable of high davelopment.

Inthe examyples above, the momentthat grief is established as the
riolive for the death of the Queen, two merely coincidental events be-
come linked logether as cause and effect. Consequently, what once
WS Jusl A story — a direct, unedited rendering of facts - has been
rearranged and translatec into a potentially interesting and exciting plot.

Thus, the terin p I e g implies the controlling intelligence of
an aulhor, who has o mass of row Cacts and incidents gt his dis-
posal and arranges them suggesting their caosal relationship.
William Shakespeate, forinstance, scarcely ever invented stories — he
simply took the existing ones and reatranged them into wonderful plots,
thus ereating masterpicees of drama,

The Elements af Plor

When we refertothe pl o f ol o work ol [elon, we are relermug
o the dedfiberately arranged sequence of interrelated events tha
constitiie e basic narmative siochire of a novel or a short story. Fvents
ol any kind, of courze, inevitably involve people, and for this reason it
ia virteally nunpossible to discuss plot in iselation from character.
Character andd plot are, 10 [act, intimately and reciprocally relas-
ed, especially in modern fiction. Generally speaking, a fiterary cliar-
acter is nathing but the defermination of incident, and the fnci-
dent is nothing but the illustration of character. Conzequently,
the major function of plot can be defined as the representation
af chur_aﬁr; int action which, iniLs tum, can be intermal and psycho-
logical as well as external and physical,

[n order for a plot 1o begin, some Kind of catalysl is necessary, 1t
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will zenerate a sequence of events, provide direction to the plat, and
focus the reader's attention, Most plots originate in same signilican
cenflice The coullict may be cither externel, when the

“Brotagonisiialsore fmu.,d toas the hero or the focal characier)
s pilled wgainst some object outside himself, or inrernal, when the
igsue (o be resolved is the ane within the protagonist’s psyche or per-
somality. External conflict may reflecta basic opposition belween man
and nature (such as in Frnest Hemingway s “The Old Man and the
Sea’yor Between man and socialy {as in Richard Wrigh’s “The Man
Who Was Almosta Man"), It may also luke a lorm of an opposilion
between man and man (betweenproragondsiand theantag-
7 1 50 - is dan achversary), as for example in most Jetective
fiction. Intermal conilict, on the other hand, 1= confined 1o the protago-
nist. In this case, the opposition is betweaen two or more elements with-
in his awn character.

Mast plots, it shoold be noted, contain mwoee than one conflict. It
should be noted as well that the conlict ol @ swory may exist prios o the
formal initiation ol the plotisell Seme conflicts, inlbet, wre never made
explicit and must be inferred by the reader fromm what the characters
say o do as the plotunalolds (as 0 most patof Bmest Hemingway's
short stories). C e n 17 of, then, is the basic opposition, or ten-
sion, that sets the plot of a novel ar short story in molion; it
engages the reader, builds the suspense or mystery of the work,
and arvuses expectation lor the events that are (o follow.

The plotof the waditional shor slomy is aften builton fve distingt
stages orelements, that can be diagranuned as [ollows:



3. Lrisis

5. Heselution

. Exposktion {dénnument

Bueginning Mliddle End

In some novels this Dve-stage structure is repeated in many of the
individusl chapters.

EXTOSITION: A work of Nction, as a rule, descrnibes some sig-
nificant events o several-vear-long periods of the characters” lives; it
Nardly ever starts “ul the very beginning™, e, with the moment they are
barn, Thus, the readers always need some preliminary backaround
information, which will help them o easily “penateate” Into the chatae-
ters problems dl some particolar stage of Qeeir lives. This preliminary
information is gencrally provided in lhe beginning section of the plot,
viz. exposition. The exposition sets the scene, dates the action, 2stab-
lishes situation, or merely moulds the profitable mood in the reader. Tt
ay also inlroduce charscters and the conflict, or (the potential for e
conflict. The exposition may be accomplished in a single sentence or
paragraph, ar, in the case of some novel, cccupy an entire chapter ar
mere. Seme plots require mone exposition than others.

COMPLICATION: The complication {which is somelimes re-
ferred toasthe riving action)breaksthe existing equilibrium
and introduces the characters and the conflict (i they have not already
been intraduced by the exposiion). [t also activates the conflict through
some gvents or details that help to develop it gradually und intensely.

CRISTS: The crisis (also refereed to as the o (1 ma x) i that
moment at which the plot reaches its point of the greatest emectional
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intensity; it is the furning pointof'the ploy, dincctly precipitating itsreso-
Tuticn

FALLING ACTION: Once the crisis hus been reached. the
tension subsicles and the plot moves fowards its appainted conclusion.

RESOLUTION: The linal section of the plot is its resolution; it
records the oulcome of the conllict and eslublishes some new equiliboum
or stability. The resolution is elso relvrred toasthecone fusion
or o é nowe e nt the laderis a Fronch word meaning “unknolting”
or “unkying

Highly plotted works, such as detective novels and staties, which
contain distinct beginnings, middles, and ends, usually follow such con-
ventional plot developroent, Tn the case of Arthur Conan Dhoyle’s Sher-
1ok Holies stonies, for example, the expesiion is usually presented
by the faithful Dr. Watson:

e swavner night a few pranthy after my miarriage, § Was
seated by oy ovwn hearth smoking g lasr pipe and nodding over o
ravel, for my day’y work led Deen an exhalsting ave. My owife fiead
alveady pone upstairs and the seund of ehe locking of the door
some fime Pefore told me thar the servanes had also retived. 1 sud-
denly feard the clang of the bell . I opened the doar 5 my asion-
ishment, it was Sherlock Holaes who stood wponr my stap.

A, Warson', said fhe, ' hoped ehay T might not be ton late 10
carcl you'

_ Fram “The Crooked Mar™ (T893}

The conyplication comes aboul ulmost at once. The crime is re-
ported, and with Holmes's famous “come, Watsen, the game is afoot”,
the periad af risirg action and suspense begins, Holmes, of course, is
the lrero-protagonist, the villain is the aaragoniss. tor a time at least,

14



the: conflict orwill and intellect seem almost even, Once Holmes solves
mystery, the crizis has been reached, The suspense and tension drop
away, and the plot enters into the falfing action, which is davoted to
Holmes's detailed explanation of his methad of detection. The resoln-
tiont 15 short and belongs either to Watson or 1o Holmes:

YA ehots o the story of the Musgeave Ritnal, Waeson, They
have the crown down ar Harlstone - though they Rad some legal
broches, and a considerable sum to pay before they weve allowed 1o
Fetain i OF the woman nothing was gver heard, and e probabil-
i i phat she gor away ont of England "

_ Fram "The Musgrave Ritnal ™ (1893)

It should be noeted, that all plots do not lend themselves o such
neat and exact formulations. Even when they do, it is not anoswal for
critics and readers to disagree about, for example, where Lthe major
crisis, or tuong paint, of the nacrative actually oceurs (as far as it can,
in fact, ocoural any rooment —at the beemoing, near the middle oreven
at the very end ol the story). Besides, as it generally happens in the
mostof Tames Toyea's "Dubliners”, any of the plot elements (excluding
chimax!) can be omitted in favor of the plot. In much modern and con-
temporary fction the plot consists of 4 Mslice of lile” into which we
enter on the ove ol crisis, and the readers ars Jeft o goess the beginning
and the end and the precise nature of the conflict fram what they are
able to learn. This 1s the case in such famous Hemingway short stories
as “Hillz Like White Elephants™ and “A Clean, Well-Lighted Place™, in
which the author chooses w eliminate not only the redidonal beginning,
bt also the ending in order to focus our attention on a more limited
moment-oftime, the middle, which takes the lorm of o single, self-
contained episade, Conflict and complication in cach case arc neither
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shown nor prepared for, but only revenled,; the situation and the Pstory™
are 1o be understoad and completed through the active participation of
the reader, Such storics arc sometimes reforred to as “plotlass’ in or-
der to suggest thal the author’s emphasis and interests bave been shifi-
ed elsewhere, most frequently tcharacter or idou.

From what has been said above, we can conclude, that highly
plotted works, developed through the “happenings”™ (orevenls), most-
ly contain all the plot elements (in other words, they have the dlosed
plot stricture), whereas the plotless ones (with the emphasis on lhe
character's psychics or some idea) lack some or the most of the plat
clements {inother woids, they Luve e open pled structure).

Linderstanding the plot on a schematic level becomes even murs
difficuitwhen dealing with bigrerworks, usually novels, tat have mone
than one plot. Many of them contain several sulyrlors, and some even
develop a double plot, a3 in Thackeray™s “Vanity Fain™ where we are
asked to follow the careers of two ladics — Becky Sharp and Amelia
Sedley,

Sefectivity

When writing a short story, the author has (o 1ake into consider-
ation the limited amount of plot that can be included in it. This iswhen
the author”s selectivity comes fully inlo play. In general, the shorter the
narrative, the greater the dezree of selectivity thal will ke required. Bot
no matter how much space there s artha writer's disposal, iCis not
possible totell the readar everything that “happened™ 1o the characters
(James Joyce once contemplaled writing a short story recording a sin-
gle day in the lives of Stephan Dedalus and Leopold Bloom. The result
was e bralliant novel “Ulysses™, which greve o 767 pages and even
then covered only twenty-one and a half howrs af their lives),
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I constructing & plot. the author most decide how much emphasis
to pive individual episodes, how these episodes are (o be related o
onc another, which of the incidents are most relevant Lo the story to be
told, which of themn should be expanded into dramatic scenes by using
deseription, dialogue, and action and which should be given relatively
less emiphasis, All the selected episodes, major or minor, needn’t nec-
essarily advance the plot in precisely the same way, but each of them
should eontritnne to the whole of the wark of fiction.

The Ordering of Plot

The custommry wity of ovdering 1w several episodes ina plol 15 to
present them chironologically —one after another, according to their
occurrence in time. This kind of plotting can be handled in a variely of
WY

o It can be tightly controlled, as in the canventional five-stage
deteetive story by Arthur Conan Doyle, that has been sketched previ-
cusly. This is also the method in many historical novels, in which the
scparate episodes are linked closely and evidently in a firm causclel-
fect relationship, to give the impression of historical verisimilinade —
“the way itwas”™. Each episode here logically untolds from the preced-
mzone, until the plot is driven towards its appointed resolution.

«  Chronological plot structure can also be loose and episodic,
That is the case in Henry Figlding's “Tom Jones™ and bark Twain’s
“Hucklaberry Finn' where the plots are composed of series of sepa-
rate and self-contaimed episodes, which are ordered chronologically,
but withou: causefeffact relationship. The unifying element in such plots
is only the protagonist, wandering into and out of series of adventures.

= A third type of chronologically arranged platis encountered in
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psychological novels, such as James Joveas " Dlysses™ and William
Fuulkner's “The Soaund and Fury™, in wihich the reader s attention is
centered on the protagonist's unfolding siate of mind as 11 weestles with
some internal conflict or problem. Here the interest (s in the Qow of
“psychological time™, which, in these two novels, is presented through
atechnigue called stream of consciousiess. Reflecling the twenliclii-
cenlury interest in psychology, stream of conscionsness allempis Lo
give the illusion of “overbearing'” the wolual working of a human mind
By recording the continuous Flow af ideas. faelings, sensations, wssoci-
Ations and percepions as they register on the protagonisl's conscions-
nieas, The technique is difficuli 1o sustaing and its cffectiveness has been
much debated amaong lilerary critics, in pan because of the burden that
itirnposes on the reader’s patience and percepriveness.

Finally, it is important to recognize thal, even within plots which
are mainly chronological, the temporal sequence is oflen deliberately
broken and chronological pats rearranged for the sake o emghesis
and elfect. Some authors may begin in the middle (as i happens in the
two Hemingway stories cited abavey; others may begin at the end and
then, having intrigued and captured the rsader, work backward to the
beginning and then forwand again to the middle of tings (as ithappens
in mauny of Harold Pinter's plays). In still mther cases; tha chronology of
the plot may shift backward and Forward in time (as for example in
Williamn Faulkner's A Rose for Emily™). The most frequently used de-
vice for interrupting the flow of a chronologically ordersd plotis the

Aashback, a summary or fully dramatized episode framed by the
anthor in such a way as to make it clear that the very event took place
at some earlier period of rime. Flashbacks arc often crucial to our
understanding of the story, for they give us the information which helps
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uz to fined the necassary key wthe prezent events.

Tl mzin thing to rememiber about plot is that it is open to infinite
variety. The only requirement that the writer of fiction must answer is
that the plot be mteresting,

Evalwating Plot

The customary tastof a plot'seffectiveness is its unity. Each epi-
sode presented and the place it occupies in the namative structure of
the work shoubd logically (or psyehologically) drive the reader wo the
resolution of the initial conflict, If the events and their resolution “vico-
late™ the reader’s sense ol possible or probable (if, in other words, the
plot lacks plausibility), ten the work ol Tiction 1s of low or noquality a
all. This kind of violation 15 often associated with popular commereial
fiction, inwhich a happy ending, forexample, scoms to be graflled ona
pliot for the sake of conventence, foreveryihing that preceded pointed
in the opposite direction. Although charrce (events that ocows without
any cause or sufficient preparation) and coficidence (the accidental
cecurrence of two events that have a certain correspondence) do oc-
curin real lile, their use in literature becomes suspect in case they are
merely antificial devices for ammanging events. They can very easily de-
stray a plot’s plausibility and unity. In some cases, though, they may
appear very logical and helpful,
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Analyzing Plor — TASKS
fo Read and rell the story “RUTHILESS”
2. Analyie the plor answering such questions ay the following

= What is the conflict on which the plot lurms? Is itintemal, exter-
nal, o combingtion ol the two'?

= Which of the heroes s the protagonist? Whe or whiar is the an-
tagonist?

e Whar arz the chiefepisodes or incidents that make up the plor?
I s development sirictly clronolosical | or is the chronolosy reamanged
in sorme way !

= Describe the plotin terms of its expasition, complication, crists,
falling action and resolution,

e [sthe plotunified? Do the individual episodes logically relate o
one anaiber?

e [sthe plot plausible? Wheat role do the chanse and coineidence

play?



W. de Mille

RUTHLESS

Tudson Webb was an American buzinessman, He had o combort-
able flatin New York but in summer he used to leave the dusty city and
go lo the couniry. There he had a cottage, which cansisted of three
roxcemis, @ bathroom and a kitchen, In one of the rooms there was a big
clogar, He liked his cottage very much, especially his closet where he
kept his guns, fishingrods, wine and other things. It was his own closet
and cven his wife was not allowed to have a key, for Judson Webb
lorved his personal possessions and got very angry when anybody else
tomched them '

It was autumn now and Judson was packing his things for the
winter. In a few minutes he would be driving back to civilization - 1o
Mew York, !

As helooked at the shalf an which rhe whiskey stood his face was
serious. All the bottles were u nopened except one. [twas placed invit-
ingly in front with a whiskey-glass by its side. The bottle was less than
half full. As he took i1 from the shelf, Helen, his wife, spoke from the
NEXL TOOITE

“I"ve packed everything. Hasn't Alec come to run the water off
and get the keys™

Alee lived nearby and acted as caretaker.

“"Hea's at the lake taking the boats out of the water. He said he’d
been back in half an hour!"

Helen came into the room carrying her suilcase. She stopped and
looked in surprise =5 she saw the bortle in her hushand's hand.
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“Judsen,” she cxclaumed, “vou're not taking a drink atten inthe
FAGILE, are you?™”

"M, mv dear 1'm not tak ing anything oot ol this bottle. T am just
putling something into 1" He took twasmall sehite tablets ool ofhis
pockat and put them on the table. Then he apencd Lhe botdle.

“The person whao broke into my closst Just winter and stole my
whiskey will probably ry o do ilazain whilc we are wway™, he went
o, “only this time he'll be very sommy if he comes.”

Then one by one he droppead the tablats into the bottle and held it
up to watch them dissolve. His wile looked at him in horror,

“What are they?" she asked him at fast. “Will they maoke the man
sick?”

“Motonly sick, They will kill him,"” he answered with satisfacton,

He cloged the hottle and put it back on the shelf near the Titlle
whiskey-glass, He was pledased. He said.

“Mow, Mr. Thief, when you break in, drink as much as you
wish..."

Helen's faca was pale,

“Don’tdait, Judson,” she cried, “10s hordble, iU's murder?”

“The law does not call it maurder ifT shoot a thief who is enlering
my housc by foree.”

"Dt do i, she begged, “ihe Law doss not purish burglary by
death, what dght have you?”

“When it comes to protecting my property, | make my own laws.”

He was now like a big dog, which was alrid that someboedy would
take away his bone, “But all they did was 1o sreal a litle whiskey,” she
saidd, “probably some boys. They did not do any real damage.”

“Ir dowes not matter. 1f a man tobs me of Teve dollars iL1s the same
as if he took o hundred. A thief's a thief.” She made one last effart:
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“We won't be here tll next spring. | shall worry all the time if |
snover that this bottle fufl of poison is here. Suppose sommething happens
o us anct nohody knows. "

He Lghed st her eawrnestness. “Well sk ™ he said. D veonade
my money by taking risks. If Tdie, itwill all belong to youw, and you can
doas you please.™

She krew i was uscless W argue. He had always been rotdiless in
husiness. She wenl o the door with asigh of defeat.

“T'11 walk down the road and say oood-bye at the farmhouse,”
she sadd quictly, She had made up her mind 1o el the caretaker’s wifa
aboul il Someone had te know,

“All right, nydear,' he smiled, “and don’t wormy about your poor
little buralar, No ane is going to be hurt unless he breaksin.”

Helen went down the road and Judsen started (o close the closet
door. He suddenly remembered that be had not packed his hunting
hoots drving outside on the hevy tible in the garden. So, leaving the
cloor open, be went o fetch them, But when he waneed o reach for his
boals he suddenly slipped on a stone and his head struck the massive
tahle as he fell,

Several minutes later he felt a strong arm round him and Adec’s
woice was saying: “It's all right, Mr. Webb, it was not a bad fall. Take
this —it'll make you feel better”

A smiall whiskey-glass was pressed to his lips, Halfeonscious, he
drunk.



3

CHARACTER

The relalionship between plot and character is a vital and neces-
sury voe Without chiaracter, there would be no plot, and, hence, no
story. For mostreaders of fction the primary attraction lies inthe char-
acters, in the fascinating collection of men and women whose experi-
ences and adventures in life form the basis of plots of novels and stories
in which they appear.,

Part of the fascination wilh the characters of fiction 1s that we
come to know them well (perhaps at times too well). Inrcal life we
come 1o know people for the most part only on the basis of externals -
of what they say and what they do; the essential complexity of their
inner lives can be inferred only after vears of close acquaintance, i1'at
all. Ficticn, on the other hand, often provides us with direct and immee-
diate access to that inner life — to the intellectual, emotional, and moral
complexities of human personality that lie beneath the surface.

When we speak of characters in terms of the text interpretation,
we are concemed essentially with three separate but closely connected
aetivities: 1) with being able to establish the personalities of characters
themselvas and to identify their intellectual, emotional, and moral gual-
ities; 2) with the teehniques an author uses lo create, develop, and
present characters o the reader; 3) with whether the characters so
presented are credible and convincing. Inevaluating the success of
characterization, the third 1ssue i particularly crucial, for although the
plot can carry a work of {iction to a point, it is a rare work whose final
valoe and importance are not somehow intirmately conmected with just
how convincingly the author has managed 1o portray the characters.
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Malurally, such anevalualion can ooly take place within the context of
the novel or short stoey 15 a whole, which inevitably links character 1o
Lhiz ather elernents of [iction,

Chavacters in Fiction

The terin ¢ h a ra ¢t e v applies to any individual in a
fiterary work. For purposes of analysis, characlers in iclion are cus-
tomarity deseribed by their relationship to plat, by the depree of devel-
opment they are given by the author, ond by whether or not they under
oo siznilican charmcler changee,

The central character of the plet. i.e. prefagonist is usually easy
cnough to identify: he or she is the exsentiol character witheout whomn
there wonld be no plot. 1t is the protagonist’s fate (the conflict or
problem being wreestled with) on which the attention of the reader is
focused, The character against whon the profagonist straggles
ar confenrds is the antagmiist. The terms protagenist and ailago-
aigt do not, however, imply 2 judgement about the moral worth of
either, for many protagomsts and antaganists (like their counterparts in
real life) cnihody a complex mixture of both positive and negative qual-
ities, Forthis reason they are more suitable terms then hero, herpine,
ar viffain which connote a degree of maral absoluteness that major
characters in great fictional works, as opposed, say, to popular melo-
drama, sirmnply do not exhibit,

The antagomist can be somewhal more difTicull w identify, espe-
cially ifhe is not 2 himan being, as with marlin that challenges the cour-
age and endurance of the old fisherman Santiago in Emest Heming-
wiry's “The Old Man and the Sea”. In fact, as was intimated earlier, the
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o
anLagonist may netbe living ceeanece atall, bt cathzr the hostile social
ornatund eovironment with which the profagonist is Foreed o contend,
aswith the war in the same Hemingway s "Cat inthe Rain'™

Ty deseribe the relalve desree to which Dietional characters are
developed by theircreatars, EM, Forster * distingushes between what
he calls flat and rownd characters Flal eharacters are
those who entbody or represent a single trait, or idea, or at mios!
a very limited number of such guafiries, Flat characters arg also
teferred toas rvpe characliers, as pne—dimentional
edraracters or, when they are distorted to create humeur, ¢
caricarwres. Fielon is full of such individoals, and they are
almestalways immediately recognizable — by their munnersms, by the
recuiring words they uttern, Thoss chiwracters and their deeds arc al-
ways predictable and never vary, lor as Forster notes, they are nol
changed hy circumstances.

Flar characters are uswally minor characters inthe
novels and stones in which they appear, but not always so. For exem-
ple, Montresor and Fortunato are the protagonist and antagonist, re-
spectively, in BEdzar Allan Poe's “The Cask of Amontillada’, Yet they
are both flat characters.

Konnd efiaracters are just the opposite. They embody o nim-
ber of gualities and frails, and are complex in nature. They are
multidimentional characters ol considerable
intelleciual and emotional depth who have the capacity of grow and
change. Major characters infiction are usually round
charaeters, and it is with the very complexity of such characters that
most of us hecome engrossed and [ascinaled, The terns rownd and
flar do not avtomatically imply value judgements. Each kind of

'Forster, op. cil., p. 104,
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character has s uses in litgrature, Even when they arc minor charae-
ters, as they usually are, flatcharacters ofien prove 1o be convenient
devizes wodraw out and help oz o understand the personalities of char-
acters whoare moee fllv realized. Finally, round eharacters ara not
necessarily more alive or more convincing than flul ones,

Chiaracters in ficion can also be distinguished oo the basis of
whether they demonsirale the capacity o develop or change as the
result of their experiences. Dynamic charocters exhibita
capacity to change; stalic characters donot The degree
and rate of character change vares widely, even among dynamic
characlers. In some works, the development 15 so subtle that ity go
almost unnoticed, in others, it is sufficiently drastic and profound to
cause a total reorganization of the character’s parsonality or systemof
values, Change in charscter may come slowly and incrementally over
muny pages and chapters, or it may take place with a dramsatie
suddenness that surprises, and cven overwhelms, the character. With
characters who fully qualify as dynamic, suchchange can be expected
i alter subsequent behavior in some significant way,

Dywnamic churacters include the prolagonisis in most novels, that
by virtue of their very size and scope provide cxcellent vehicles for
illustrating the process of change. So-called initiation novels, such as
“David Copperfield”, “Huckleberry Finn™ and *The Grear Gaisby™,
are cxamples.

Static characters leave the plot as they enter it, largely untouched
by the cvents that have taken place. A protagonist may proveto be a
static character as well, though it's acomparatively rare case, For the
most parl, an author creates stalic characters as F{EI_I_.I: 5 oemphasize
and set off by contrast the development taking place in others.

~ekees
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Methads aof Characrerizarion

In presenting and establishing character, an author has two basic
metheds or techniques at his disposal. One method s delling, which
refies on expasition and direct commentary by the author. The
ather method is the indirect, dromatic method of shawing, which al-
fows e cliaracters to reveal themselves divectly thronugh ifeir
dialogre and their actions. Ifin e[l in g the guiding hand of the
author is very much inevidence, rhiowing involves the author’s
stepping aside, shifting much of the burden of character analysis to the
reader. who is required to infer character on the basis of the evidence
provided in the narralive.

Telling was the method preferred by many older fiction writers,
wherzas the modern writers give preferencs toshowing, Nevenheless,
telling and showing are not mutwally exclusive. Mostauthors employ a
cormbinateon of the twa, Meither can owe assecl that any al the 1wo
methods is necessarily better or more fruitful than the other.

The choice of a method of characterization, as a rule, depends on
anumber of ditferent circumstances. These include the author's tem-
perament, the particular literary conventions of the period in which he
orshe iz writing, the size and scope of the work, the degree of distance
and objectivily the author wishes to establish between himself and the
churaclers, e suthor's Biterary and philosophical beliefs about how a
sense of reality can hest be captured and conveyed Lo the reader, and.
af course, the kind of story the author wishes to tell. All thase factors
heavily influcnee the lechnigue of charseterization: collectively they de-
termine why and how the author does what he does. And all these
factors ave worthy of consideration in the course of literary analysis
and text iInterpratation.
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Direel methods ol revenling churucler — efaroeterization by
el lin e —inclode the follewing methods:

1. CHARACTERIZATION THROUGH THE USE OF
NAMES,

Mumes are often used to provide essential chues that aid in charac-
terizalion. Some characters are given names that sugaest their domai-
mant or controlling traiis as, forexample, Edward Mordstone m 1ick-
ens” "' David Copperlield”. The man is a cold-hearted villain his nume
sugreesls, Other charsclers are given nanies that reinforee their physical
appearance, much in the way thal lchabod Crane, the schoolmasterin
Trving's " The legend of Sleeping Hollow™, resembles his long-legaed
namesake. Names can also contain allusions that aid in characteiza-
tion by means of associzlion. The name “Ethan Brand” contains an
allusion to the mark or brand of Cain, a lagacy of guilt that the outcase
Brand shares with his Biblical counterpart. Some narmes are wsed iron-
ically. Such is the case with feolish Fortunate of Poe’s “The Cask of
Amemntillada™, who surely must rank with the most unforiunale of men.
Such names may be referred to as foken or fell-tale names, for they
give information 1o the reader aboul their bearers,

2, CHARACTERIZATION THROUGH APPEARANCE,

Although in real life most of us are aware that appearances arc
often deceiving, in the world of [eton details of appearance (whata
character wears and haw he looks) often provide essential eloes o
character. Details ol dress may offer clues 1o background, occuparion,
economic and zocial status, and perhaps, even a clue Lo the character's
degres of sellrespect. Detiuls of physical appesrance can help to identify
acharacter’s age and the general state of his physical and emolional
health and well-being: whether the character is strong or weak:, happy
or sad, calm or agitated. ’
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Appearance can be uzed in other ways as well, particalarly with
nuinor characters who are flatand static. By conunon agrecment, cer-
et physical alributes have become identified over a period of time
witl certain kinds of inner psychological states. For example, charas-
ters who are tall and thin are often aszociated with intellecmial or zes-
thetic types who are withdrawn and introspective. Portly or fatcharac-
Lers, oo the other hand, suggest an opposile kind of personality, one
charactenzed by a degree ol Taeiness, sell-indulgence, and congeniali-
ty. Such convenienl and ceonomical shorouts o charelenzation are
perfectly permissible, of course, as long as they resultin characiers
who are in their cwn way convineing.

But there are cases when the appearance of the character docs
nesl £ inte the comventional sterectypes. This 1s when lterature appeals
tn some other methods of characterization.

3. CHARACTERIZATION BY TEE AUTHOR.

Inthe most customary Forrmn of telling, the author inlemupts the narma-
tive and reveals dircetly, through a scrics of cditorial comments, the na-
ture and personality of the characters, including the thoughts and feclings
thatenter and pazs through the charactess’ minds, By sodoing the suthor
assens and retains full control over cherascter zation. The author not only
directs curanention toa given character, but alse tells us exactly what
our atliluede wrward thatcharacter oughtro be: Nothing is left wo the read-
er's imagination. Unless the author is being ironic — and there is always
that pozsibiliny —we can da little more than assent and allow our concep-
ton of character o be formed on the basis of what the author has told us.

By contrast, there are esscntizlly two methods of indirect ciranac-
terization by s ft o w i n g characterization through dialogue (whal
characters say) and characlerization T_hmu'gh action (what characters
dod. Unlike the direct method of charactedzation already discussed,
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showing invelves the gradual rather than the immediate estblishment
of charactzr. Such a process requires rather than excludes the active
participation of the reader ancl i so doing calls vpon what Forsier
called “intelligence and memory™,

4. CHARACTERIZATION THROUGH DIALOGUE,

[tenl e is quite lierally Giled withtalk. People ore forever talking
about themselves and betweezn themselves, communicating bits and
pieces of infarmation. Mot all of this information is impontant oreven
particularly interesting, much of it smacks of the kind ol inconssquential
sl Lk we expeot ot a pary; it tells us relatively litde about the per-
sonalily of thz speaker, except, perhaps, whether he or sheis at ease in
social siniations. 'The best authors trim everyihing that is inconsequen-
dal, What vemains 15 weightly and substantial and carrics with it the
lorce of the speaker’s attitudes, values, and beliefs.

When a character addresses na one in pacticular, or when others
are nol peesenl, bis speech iy called o wier o ! o g e, althooeh
strictly speaking, monologues ocour more freguently in drama thanin
(etion®. But iis a rare work of fiction whase author does oot employ
dialague in someway Lo reveal, establish, and reinforce character,

The task of estallishing character through dialogue is not a simple
one. Same characters are careful and zuarded in what they say; others
are open and candid. The reader must be prepared o analyze the dia-
logue in a number of different ways: for () what is said, (b) the identicy
oof the speaker. (¢) the sceasion, (d) the identily ol the person or per-
sons the speaker is addressing, (2) the qualiny DFI]‘IE..EXI:EIELI'lgE, and ()
the spaaker's tone of voice, stress, dialect, and vocabulary,

“ A specialized form af monalegue in fiction is the siream-si-consciousness
lechnigee, inwhich the author enters the mingd o conseissness of his charse-
fer and direcilly cxpresses unfolding thoushis and emolions.

Tad
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5. CHARACTERIZATION THROUGH ACTION.

Character and action, as we have noted, are cfien regarded as
Lwar sices af the same coin, Bebavior is a logical and necessany exten-
sion of psycholooy and personality. Innerreality can be measured throvsh
cxternal event. Wiedt a given character (5 is revedded by what fre
d g e s Lo short, the single most important and definitive mathod of
ravealing characteris through action,

T eatablish character an the hasis of action, it is necessary Lo
scrutinize the several events of the plot for what they seem 1o reveal
about the churacters, about their unconscious smotional and psycho-
lozical states as well a5 sbout their conscious altiludes and values, Some
actions, of course, are inhérently more meanimgefulin this respect than
the others. A gesture or a facial expression usually camies with it lzss
siznificance than some larger and overt act, Bul usually thisis notal-
wiys the case, Very often it is the small and involuntary action, by very
virtue of its spontaneous and unconseious quality, that rells vs more
about a character’s inner life than a lirger, premeditated act peflecting
decision and choice. In cither case. whether the action is large or small,
conscious or unconscious, it is necessary to identify the common pat-
tert of behavior ofwhich each separate action is a part. One helpful
way of doing sois onthe basis ef morive If weare success f'ul__in
finding a consistent patlern ol motivaton, Uwen we are able 1o make
some imporant discoveries about the character.

Evaluating Character

Although itis unreasonable to sxpect thal the characters of fiction
will necessarily be close approximations of the kind of people that we
know — for part of the joy of fiction is having the opportunity o meet
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tow people — we canexpect the author's creations 1o be canvincing
and credible on theirown teoms. I they are not, such charscters can be
conted ws rebative Gilures, for ourinterest in them wall sure by flag.
What we chiefly reguire in the behavior of fictional characters,

howewver s con sistency Characterization, as James Pickering
sugeests, “implics akind of unspoken comract Berwesn anthor and
reader; and ihe reader has the vight Lo expect that a charactler, once
estaniished, will nol behave inways contrary o his or hernamre™. 1Fa
character undergoes change, such change should be well motivated by
events and cansistent in some basic way with the nature ol the charac-
Lter. Thus, in seeking Lo test for consistency, we most frequently ask
ourse] ves whether the molive fora particular action or series of actions
is adequaie, Justificd, and probahle. ifthe question can he answerad in
the alfirmative, the principle of consistency has not been vidlated.

*Tames H. Pickering, Jeffrey [ Hoeper, Literature [London: Collier Mas-
millan Pohlishers, F983), p, 27,
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Anreadvzing Character - TASKS
. Read aud teld che sy THE FADY'S MAID”
2. Analvze the characters auywering e ful fowiing quitestiony:

= Wha s the pratagonist ol the work and who (orwhat] is the
imtagonist? Deseribe the major traits and qualities ol each,

e Wlhatis the funetion of the work™s minor characiers!

= ldeotily the characters inweoms of whether they are Matand
revined, dvimic or staic.

e \What methods does the suthoremploy to estabhish and reves |
the characters? Are the metaods primarily of showing ovof telling?
Why s the diatogue wmed Do nonelozue? How does iLeontnbute
torthe method chosen?

s Ty o restore the dialueue, Does it make any difference? [ 11
coes, what 15 the dhifference?

e Agethe actions of the characiers properly mativared and con-
sistent’?

e Arethe chascters of the work Noally credible and interesting?



Eaitherine Mansfield

THELADY'SMAID

.. Lhape | haven"tdisturbed you, madam. You weren’t asleep —
were you? Bul I've just given my lady her lea, and there was such a
nic cup aver, [ thought, perhaps...

- Notatall, madam. [ always make acup ol tea last thing. She
drinks it in bed after her prayers Lo warm her up. 1 put the kettle on
when she kneels down and [ say todt, “Now you needn’™ be in (oo
muchof @ huery wsay vorr prayers,” Butic's abways hoiling before my
lady 15 half through. You see, madam, we know such a lot of people
and they've all 2ot to be pruyed tor — every one, My lady keeps alist
of the names in a linle red book. Oh dear! Whenever someone new
lras Deen to see us and my lady says aftcrwards, “Ellen, give me my
e red book, Tleel guite wild, Tde. “There's another,” Tthink, “keeping
her out of her bed in all weathers.” And she won't have a cushion, you
knowy, madam; she kneels on the hard carped, It [idgets me something
dreadiul to see her, knowing her as T do. I've tried to cheat her; ['ve
spread out the cider-down, Bul the firsttime [ didit- oh, she gave me
scha look — holy it was, madam. “Did our Lord have an eider-down,
Ellen?” she said. But—1was younger at that tme -1 iell inclined tosay,
Iy, bur o Tordd weasn L your age, and He didn't know what it was o
have vour lumbago.” Wicked — wasn’tit? But she’s foa good, you
know, madam. When I wcked her up just now and seen — saw her
lying back, her hands outside and her head on the pillow — so preity —
[ couldnt help thinking, “Now you ook just like your dear mother
when | laid herout!™
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o Yes, madan, ibwas all lett o e, Ob, she did Took sweet. [ dad
harhaie, sofi-like, round her Forehead, all in dainly cwrls, and just o one
side af herneck I pul abunch of most beautiful purple pansies, Those
pansies made a picture af her, madam?! [ shall rever Torgar then, |
thought te-night, when Dlooked ubmy Indy, “Now, il only the pansies
was there no one could tell the difference.”

_ .oy the last vear, madam: Only after she'd got a linle— well -
oo feebleas yowmight say, OFcourse, she was never dangesous; she was
i the sweetest old lady. But how it ok her was — she thought she d lost
something. She coulda't keep still, sha eouldn’ settle. ALl day lonz
she'd be up and daw, upand down; you'd meet heroverywhere —on
the stairs, in the porchy, waking Con the kiwchen. And she™d ook ugp at
you, and she'd soy —just like achild, “1"ve lostit; Pve lostit, “Come
along,” I'd say, “come along and 1"l Lay out vour patience [or you.” But
she'd cateh me by the hand - Twas a favourite of her - and whisper,
“Find it forme, Ellen, Find it for me.” Sad, wasn'tit? - eleper
... Mo, she never recovered, madam. She had a stroke at the
cnd, Lust words she ever said was — very slow, "I..m fook in
- Andthen she was gone.
oMo miadanm, ean't say I nonced i, Perhaps some gicls, Bur
vou gee, iUs like this, I've gotnobady but my lady, My mother died of
{,? ,-)f,\m}’cnnsu mption when [was four, and [ lived with my grundfather, who
g - kept a hairdeesser s shop. Tused to spend all my time in the shop under
a table dressinge my doll's hair — copying (e assistats, D suppose, They
were ever so kind 1o nie. Used 1o make me linle wigs, all coloors, the
latest fashions and all. And there I"d sit all day, quiet as quiet — the
custamers never knew, Only now and again ['d 1ake my peep from
under the lablecloth,
s BBurone day | managed to ger a paicof scissors and — would
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vou bBelieve it madam? — Leut ol all iy lades soipped i allalt in bits,
like the little monkey | was, Grandfather was firrfons! He caught hold
attongs —shall never forger it — grabbec e by the band and shot oy
fingersin them. “That' |l teach you!™ he said, It was a learlul bum. 1" ve
gotthe mark ol it lo-day.

. Well, you see, madwm, he'd wken such pride in my hair. He
used W it me upan the counter, before the customers came, and do it
something heaotifu | —hig, soft curls and waved over e lop. 1 remem-
ber the assistants standing round, and me eversogolemn with the pen-
ny grandbather zave me o hold while it was being done.. . But he al-
ways ook the penny back afterwards, Poor grandfather] Wild he was,
ut the fright I'd made of iyself. Buthe figliencd me thattime. Do you
knowr what | did, madam'? Lran away. Yes, Ldid, round the comers, in
and oul, I don’t know how far [ didn't man. Oh, dear, T must have
looked asight, with my hand rolled vp i oy piony and my hair sticking
out. People must have laughed when they saw e, .

o Mo, madam, grandfather never gotover it He couldn’thear
the sight ol meé uller. Couldn't 2at his dinner, even, if he was there. 5o
my aunt took ma. She was a eripple, an upholstress. Tiny! She had Lo
stand on the sola when she wanted to cut out the backs. And it was
belping ler T met any Lady, ..

+-- Mot so very, madam. 1 was thirieen, turned. And [ don’tre-
member ever [eeling - well — 2 ehild, as you might say. You see there
was my uniform, and one thing and another. My lady put me into col-
lars and cufls [rom the first. Oh yes — once [ did! That was — funny ! It
was like this. My lady had her two little nieces staying with her —we
were af Sheldon at the time — and there was a fair on the common,

"Now, Ellen”, she said, "I want you to take the twa young ladies
foraride on the donkeys.” Off we went; solemn little loves they were;
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cach had a hoand, Bul when we came 1o the donkeys they were too shy
to zoan. So we stood and wached instead, Beatilul those donkeys
were! They were the first I'd seen out ol a canl — for pleasures, as you
might say. They were a lovely silver-grey, with litle red saddles and
blue bridlzs and bells jing-a-jingling on their ears. And quite big girls -
older than me. even —were riding them, ever so gay, Wol at all com-
mon. Tdon’tmeun, madam, just enjoying themselves. And 1don' know
what it was, but the way the little feet went, and the eyes — so pentle -
and sofl ears — made me want 1o go on a donkey more than anything in
the world!

- Of course, Teouldn'e. Thad my young ladies. And whatl wouald 1
have looked like perchad wp there inmy uniform? Butall the rest ol the
day it was donkeys —donkeys onthe heam with me, Tfele T should have
burst 1 Tdidn 't el someone; and wh was thees to well? Butwhein Daent
to bed — [ was sleeping in Mrs. James's bedroom, our cook that was, al
the time — as soon as the lights was eut, there they were, my donkeys,
Jingling alone, with theirneat fittle leel and sad eyes, . Well, madam,
wionild wou believe i, T waited for a long thne and pretendad o be aslezp,
and then soddanty Tsarap and callzd oatas Towd s Teould, *Fda weant
to go on a donkey! Lo vant a donkev-ride!” You see, Thad to say it,
and [ thought they wouldn't laugh st me, i they knew [ was only dream-
ing. Artful—wasn ' 10T Just what asilly child would think, ..

oo Mo, madam, never now, O course, Idid think of it at one
lme. Butit wasn't o be, He had a licle flower-shop justdown the road
and across from where we was living, Fonny, wasn'tit? And me sucha
one {or flowers, We wers having 2 lot of company at the tme and 1 was
in and out of the shop more often than not, as the saying is. And Harry
and 1 {his mame was Hary) got to quarnelling aboul how things ought 1o
be arranged —and that began it Flowers! youwouldn™t believe it, mad-
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amt, the flovwers he vsed wo bring me. He'd stop atnothing. [ was lilies-
of-the-valley more thanonee, and Mmoot exageerating ! Well ol course,
we wers aoing 1o be married and live over the shop, and it was all
going to be just so, and | was to have the window warmange. .. Oh,
hovw I've done that window of o Saturlay | Notreelly, of eourse, mad-
am, just ceesuning, as you maght say, [ve Jane it for Chiisomas — mote
in holly, and all — and I've had my Easter lilies with a gorgeons star all
dalfelils in tha meded |z, 1 ve hung —well, that’s enoughool that. The day
came he was tocall for me to choose the furmiture. Shall Tever forget
it? [Uwis o Tuesday, My lady wasn™t quite herself that alternoon, Not
thul she'd said anything, of course; she never does or will. But | knew
by the way that she kept wiapping herself upand asking me if it was
cold —and her little noze looked. .. pinched. Ldidn™t like leaving her; |
knew ' be worrving atl the ime. At last [asked beril she'd rather |
put it off. “0k no, Ellen," she sard, “you mustn’t mind aboutme. You
musti’tdlisanpoint your young man.” And sa chearful, you know, mad-
am, never thinking about herselfl. Il made me leel worse than ever. |
bepan wywoender, .. then she dropped her handberchizland began o
stoop dowin ta pick itupherself —a thing she never did, “Whatever are
you doing " Lered, ranning tostop her “Well,” she said, smiling, vou
knowy, Tnadam, *'T shall have to begin to practice.” Oh, iwis all [eould
do nol 1o burst out erying, Fwent over to the dressing-table and made
belicve to rub up the silver, and T couldn't keep myself in, and [ asked
her it she’d rather L. .. didn’t get meartied. *MNo, Ellen,” she said — (hai
was her voice, madam, like I'm giving you = “No, Ellen, not for the
wide world! " But while she said 1, madam — [ was looking in her
elass; of course, she didn't know I could see her — she put her litile
hand on her heart just like her dear mother used to, and lifted her eyes. .
h, madam.
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When Harey came | had his letters all ready, and the ring and o
ducky little brooch he'd given me —asibeer bird iLwas, with achainin
its beak, and on Lhe end ol the chan o heart witla daggen Quite the
thing! T opened the door o him, | never gave him time fora word.
I'here you are.” Tsaid, “Take them all back.” I said, vit"s all over,
I'm not going o marry you.” Lsaid. “Eoan’t leave my lady” Whita!
he turned as white sz a woman. [ had to slam the doer, and there |
stood, all of & wemble, Ul T Enew he had gone. When Topened the
door — believe me o not, nsadain — tat man way gone! Lranoul into
the rood just as [ was, inmy apron and iy houseshoes, and there 1
gtayed o the piddle af ithe road . starine eople must have langhed
if they savw me. ..

... Goodness gracious! —What sl 103 he clock steking! And
here I've been keeping you awake. Oh, madam, vou cught to have
stopped me. .. Canl wek in your feet? T abways tock inmy lady’s feet,
every night, just the same. And she says, “Good night, Ellen. Sleep
sound and wake carly " Edon’t know what | should da it she didn ' say
that, now.

. Oh dear, [ sometimes think. .. whatever should ITdo if anylhing
were 1o, But, there, thinking’s no good to anyone — is i, madam?
Thinking won't help. Mot tha [ doitofien, And if ever [do | pull myself
up sharp. “MNow then, Ellen, A7 it again—you silly girl! ITFyoucan’L Gnd
anything better to do then o start thinking. .. !™
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SETTING

Fiction can be defmed as character in action at a certain tirmne and
place. The first two clements of this equation, charecter and aciion,
have already been discussad. Now we turn our atlenticn tos e £fin g,
aterm that, i i5 broadest sense, encompasses bath the physical
focale that frames the wotion and the time of the day or year, the
climatic canditions, and the historical period during which the

‘action takes place. Atits most basic, setting helps the reader visoalize
the action of the work, There are, however, many different kinds of
stlling in fiction and they funclion ina vanety of ways,

Same settings are relatively unimporunl They serve as Lile more
than incidental and decorative backdrops. Some others, on the other
iinnd, are intimately and necessarily connected with the meaning and
unity of the total work. It is with these that we must be chiefly can-
cemed, The most impeortant fictional sellings are those that are “dra-
matic”, for hose are organic and essential pans of the work as a whole,

Inorder o understand the purpose and function of seting, the
reacder must pay particular attention (o the descriptive passages in which
the details of setting are introduced. Generally speaking, unless such
passages arc intended merely as local color, the greater the attention
given to them, the greater their imponance in the total work. In inost
short stories and in many novels, setding is established at or near the
beginning of the waork as a means of otenting the reader and [raming
the action that is to follow. Where the emphasis-on satting in such pas
sagesis slight, as itis, for example, in most of Hemingway s short sto-
nies, or where the sewing once established is then referred o againonly

41



incidentally, ifatall, pne conozsume that seiting o such 1s subordinate
1o e aulior s other conecms and purposes, I, on the other hand, the
ernplisis oo il selting inealy passages ts substantial, and i similar
references o the seiting recur periodically as akind of cchoing refriin,
one can reasonibly assume that the setting 13 desizned 1o serve snme
larger funcion in relution to the work a0 whole,

The quality of the languagze by which the suthor projects the selling
provides another clue as o his or herinlention, When that intention is 1o
invest the seting with s phesosmaphic vividoness ﬂ]ui'uppuil]zl casentally t
the reader s eye, the details of the setting witl be rendered through kan-
ez that1s conerete and denctative, On the other hand, the author may
weanl s 1o leel " rather than simply “sce” the selling, as s the case whan
selting is o boused a5 o means of creating atmosphere. In thatcase the
appeal will be torthe reader’s imagiraion ard ermotions through Lnguags
that is comnotative, emotionally heightened, and suggestive, Often the
ailbeor will wiant the veaclar 1o hoth 228 and feel the serting and williss the
rexourees of lunpuage W bring about both eflects sinuliansous)y.

The Fraetions of Serting

Seting in Notion 15 called on to pecfomm a nomber ol desired (une-
tioms which are nol maally exclusive. Inmany works of Dction, setting
can and dees perlomi a number of dillerent lunctions siinultancously,
Cin the follevwing pages we shall discuss some althesc functions; that
SCCITITHOSL pI'Dll]j.llf .

I. SETTING AS BACKGROUND FOR ACTION.

BEritish author Elizabeth Bowen® once remnarked: “Nothing can hap-

U Ehesbeth Bowen, Pictieres and Corrversenrons {New Yorks Alled A Kaopf,
18750, 174,
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pen nowhere™. Forthis reason, ficion reguires a setting or background
al some kind. even if i ooly resembles the stage setof a daytime tele-
vision soap opera. Sometimes this background is extensive and highly
doveloped, as in many historical novels. In other cases, as in many
modern short storles, selting is so slight that itcan be dispensed witha
single sentence o must be inferred alogether from dialogue and ac-
tion, Whes we speak of setting as backzround, then, we have in mind
akind ol setting that exists largely for it own sake, withootany clear
relationship to action archaracters, or atbest o relationship thatis only
tangential and shght.

To see whether setting acts 0s an esseniial elemant in the fiction,
orwhether itexists merely as adecorative and functionless background,
we need taask ourselves this: Could the work in guestion be setin
another time and another place without doing it essential damage? IF
the answer is yes, then the selting can be said to serve as adecorative
backpround whose function is largely irrelevant 1o the parpose of the
waork as a whale,

2, SETTING AS ANTAGONIST.

OMien, the foree of natre funclions as o causal agent or antagonist,
helping ta estahlish conflict and o determine the oulcome of events (as
is the case in many Jack London’s stories set in the severe climate of
the north).

3. SETTING AS A MEANS OF CREATING
APPROPRIATE ATMOSPHERE.

Bluny authors manipulate their sttings as a means of arousing the
resder’s expectations and establishing an approprate state of mind for
events to come, No author is more adept in this respect than Edgar
Allan Poe, In his “The Fall of the House of Usher' the room, which
Poe skillfully makes us both see and fecl, is as "inaccessible™ and
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“elocmy’ as s owner and as such eslablishes an appropriste ;nood
e antwipates wnd foreshodows oueevenieal meeling will Redaenck
Tl

4. SETTING A5 A MLEANS OF REVEALING
CHARACTER.

Very often the wiry in which a character perceives the selling, and
the way he orshe reacts to i, will tell the reader more about the char-
acter and his stice of mind than (L will sbout the selting ilself, This is
particularly e of the works inwhich the author carclully conrols the
pointof view.

An author can also elarify and reveal character by deliberately
muaking scliing o melaphoric or symbolic extension of chavacter, For
example, the house in which a character lives may be a perfect repre-
sentation of its owner-occupant. In other words, the selling and the
character may be mirror imaees of each cther

5. A NOTE ON SETTING IN TIME.

Selling can also beused as a means of reinforcing and clarilying
the themes and ideas al o nevel or shork stary, Sech is, Tor instances,
sefting in time. :

[t most of the preceding items we have emphasized the physical
wspeels of setting al the expense of the temporal ones. Bur the time of
day, time of vear, or period 1n history atwhich a given event or serics of
evens accurs can also contribute importattly w setting. Ifwe think a
mamient, we shall discover that many of the most elimactic moments of
fiction, in fact, seem (o tuke place ut night, 45 if 10 suggest that it is after
the rest of the world is asleep that we stand most ready 1o reveal the
escential truths about ourselves to the world. Tn much the same way,
certain seasons of tha year lend themselves mare 1o certain kinds of
cvenls than Lo others, Authors often use the eycle of the year and the
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cyele ol the duy o cstablish sellings precisely becanse of the tradi.
tional associaion with the saccessive ovcles ared macoddy fn fenne
fife. spring-norning -youlh (optimisim); Sumies- noun-runly (spini-
tead and physical strengeh): autemn|fall-evening-old age { pessimism,
sweakness winter-night-death (the end of everything).

In support of cur suggestion, we shall just quote from Hendng-
W “In H:Ir.'dl'?.'.l!-ll Hie wenr wank o Fstir..'_';'.l’.‘ Hheye'.

Analyzing Setting - TASKS
{. Read and well the stony ' A ROSE FOR EMILY
2. Analyze the setring answering the following:

s What isthe work’s setting in space and time?

& How are the emsodes orderad from the standpoint al chronol-
ogy? How does this order help to reveal the character of the protago-
nist?

s How does the authar go abour establishing setting? Docs he
wanl Lhe reader to sce or fee] the selling; or does he want Lhe reades
both tosee and feel it?

e  What is the function of the setting? Is it used ta reveal, rein-
force or influsnce character, plot or theme?

e Isihe sclling an approprate one?



.'I'I-'}'”fam Fanllcrier

A ROSE FOR EMILY
[

When Miss Emily Gricrson died, our whele town went (o her
funeral: iz men theough a sort of respectful affzetion fora fullen mon-
umenl, the women mostly ol atcur insily tnsee the inside of her iouse,
which no one save an old manservant - 4 combined gardzner and cook
—had sesn inat least ten years.

Te was & big, seuanish frame house that had once boen white, dec-
oratad with cupolas and spires and scrolled baleonies in the haavily
lightsome style of seventias, set o what had onca heen aur most salect
street, But garages and cotton gins had encroached and ablilerated
even the areust names of that neighborhoed; only Miss Emily’s house
was ledl, lifting i1s stubbom and eoguettish decay ubove the collon
wagons and gasoline pumps —an eyesore among eyesoras. And now
Miss Emily hud gone (o join the = represeniatives of those august names
where they lay in the cedar-bemused cemalery among the ranked and
anonymous graves of Union and Confederate soldicrs who fell at the
hattle of Jeflerson. s

Alive, hiss Emi]y had been o tradition, a duey, and a cane: a 500
of hereditary obligaton upon the town, dating from that day in 1894
when Colonel Sartaris, the mavor — he who fathered the edict that no
Mirro woman should appearon the streets withoul an apron — remiiled
her taxes, the dispensation dating Trom the death of her Lather aninto
perpeluity. Not that Miss Emily would have accepted charity. Coloncl
Surtonis invented an invalved 1ale to the effect that Miss Cmaly's fanher
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had loaned money to the toewn, which the e, as a matter of busi-
ness, preferred this way of repaying. Coly a man of Colonel Sanoris’
ceneration wnd thoughteould have inventad i, and only a woman could
lave beleved i

When the next genaration, with v imoee modarn weas, becume
mayors und aldennen, this amangament created some lile dissatisfe-
tion. On the first of the year they mailed her a tax notice. Fehruary
caane, wnd there was no reply. They wrote her o formal letter, asking
her to call at the sheri(f's office at her convenience. A week later the
muyor wrote her limself, offering to call or to send his car forher; and
received inreply anote on peper of enarchaic shape, ina thin, flowing
catligraphy in faded ink, tothe effoct that she no longer went out at all.
The s notice wis also enclosed, without comment,

They called aspecial meeting of the Board of Aldermen. A depu-
Lation waited pon h'ﬂ.r,"};h_ﬁ'_r:d at the door through which no visilor
had passed since she ceased giving ching-painting lessons eight or ten
years carlicr. They were admitted i';}f the old Negrornboadim hall from
which astairway mounted into still more shadow, It smelled of dust and
dizuse —a close, donk =mell. The Negro led ther into the parlor. Tt was
turnished in heavy, leather-covered furniture. When the Negro apenecd
the blinds of one window, they could see that the leather was cracked;
and when they sat down, a Jaint dust rose sluggishly about theirthighs,
spinaing wilh slow motes in the single sun-ray. Onatamished gili ensel
before the fireplace stood a crayon pocirait of Miss Emily’s father.

They rese when she entered - a smadl, Tl woman in black, with a
thin gold chain descending to her waist and vanishing into her bell,
leaning on an ebony cane with a tamished aold head. Her skeleton was
sinull and spare; perhaps that was why what would have been merely
phompness inanother was obesity in her. She looked bloated, like a

47



body leng submerzed in motionless water, and of that pallid hue, Her
eyes, lost in the fany ridzcs of hor [ace. looked like two small picces af
coal pressed inta a lump of dough as They moved from one lace to
another while the visitors stated their crmand.

Shedid not ask tham 1o sit. She just stoodd 10 the doorand listened
quietly unlil the spokesman cameto a stumbling halt. Then they could
hear the invisible walch lcking st the end of the gold chain.

Her voice was diy and cold. T have no taxes in Jellerson, Colo-
nel Sawiis explained it o me. Perhaps one of you can gain access (o
the city Tecords and satisly vourselves,”™

“Butwe have, W are the city avthenties, Miss Emily. Pridn't you
gelonotice from the shed ff, signed by him?”

“Ireceived @ paper, ves," Miss Emily said. “Perhaps he considers
hitnsell the shen (T, have noaxes in Jefferson.”

“Butthere is nothing on the books o show that, you seg. We must
ao by the - *

“Sea Colonel Sartoris, T have ne taxes in Jellerson”

“RBut, Miss Emily -

“Bee Celonel Sartoris,” {Calone] Sartoris had been dead almast
ten years. ) “Thave no tases in Jeflerson, Tobe!™ The Negro appeared,
“Show these sentbermnen out.™

1
S0 she vanguished them, herse and foot, just as she had van-
quished their fathers thirly years before aboul the smeltl. Thatl was two
years after her father’s death and a short time after her sweetheart -
the one we beligved would marry her - had deserled her Afler her
{ather’s death she went out very litlle; afier her sweetheartwent awuy,
people hardly ever saw her atall. A few ofnhe ladies had the temerity 1o
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call. but were mot received, ol the only signof life abow the place was
the Megro man & young mun then — going in and out sith a market
hasket.

*Justas if a man —any mun —could keep a kilchen properdy” the
ladies said; sothey were not surprised when the smell developed. It
was another link berween the gross, leeming world and e high and
gy Cerersons.

Aneighbor awoman. complained o the mavor, Judge Stevens,
eighty years ald,

“But what will vou have me do aboul it, madam?"' he said.

“Why, cend her word 10 stop it the woman said. “isn'itherea
i

1" sure that won't be necessary,” Judge Stevens said. s
probably justa spuke ora cat that nigeer of hes killed in the yard T
speak o him abowt ik

The next day he reccived two more complaints, one [Tom aman
who come in diffident deprecation. =We really mustdo somcthing aboul
il, Judge. Ud be the lastone in the world to bother Miss Emily, but
we've got todo something.” Thut might the Board ol Aldermen mer—
three graybeards and one younger iman, a member of the rising gener-
anomn.

“11's simple enough,'” he said. “Scnd her a word o have her place
cleaned up. Give her a certain time to dodtin, and if she don’t. .7

“Draramit, sin"" Tudge Stevens said, “will you accusaa lady 1o her
free of smelling bad ™™

So the next night, after midnight, four men crossed Miss Emily's
[ i aned sTunk about the house Like burglars, sniffing along the base of
the brickwork and at the cellar openings while one of them performed
aregylor sowing motion with his hand ont of a sack slung from his
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shoulder. They broke open the cellus doorand sprinkied lime there.
and i alloviboildines. As hey recrossed the lawn, 2 wincow that Tad
been dark was lighted aud Miss Emily salinat, the light behind her, and
heruprght torso motionless as that of an jdal, They crepl quistly across
the lawn and into the shadow of the lecnsts that lined the strect, Aftera
week o 1woo the simell went away.

Thitl was when people had begunto fez] really sorry for her. Peo-
ple 1o weerr, rernembering how old lady Wieatt, hor great-aont, bad
onne completely erary atlast, belisved that Griersons held themselves
i lite too high for what they really wene, Nooe of the young men were
L'|l]i1.l.: zood cnuuuh i'ur Miss I_".milv and such, ”‘iir“t hial |O|1“ I|1c:rl!"'|11 ol
ch!-unl:I, her ['dthuz'r a :-.pr:acldled s Ihnucth: in 1hL forrcaroutc, s back
her and clutching a horsewhip, the two of them framed by the back-
flung front door. 5o when ah{} zol tobe thirly and waz snll smgle, we
were not plensed exuetly, bul wm-'.i teated; evien with msanity mlhe fam-
|I5-' she wouldn't have wrned dewn all of her chances if they had really
materialized.

When her father died, it got aboul that the house was all that was
lefitn her: and in @ way, people were glad. At st they could pity Miss
Emily. Being left alone, and a pauper, she had become humanized. Now
she (oo would know the eld thall and old despair ol a penny more or
less,

The day after his death all the adies prepared tocall al the hoase
and ofter condalence and ad, as is our custon, Miss Emily met them
the door, dressed as wsual and with no trace of grief on her fnee. She
told them that her Tather was not desd. She did Uat foc three days, wilh
the ministers calling on her, and the doctors, tryving to pevsuade herto
let them dispose of the bady, Justas they were ghout e resort 1o law
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endl foree, she broke down, and they buried her father quickly.

W did non say she was crazy then, We believed she had 1o do
that. We remembered all the young men her father had driven away,
and we knew that with nothing lelt, she would have toeling to that
which had rokhed her, as people will, :

She was sick fora long tima. When we saw her again, her hair
wits cut short, making her look like o gicl, with a vagoe resermblance (o
those angels incolared church windows — sort of tragic m_]_dieala_!_le.

The town had just let the cantracts for paving the :;idcwall;b,.-;l nd
int Lhe surmmier alwr her Faher 's death they began to work, The con-
struction company came with nizgers and mutes and machinery, and &
foreman named Flomer Barron, 2 Yankee - a big, dark, ready man,
with abig voice and eyes lighter than his face. The litlle hoys woield
[ollow in groups to hear him cuss the niggers, and niggaers singing intimc
L the risc and fall af picks. Preily soon he knew everybody in town.
Whenever vou heand a lot of laughing anywhere about the square, Homer
Basron would be in the center of the group, Presently we began toser |
hintand Miss Emily on Sunday afternoons driving in the yellow-wheeled
buggy and the matched ream of bays from the livery stabile.

_,f\_j._ﬁ TEL W Wers g_l_:_llzl_[rmll-.-fliss, Emily would have an interest, be-
cause the Iadizs all said, “Of course a Grierson would not think seti-
ously of @ Northerner, a day labarer.” But there were still others, older
people, who said that even grief could not canse a real lady to forget
noblesse oblipe —without calling it soblesse ablige. They just said,
“Poor Emily. Her kinsfolk should come o her)” She had some Kin in
Alabama; but years ago her Father had fallen cut with them over the
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cstate ol uld lody Wi, the ey woamman, and there was no comiu-
micilion between the two Gumilies, Tl Bod nol even bean represented
atthe funeral.

And as soon as the old peoplzsaill. Fooe Lomly,” the whispering
beaan. Do vou suppose itsreally so they said 1w one another, *O0
cotrsz i is W clse could. .. " This behind their hands; rustling of
crirtod sk wed satin Bebind ilousies elosed upon the sun of Sunday
aftermoen s the thing swill clop-clup-clop ol e imached team passed:
P Bl

She cared her head fugh enousgh —even when we belicvec thal
she was lallen, lewasas il she demanded tore than eves the recogni-
Hon of herdiznity as the Jast Gricrson; ws 0l santed it ooeh ol
earthiness o realfim her imperviousness, Like when she bowghtthe ral
paigon. the arsenic. That was avera year afler they Tad Begun Lo say
“Pour Enuly” and while the toeo female cousing werz visiting her

“1weant some poason,” she said 1o the droggist. She was over
thirty then, stillaslight wonee, twoslohinoe: tharasual, with cold,
haughiy black cyesina fuce twe Neslvol which was strained acrossthe
ternipdes and about the eyesockels as you imeeeine o lighthouse-keep-
e’y lace ought to faak, " want some poison.” shesaid.

“Wes, Miss Emily, What kind? Forrats and such? I'd recom -

“Eawvant the best yone have: Tdon™eare whin kind.™

The druggist named several, “They kil anything up o an cle-
phant. But whal vou wantis ™

sarsenic,” Miss Emily said. *Ts that a good one™

“Ts... arsenic? Yes, ma’am, Dutwhat vou want —**

“Twantarsenic,”

The drugeist looked down at her, She looked back at him, erect,
her fnce like a strained flag. “Why, of course,” the druggist smd. “10
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that's what you want. But the Lese reguires you to tell what yvon are
moing to usc it for"”

Miss Emily just stared at hin herhead iled back in erder wo look
him eye foreye, until he looked avay and went and zottle arsenic and
wrupped it up. The Nearndelivery oy brought her the packuoc: the
truggist didn’L come hazlk. When she opened the packaze al home
there was wiritlen on the box, onder the skoll and bones: “Forrats.”

v

Sothe nextday we all said, “She wall kill hersell™; and we said il
oot hmﬁiﬁgﬁﬁzﬁshc hack first begun e be seen with
Homer Bareon, we had said, “She will marry him."” Then we said,
“She will persunde hiny yet,” because Famer himself had remarked —
he liked men, and it was knoown thut he drank with the younger men
in the Elks” Club — that he was not a marrying man. Later we said,
“Poor Emily behind the jalousies as they passed on Sunday aliemoon
with his hat cocked and a cigarin his teeth, reins and whip in a yellow
glove,

Then some of the ladies began wo say that 1twas a disgroce o
the town and a bad example 1o the youneg people. The men didn’y
want o interfers, but at last the Iadies forced the Bapiist ministar —
Miss Emily’s people were Episcopal = Lo call upon her. Hewould
neverdivulge what happened during that interview, but he refused to
go back again. The next Sunday they agoin drove about Lhe streets,
and the following day the minisier's wife wrate to Miss Emily's rela-
Hons inAlabama.

5o she had bleod-kin under her roof again and we sat back to
walch developments. Al [irst nothing happened. Then we Were sure




that they were 1o be married. We learnad that Miss Emily had beon
Lo the jeweler's and orderad o man's toilet setin silver, with the lel-
ters HLE, op ¢ach pizce. Two days later we learned that she had
Bought acomphets outlic of men’s clothing, including a nightshin, and
we said, “They are married.” We were realty glad, We were glad
because the lwo female cousins wers even more Cirierson than Miss
Emily had ever been.

Soowe were nol surprised when Homer Barron - the streets had
been (inished some times since —was-gone, We were a little disap-
podited that there was nota public Blowing-ofl bot we believed thar
he had gane on to prepare for Miss Emily’s coming, or o give hera
chanee (o gel 1id of the cousins, {By that time it was a cabal, and we
were all Miss Emuly’s allies to help circumvent the cousins. ) Surc
encugh, alter anotiier week they departed. And, as we had expected
all alang, within three days Homer Barmon wis backin lown. A neighbor
sow the Negro man admit him al the kitchen door st dusk one evening,

And that was the lastwe saw of Homer Barran. And of Miss
Emily lorsome time, The Negro man wenl inand ool with the market
hasket, but the front door remained closed. Mow and then we would
see her at a window for a moment, a5 Lthe men did thet night when
they sprnkled the lime, but for almost six months she did not appear
on the strects. Then we knew that this was 10 be expected too; asif
that quality of her father which had thwarted her woman®s life o
many limes had been too virulent and oo furious to die.

When we next saw Miss Emily, she had grown fatand her hair
was turning gray. Duing the next few yeaus it grew grayer and prayer
until it avtained an even pepper-and-sall iron-gray, when it ceased
turning. Up Lo the day of her death at seventy-four it was still that
vigorous iron-gray, like the hair of an active man.
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Fram that timea on her front door remained elosed, save fora
period of sixor seven vears, when she was abont forty, diemng which
she gave lessans in china-painting. Shie fned wp aswedican one of the
downstairs vooms, where the daughters and pranddanghters of Colo-
nel Sartoris” conlemporaries were senl o ber with the same regular-
iy and in e saine spirit that they were senl w church on Sundays
with a teenty-five cent piece forthe collection plate. Meanwhile her
Laxes had been remitted,

Then the newer gencration became the backbone and the spiril
ol the tovwn, and the painting pupils grew up and fell away and did ot
seid their children to herwith boxes of color and edious brushes
and pictures cut trom Lhe ladies’ magazines. The front door closed
upon the last one and remained closed for good. When the town gol
(e postal delivery, Miss Emily alone refused to bet them fusten the
metal numbers above her doorand attach a mailbox to it She would
not listen to them.

Daily, monthly, yearly we walchad the Negro grow grayer and
more stooped, going in and out with the market baskel, Each De-
cember we sent her a tax natice, which would be returned by the
pﬁ_f:-.l t}fﬁaé';i_'u;i:?l{-l_u.tmﬁﬁtﬁlNuw and then we would see her
it one of the downstzirs windows —she had evidently shutp the top
Flooraf the house — hike the carven torsoof an idol ina niche, looking
arnot looking at us, we could nevertell which, Thus she passed [rom
generation 1o generation — dear, inescapable, imperviaus, tranquil,
and perverse,

And so she died. Fell ill in the howse filled with chest and shad-
ows, with only a doddering Megro man to wail oo her. We did not
evien know she was sick; we had long since given up loying to getany
information from the Negro. He tatked to no one, prubably nol even
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i et for s vorce had eroven harsh and rusty, as 1F from disuse,

She died inone of the doswnsiaars rooms, i heavy walnog bed
witl o curtain, her groy head propped on a pillows yellow and molay
with e and lack of sunlight.

v

The Megro met st of e ludies at the Tvont doar and let them
in. with their hushed, sibilunt vaices und Uheirguick, curious glances,
and then he disappeared. He walked right through the house and ow
the back and wiis not seen again.

The two female cousins came ol once. They held the funeral on
Lhe second day, with the town conung 1o look a1 hMess Fmily beneath
amass of bowght fowers, with the erayon [uee of her lather musing
profoundly above the bier and the ladies sibilant and macabre; and
the very old man — some in their brushed Conlederate uniforms - on
the pocch and the [awn, talking of Miss Emily as 0 she had been «
comemporary of theirs. believing that they had danced with berand
courted her perhups, conlusing Hmewith malheraticnl progression,
as the old do, to whom all the past is not a diminishing road but,
instead, a huge meadow which no winter ever quite touched, divided
fronm them now by namow bottle-neck of the most recent decade of
WEATS,

Already we knew that there was one roam in that region above
stairs which no one had scen in forly years, and which would have Lo
he foreed. They waited vl Miss Emily was decently in the ground
bielore they opened it.

The violence of breaking down the door seemed 1o (111 this rooim
with pervading dust. A thin_ scrid pall as of the toimb seemed Lo lie

e

36



everywhere upon this roam decked and Tumished as fora bridal:
upen the valance curtains of luded rose calor, wpon the rese-shaded
Lghts, up-.'-:ul Uhe ¢lrcssing teble, upon the delicale array of crystal and
the man's toilet things bocked with lamished silvar, silversotamishad
thut the managranm was ohsourcd. Among them lay a collar and e,
ws D they had st been removed, which, led, Bt apoa the surface o
pale crescent in the dust. Upon achair heng the sui, carelully folded:
bencwth in the tvwo mute shoes and the discarded 2ocks,

The man hinﬁcﬁ’ﬁj& in the bed.

Fora long while we jus: siood there, looking down al the poo-
found and fleshiess gein, The bady had apparently ance luin in the
atude ol an embrace, bul oow the long sieep that outlases love, hal
conguers even the primace of love, had cuckolded him, What was
left of him, rotten beneath what was left of the nightshirt, had become
inestricable from e bed inwhich he lay; and wpon him and upon the
pillow beside him lay that even coating of the patient and biding dust.

Then we noticed that in the sceond pillow was the indentatian of
4 head. One of us lifled something from it and leaning forward, that
Fainl and invisible dust dry ond acrid in the nostrils, we saw o long
strand of Tron-gray hair.



3
POINT OF VIEW

Acslary mlsl hove o plol, charoeler, and setling, 10 must also
lavve w storyiclleria naralive velce, real orimplicd, tha
proescils e sieey o the reader, When we Lalk about nacrative voice,
wiedre lalkinge sbovs paint of view, the method of
preerrerfionr et deteviiines the position, or angle af vision, from
witiele the stery is told, The nature of relatonship between ie o
vator and the story, the weller and the ale, is always cruciul o the arl
al Tictooe. I colors and shapes the way inowhich everything else is
presented and perccived, incloding plot, characler, and setling. Aller
orchunge the poiatof view, and yvou aller and change the story.

The chotce of point of view is 1the choice ol who 1s to tell Lhe
stery, wehertalks wethe reader [umay be a narrator outside the work
(o pefsciont point af view ) a nurrator inside the worl:, telling thie
story Trom a Hufted ommiscient or first-persan point af view | or
apparent!y no one (drameatic point of view), These four basic points
ol view, und their vadations, involve ot the extreme a choice hetween
ommiscicnt pointof view and a dramatic point of view —a choice that
rvolves, aiong oiber things, the distance that the author wishes 1o
minioin between the reader and the story and the exient oowhich the
cuthoris willing ta invoelve the reader in its interpretation. However,
the question of point of view is as complex and complicated as it is
irmpaa e,



Cammonly Used Poinis of View

L. OMNISCIENT POINT OF VIEW.

With the emniscient point of view (sometimes alsa referred 1o
as panaramic, shifting ov mudtipfe poinf of view ) an “all-koow-
g™ norralor finmly imposes himsell between Lhe readerand the sto-
v, and vetains full and complete contral over the narrative, The om-
niscienl arralor is nol s characler inthe story and s not ae all in-
volved tnthe plot. From a ventzge poind cutside the story, the nomra-
Lor is free Lo il us much or little, to deamatize or sumumarize, (o inter-
pret, speculate, philosophize, moralize or judge. He or she can tell vs
directly what the characters are like and why they behave as they do;
recard their words and conversations and dramatize their actions; or
enter their minds w explore directly teirinoconost thowehis and feel-
ings. When the omniscient narrator speaks o us in his own volee,
thera iz a natural tempiation to identify that voice with the author s,
Sormelimes such an identilication 1s warranted; at other tmes 1t may
not be, for the voee that wells the story and speaks wo the reader,
althougzh it may seem to refiect the author's baliefs and values, igas
much the author's creation as any of the characters in the story.,

Omniscient narralor frequently oceors tn cighteenth- and nine-
teenth-venlury novels (eg. Flelding's “TomJones™ and Thackeray's
“Wanity Fair™), In “Vanity Fair " the narcao (rankly assumes the role
of puppeteer, “the Manager of the Performance™, in a manner that
may seem offensive and condescending lo modem readers who are
used 1o more fealistic treatment:

“Be ey ki veader will please fo vemember tal dus story Tias
“Yomity Fair” for g rivde, and thar Vamiry Faiv is a0 very vain, wicked,
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Senerdfedi plecce, fedd el all sorns of Direnibeige and Bilsenesses mnd prre-
fencion s, Ased wdile the wevadise, wive fxooddfing fardie ent the covsel
(erey oreewrale pearDanie o vonee e servahc), penfesrey feoweear
Sl e pover gee demifs Bt oy the vere e fonge-eared (e
g wleeclt iy cogre RERE LY arravey e, foeel v, e T ool
Fov werest flies fenl g e g ante Kaenes S, udie e s omne By e Cep
ang bells or o shovel-lat; aod o deal of ditcgresalvle manres st
eesne onl o M coirse el ek o nodestaking.

_ Frim Vanety Faae”, Wellienn -Muteprznce Thoeckaray [FELE)

Seanz crities draw adistinction booween tnanisciont methnds thi
permii their narrators (o commen! freely inheirown volves, using T
or the editonal * We™ (edftoriof moniseizirce ) and hose (hal presen|
the thovghis snd actions ol charaeters withow spech avert sditarial
mntrusions caendral orimparttel gimniscionee ) o the example cit
ed Thackeiay 15 elearly among the forimern

Althoush there (s an abservable dircction in modern lieture
agaty Trom using ornniscience —in it becawse of anintellectual 1em-
perament thot tends to distrust, ond even deny, absolules, corlaintics,
anclall-knowing attitndes - twantieth cenlury auchors coniinie (o de-
bate its value and o exploit its advantages. The choiee of punt of
vicw i abways o mitier of uppropriateiess, The omniscient point ol
view, while inaporepriale 10 same shorl slories, is ceainly very ap-
propriule to large, pancramic novels lke Tolsrow’s epic "War and
Peace”, in whicl this mode of narralion is used tosuggest the com
pleaity and scope of Russian ¢ tsell,

The greal advamiage of the omniscient point of view. then, 15 the
flexibility it sives it “all-knowing” nuoator who ean diveel the read-
er'gattention and contrel the sources al informalion.

As e move away from ompiscient telling inthe direction of dra
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matic showing, the nacralor progressiveny surrenders these advan
tagas, restricls the channels through which infarmation can betrans-
miitted 1o the reacter; a5 0 cesult, the reader i tnvalved more and
more directly vy the sk o intepretation.

2, LIMITED OMNISCIENT PPOINT OF VIEW.

WLl wiintired caniscient (sometiimes relermed o as flird-per-
san or selective anniscieni) pofint of view, the narralor limits his
ability 1 penctrute the minds of choracters by selacting a sinale charas-
ler te det a5 the center of revelation. Whal the reader Enows and sees
of evensis always estiieted 1o what this focal character con knosw und
see, This point ol view dillers signilicantly oo the Tirst-peeson point of
view. ALtimes the reader may be given dircet access 1o Uis focal chi-
acter’s own “voice” and thoughis, insofar us these are reproduced
through dialogue or presented domatically through monologoe, repre-
sented speech’ orstream of consciousness. On all other occasions, the
render’s access s indirect: 11 s the namator’s voice, somewhere on e
sidelines, that tells the story and transmits the action, charactenzaticn,
deseription, amalysis, and other informing details wpon which the read-
er's understanding and imerpretation depend. Although the focal char-
acter is avisible presence within the stoey ina way that a fully amni-
seignt narraor is not, atany moment that character 1s only as avilable
and accessible Lo the reader as the narcator will permit,

" The term Crepresenied speech” is used w denote the representation of
ihe gelual words of the spenker™s utterance or thoughis through the meoih ef
thie weriter (i in the third-person), shifting tenses back (as a0 e reponed
speech), bu! retamning the pecubiarines of the speaker s mode of expression (os
in the direel speech), as well as the forms of the dircet interrogation, cxclum-
ton and emetional repetition. Eog. "Naw he, drenched all over, had to stand
fere g the wiend and wait for the Dloody bustard fooappear! @, God? 01,
Cod? Sl it e true?”
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The character chosen as nartative center, and ofien reforred w
throwgh the use of a third-person pronoun as fe or sle, may be the
protagonist or may ba some other major character. Qften, howeawver,
the assigment is given o a minor character whe functionsin tharola
of an enlooker, watching and speculating from the periphery ol the
story and only minimally involyved, ifacall, o is action,

The advantages of the limited omniscient point of viesare the
tightness ol foces and contral that it provides and the intenzsity of
treatment that il mukes possible, These advantages cxplain why the
lirnited ommniscient point of view 1s so admirably suited o the short
stary, whose restrictad scope can accommadate full omoscience only
with great dilliculty,

3. FIRST-PERSON POINT OF VIEW,

The use of ffrsi-person poind of view places sl another re-
strictionon the woice that tells the story. [Einvolves the anthor s deci-
sicn to limit his omniscience to what can be known by asingle char-
seter. This character refers to himself or hersell as "7 in the story
and addresses the reader as “you”, either eaplicitly orby inplicativo,

A owith limited omniscience, first-person nare:tion is Hghtly con-
trolled and limited in its access to information, The flrsi-person nar-
rafor, while [tec Lo speculale, ean only report information that
Jalls within his own first-hand knowledee af the world or what
fre comes to learn second fiand from others . First-person narra-
tives, however, are necessarily subjective. The only thoughts and feel-
ings that first-person narrators experience divectly are their own, The

& Some aurhors oot around this limilaticn by introdacing leticrs, diorics, and
journals into their narratives, thus giving the nereator Cuud the readec) direct
and memediote aocess 10 e thoughts and feelings ol the others, Bram Stock-
er’s “Dirpcula™ {18971 is a pood cxample of the rse of his deviee and as & resull
is somctimes referred Br as on epistolary novel.
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inphications of this uncorrected subjectivivy are crucially impatant,
for il meuns that the reader can never expect 1o see churacters and
evenls as ey actually are but only as they appes o be w17 naro-
tor. For this rewson 1L is always necessa y 10 pay particular attention
tothe character thag fills that role — e his or her personality: buili-n
biases, valuas, and beliefs; and degree ol awarengss and perceptivity
~in order to measune his reliability as a narrator?

The first-persan point ol view has s advantages, however, nol
the leust of which is the marvelous sense of Timmediacy, credibility,
and psvchological realiso that antobicgraphical storvielling al ways
carries with L

First-person narrators are usually identified and diferentiated
an the basis of their degree of invelvement with the avents of the plot.
They may be protagonists, like Mark Twain’s Hucklebeny Finn, who
tell the storics of their own lives and adventures:

Yo dont bnow abont me, withont vou fave read a book by
e e af The Acveninres of Tom Baweyen bud thar min'f mo -
ter That book was preade by Mo Mark Twain, and he tald the trath,
miindy. Thére wax things which he steeiched, Dar ainty he wold
the el Thar is nething, | never seen anybody, bur lied, one time
ar erarive s withomwt i woy Annd Polly, ar the widow, or meyle Moy,
Adeert Prdly — Tom s Awnd Pellv, she (s — and Mary, ond the Widow
Dowglay, b all eld aboewr in thar ook — which @5 mostly a tree
boak: with seme stretches, as | said before.”

_ From ¥ The Advennwres of Huckleberry Finn"”, Meark Tivain
{1845

"1t is also tue, of cowse, thal e eachor 5 biases can and ofien do colour
the writing. In first-persan point of view, these biases may be an intentional
element in the plat In ather points of view. they miy be uniptentional, bot
edually anportaend.
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What Huek says and the eonlidantial nowd intimate sy inowehich
he SAYA it are of colrse Lh‘.lihﬂmh:l}' caleulabied 1o engage 1the reacder’s
syrrpatiey sl tresl,

Protae onls-nmmanons may narcale events astensibly as they ke
place. asin Daniel Defoc’s "Raobinson Crusoz", orin leisurely retro-
spectwith the nurrator looking backseard over a period ol Gmeon
atlvemures that have alveady besn concluded, a8 in Tames Towoe's
“Aralw”,

Mot allthe protagenist-narrators ekl their own stories, Some-
times the protagonis-nacrator is charged with the respansibility of
telling somecne else’s story, o+ Nick Carcaway, Lthe prolagonisi of T
Seoi Fitrgerald s “The Grest Cansby™, is charoed with the responsis
bitity of welling Juy Gatsby s,

The first- person narrator is fraquently not the protagonist ot all,
but rathier a character whase role in the plot is clearly secondary. He
o she may, i fact, have alinost oo visible pode o e plot and exist
primarily as o convenienl device [or iransmmilling 1 narrative 1o the
reader. The narralor ol Faolkner™s A Rose for Bindly™ is a pood ex-
ample. Oflen such narrators have greater lreedont then the protago-
nist-narcatar, From Ltheic positions at the periphecy of the action they
ey move ameng the other characters with relalive case, using them
as sourcees to acguire helpful information. Minor characters serving
as first-person nariatons very often appear in the role of confTdea,
inwhose wisdom or judgement (or presumed neutrality ) others seem
willing to confide,

In their relazionship o the other characters and o the actions of
the plot, first-person narrators may be either interested and involved
ar disinterested and detached. 1o eilther case, however, they are ii-
ways subject (o hidden tuq;s!@h.ss than major anes. maust be
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walched constantly, cspecially il the reader has reason lo suspect
that they may be other than tetally relinble guides to the truth of whit
they report.

4. STREAM OF CONSCIOUSNESS.

Stream of conscinusness is the technique of characterization that
renders from tha inside the conscious or unconscious cantent af the
human mind and the myriad of thoughts, perceptions, feelings, and
associations thar ebb and flow there. To the extent that an author
chooscs to locate the center of narrative uthority caclusively inside
the rmind of 1 single characier and (o record exrernal reality (including
speech and action) only as it regislers its impression upon that mind,
stream af conscionsness can alsa be wsed as a variation of first-

persan poinl of view, An excellent example is ollered by opening
passaze of William Faulkner™s “The Sound and Fary™:

" Throwgh the fence, berween the curting flower spaces, |
conld see thew hitting. Thev were coming toward where the flag
was and [ went along the fence, Luster was hunting in the grass
by the fTower tree. They took tie Tag our, and they were fiiring.
Then rhey pur the flag hack and they weni 1o the table, ancd he hif
and the orher hit, Then thev went an, and fvent along the fence.
Luster came away from the flower tree and we went along the
fence and they stopped and we stopped and I looked through the
Sence whife Luster was fuoniing in the gruss™.

_From © The Sound and Fury”, William Faullner ( 1929)

The speaker is Benjy Compson, the thirty-three year-old idiot
whose point of view dominates the first section of Fanlkner’s novel.
But the voice that addresses the reader is not Benjy's speaking veice.
Rather we are made privy 1o his thought and sensation unfolding within
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Bengy'sinfantile mind as he watches golfers through the fence,

Stream-ol-consciouiness used as [irst-person point of view i
of course difficudt 1o sustuin over along period of lime because of the
heavy dernands il mokes on the author and reader alike. Besides, o
prevents e autbwr froon providing stage directions and clanfying coo-
s and from asserling other forms of direct conirol over Lhe de-
velapmen: of the nasrativie, Fa avord these dilficulties, and still take
(b advieiage ol the possibilities of stream-of-conscliousness narra-
tom. suthors will bepically utilize either the omniscient or limited omni-
scicat poine of vizw, which allows the necessary exlemal control while
ki i possible 1o eaplore the content of the mind oL one o meoe
of the characters.

5. DRAMATIC POINT OF VIEW.

Jir the dramatic (ar objective) point of view e story is told
astensibly by rto enie, 'The namaton, who 1o this point in ouwr discussion
has been visible, inediating suthorily standing between the reader aoxd
the work, oo disappours completely and the story is allowed 10 presznt
itselldramatically through action and dialosue. With the disappearance
of the norratar, ielling 15 replaced by shoveng:; and theillusion s created
that the reader1s a direct and immediate witness to an unfolding dra-
mia " Without a nurrutor o serve as goide, the reader is lefi largely on
s owen. There is noway of entering the minds of the characters; no
evaluative connnents areolTered; the reader is not told directly how w
respond, either intellectually or emotionally, wo the events or the char-
acters. '|'he reader 15 parmitied w view the work only in its externals,

U The wards asteasibdy and flusfon are used advisedly here, lor o nore-
tive voice 1S almost always present somewhere in the story, if only o providea
few bricd semences of description or staze direction. In truth, nacralor never
totatly disuppears in a work ef fiction, and the task of the eritic is (o know where
and when he makes his presence lelt
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from the outside. Although the author may supply vertain descriptive
derails, particubarly at the beginning of the work, the reader s called on
o shoulder much ol the responsibility foranalysis and interpretation,
Hz o she rmust deduce the cireumstances of the action, past and present,
ant how and why the churacters iink and feat as they do onthe basis
of their pvert behavinr and conversation,

Inits relation 1o the reader, drumatic point of view is often com-
pared to Lhe perspective from which we observe a film ora stage
Mlay. This analogy, altheugh helpful, is by no means perfect. The wt-
crof Niction, whose medinom is language, selects and arranges lan-
guage within a printed page and exercises far greater contral than
either the [ilmmaker or dramatist in focusing the reader’s attention,

The dramatic point of view appeals to many modern and con-
temporary writers hecause of the impersonal and objective way it
presents experience and because of the vivid sense of the actuat thal
it creates,

Reliahfe and Unreliable Narraiors

[t analyzing the point of view of a given work of fiction, the
reader is aften forced o confront the question of the relative trast-
worthiness or reliability of the namrator. With omniscient point ol view,
this question is usually not & woublasome one. Much the same thing 1=
true with the dramatic point of view, When, however, the narrative
voice is positioned inside the work and belongs to a character who is
directly involved in the action, the question of the narrator’s reliability
often becomes pertinent indeed.

Reliability, it should be noted, 15 not a matter of whether the
reader happens 1o agree with the narrator’s views ot opinions, Often
an unreliable narrator s a stylistic device used by the author to make
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an obwions thematie poant. For example, in Rickard Wright's “The
Ban Who Was Almosta Man”, Dave's equation of a gun with man-
liness underscores the Dalse aod conepled values of the society )
which he lives. bnsuch a case, the author usually provides some-
where aclesr indication of the naurator s unreliability,

The question of reliability becomes most complex with perfectly
lanest and well-intentioned nareators who make every elfort to tell
the ruth. Sincerity and zood intentions are one hing; retiabilicy is
another. Such narrators may prove o be unreliable becavse they are
ignarant or hecanse they commit an ereor in judgement by drawing
the wrong conclusions from the facts available. They may also prove
t0 be unreliable because they are victims of twir owi sell~deception
("The Lady's Maid™ by Katherine Mansticld is a good example).
Whatewer the cause, once the reader begins (o suspect that the nar-
rator is unreliable, a note of ambiguity orirony is introduced into the
wark.

To overcome this problem, the reader must ficst be able 1o iden-
tity the narrator and perceive his unreliability, and having done so the
reader must be able (o supply, on his own, an allemative perspective
which will allors hime toview the work correctly, Sometimes the nec-
essary correction can be made by analyzing moral gualities of the
narralor or by studying carelully what the other characters have to
say about him or her:
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Analyzing Point of View - TASKS
L Rewd coid well the story “THE BROKEN BOOT™.
2 Anualvze the point af view following the guestons below:

s What is the point of view; who alks v the reader? Ts the
paintof view consislent throughout the work or does itshiltin some
way?

¢+ Where dloes the narrator stand in the relation to the work?

= [sthe cliosen point ol view an appeopeiaee and effective one?
How does the chosen poing of view contribute o revealing the char-
acter and the theme™

¢ How would the work be different if told from another point
of view?
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folin Galsworthy

THE BROKEN BOOT

The actor, Gilbert Caister, who had been "oul™ Tor six months,
emerged from his cast-coust seaside lodging about noon in the day,
atter the opening of “"Shooting the Rapids™, on tour, inwhizh he was
plaving Dr Dominick in the last act. A salary of four pounds a weck
would not, he was conscious, remuke his fortuncs, but a certain jaenti-
ness had retumed to the gait and manner of one cmployed again at Last,

Fixing his monacle, he stopped before a fishmonger's and, with
afaint amile on his face, reparded a lobster. Ages since he had calen
a lobster! One could long for a lobster without paying, but the plea-
sure was not solid enough to detain him. Ha moved upstreel and
stopped again, befare a tailor's window. Together with the actual
tweeds, in which he could so easily fancy himself refitred, he could
see a reflection of himself, in the taded brown suir, wangled out of the
production ol “Marmaduke Mandeville” the year before the war, The
sunlight in this damned town was very strong, very hard on seames
and buttonwholes, on knees aod elbows! Yeu he recelived the ghost
of aesthetic pleasure from the reflected elegance of a man tong fed
only 1wice a day, of an eyeglass well rimmed out from a sort brown
eve, of o velour hat salved from the production of “Educating Simon”
in 1912; and in front of the window he remaoved that hat, for under it
was hiis new phenomenon, not yer quite evaluated, his muche Blanche.
Was it an asset, or the beginning of the end? It reclined hackwards
on the right side, conspicious in his dark hair, above that shadowy
face always intcresting Lo Gilbert Caister. They said it came from
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atrophy of the — something nerve, an effect of the war, or of under-
renirished Gssue. Rather distinguished, perhaps, but - !

He walked on, and became conscious that he had passed a [ace
he knew. Turning, he saw italsa wm on a short and dapper [gue —a
lace tosy, bright, round, with an air of chenchic knowledoe, asof a
gerter up of amateur theatricals,

Bryce-Green, by George!

“Caister? It js! Haven't seen you since you left the old camp.
Remember what sport we had over 'Gotla-Grampus™? By Jovell
arn glad fo see you, Doing anything with yoursel 7 Come and have
lunch with me,”

Bryce-Creen, the wealthy patron, the moving spinl of enlertain-
ment in that south-coast convalescent camp. And drawling slightly,
Caister answered:

1 shall be delighted.” Bus within him something dicd not drawk;
“By God, you're going to have a feed, my boy!”

And — glegantly threadbare, roundabout and dapper — the two
walked side by sida.

“Enow this place? Let's go in here! Phyllis, cocktails for my
friend Mr Caister and myself, and caviar on biscuits. Mr Caisteris
playing here; you must po and see,

The girl whao served the cocktails and the caviar looked up at
Caister with interested blue eyes. Precious! — he had been “out’” for
s1x months!

"Mothing of a part,” he drawled, “took it to fill a zap.” And
below his waistcoar the gap echoed: “Yes, and U1l take some filling,”

“Bring your cocklail along, Caister, we’ll go into the little further
room, there’ ] be nobody there. What shall we have — a labstah?”

And Caister murmwred; [ ove lobstahs.”
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very fhie gpd Targe here Apg how are ¥Ou. Caister? S ayw iy ¥

slad to see FOU—only real acror Wi had, ™
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Fetween lace and toecap, Quite! He knew il Aboot left him from the
role of Berie Carstairs, in “The Dupe”, just belore the war, Good
boods: His anly pair. excepl the boots of Dr Dominick, which e was
nursing.And from the boot he looked back at Bryce-Green, sleek
amd concerned, A drop, black when it left his heart, sufTused his ¢ye
behind the monacle; his simile curled bitterly; he s

“Motat all, thunks! Why ™

M, t=n-nothing. It just aocrmed tome.” His eyes — hut Caist-
er had withdrewn the boot, Bryce-Grean paid the bill and rose.

“Old ehap, 1f you'll cxeuse me; engugement al hall past two, So
awt Iy plad 1o have seen you, Good-bye!”

“Goed-bye! " said Caister. " Thanks.”

He wes alone. And, chimon hand, he stared thoouah his monocle
intoempty coffes cup. Alone with his heart, his bool, hislile locome. 7
Andwhat have vou been in bately, Mr Caistec?" " Nathing very much
lately, €3 course ["ve played almosteveryihing.” “Cuite so. Perhaps
vou' 1 leave your address; can’tsay anyibing definite, I'm atiaid.” "1
— I shnuld — er be willing to rehearse on approval: or— iF 1 could the
paut?” " Thank you, afraid we haven’t got as faras that.” “Mo? Cuile!
Well, Tshall hear from you, perhaps.” And Caister could see his own
cyes looking at the manager, God! What alook!. ., Atopping life! A
dog's life! Cadging —cadging — cadging for work ! Alife of draughty
wailing. of concealed beggary, of terrible depression. of want of food!

The waiter came skating round as il he desired to clear, Muost
oo! Two young women had come in and were sining at the other
table between hinvand the door, He saw them looking a him, and his
shurpened senses caught the whisper

“Surc — inthe lost act. Don' L you see his miwche Blancie?”

“1h! yes—of course! Isn'tit—wasn ' the =T
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Caister straightened his back, his smile ereptout, he fxed his
menuele, They had spoucd his DrDominick!

“IC wom 'va quitle (nished, sir, may [ clear?”

“Cerainly, I'm going.” He gathered himselfand roze. The young
women were fazing up. Elegant, with a faint smile, he passed them
close, sa that they could not sez, managing — his broken boot,
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THEME

Theme is one of those terms that mean very different things (o
different peaplo. Bat wien we speak of theme in connection with
thie eritical awalysis of o litevary wark, we nrean fhe central
fdea or statement abon! life (hat waifies and contrels the total
work, By this definidon, the theme is not the issue, or problen, or
sibyject with which the work deals, Rather, itis the comment or stile-
inent the awibior makes ahout thar subject as it necessarly and ingvi-
tably emerzes from the interplay ol the varous elements of the work,

Fleewne in firerature, whether it takes the form of a brief and
meaningful imsight or a comprehensive vision of lite, fs the autfor’s
Wy of connnanicating and sharing ideas, perceptions and feel-
Engs Witk fais readers or, s is so often the cave, of profing and
exploring with them the puzzling guestion of human existenee,
mrast af which de not yvield neat, tidy, and universally aceept-
alle answers. Althongh we cannot, as critics, judge a wark solely
an the basis ol the quality of the ideas presenited, itis nevertheless
true that one ol the marks of o greal work of literature — a work that
we generally regartd a3 a'classic™ — is the significance of i1s there; an
author's abilily W0 construcl a work whose various clemenls work
togetherto vicld a significant theme is an important test of the quality
of the avthor™s mind and art,

Theme does nof existas an infellectual abseraction thatan
authar superimpases an the work; i is organically and necessar-
ity related to the work’s total structure and fexture - particn-
farly to the imteraction af character and tnecdent, Thus, any
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discussion of the theme must be prepared Lo take those other ele-
ments of the work inw aceount. This is the point made by Flannery
O Connor, one of the America™s most important Lwentieth-century
wilers of Aetion; using one of her typicully homely metaphors:

“ Peaple ralk obout the theae of a story as o the theme were
Jike @ siving g o seck of chicken feed iy rfed winh, They diink
Pheit i vou con pook onr the dieme, the way yor pick the right
e fu the clicken-feed sack, veat can Fp the story open el
Feed the chickens, Bue this tx ser the way meaning works in Sie-
Hen The mzaning of o story has 1o be eralaodted 0 I, has o e
Made eonorete in i A siory (s o way o sdy Soltetiing pradocor't be
said gy other way, and ir takey every word Dot story fo say
whar e meaning e

- From “Wrieing Shorr Srovics,” Flammery Q@ Counor | 1969)

Thame in fiction is discoverable to the extent that we are willing
as critics to subject its various clements — its "every word” —to the
process of analysis and inlerpretation.

Three more important points akout theme in fiction need Lo be
made. Firstof all, theme may be less prominentand less fully devel-
oped in the case of detective, gothic,! and adventure fiction, where
ihe author wants primarily to emertain by producing mystifications,
including chills and nightmare, or engaging the reader inaseresof
exciting, fast-moving incidents,

Second, it is entirely possible that intelligent readers and critics
will differ, at times radically, on just whatthe theme of a given work

11 “Gothic" is used 1o describe stories in which strange, mystenions adven-
Iy happen in dork and lonely places such o6 the ruins of a castle.
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15, [1is on the basis of such disagreement s that the repirations al
literary critics ave frequently made, or discredited.

Thivd, and last, the theme of a given work need not Be in acecnil
with the reader's parocular belief and values, Weare under no ohli-
calion is readers or critics Lo decepl a STy s theme as it is prosentecd
by us, cspecially 11 we Delieve hat it vivlates the truth of our owno
experience and thest of others, But we muost remember that although
literatare is full otfsdeas thar may airika us, at [east indtially, as unpleas-
ant, controversial, or sinply wrong-headed, Herary sophistication and
plain commeon sense should warn us against dismissing them oat of
hand, At the very least, before rejecting an author™s ideas, we owe It
e the aurtlior and o oursslves toonake certaton-that we understand
why we reject them.

An suthor®s ideas, as they are embodied in the themes, may be
wncanmvineing onstill other, more imiportant, grounds. The theme may
be unconvincing because the waork itself fails to substantiate that therme,
thal is, because the interplay of the elements of the 516y s we expe-
ricnce and analyze them may oot support or justily the theme that the
author apparently wanted ws 1o druw from it Thus, if the redder can
sometimes fail to do full justice 10 an author, an author may, on ooca-
siomn, fail equally todo full justice (o his reader.

fdentifving Theme

When we attempt to identify the theme of 2 work of fiction we
are attempting to formuolate inour own words the statement abouat life
or human experience that is made by the toral work. The task is often
far from easy because it necessarily invalves us in the analysis of a
number of ¢lements in their relation to one angther and to the work as
awhaole.
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Some Lhemes gre topical in notvre (that 1, they involve ideas
thiel are valid only in reletion W e specific tme and place, o o oa
specific setof circumsiances ); others are aniversal in their applica-
tien, On some oreasions the theme may be explicit]y stated by one of
the characters (who serves as a spakesman for the authar) or by the
autherin the guise of an omniscicnt narrator, In many cases, howey-
cr, thems is norstated buc vather implied by the wors's tolal rendar-
. ing of exper 10, JL:-_-, unl_-,r gmduall" revealed ithrough (he rearnment
of character and incident and by the development of the stary,

" Asdifferent kinds of works will yield different themes in ditfer-
e ways, there is no one correct approach to identifying Ltheme. The
[otiowing suggestions and comments, however, may prove helpful;

£, It iz fmportant in considering theme to aveld confusing
i with the work’s subject or séfuation. Theme is Lhe abstract,
generalized statement or comment that the work makes aboul a con-
crete subject or situation, Thus, we maust first establish the subject,
and the works basic sttualion, inorder w establish itz theme, Cnee
the subject und situation are identified, we can formulate a thematic
stetement about the waork,

2. W mnst be as cerlain a8 we call fhat our statenment of
theme does the work full fustice. There is ulways the danger of
either vnderstating the theme by Failing to discover its total signifi-
cance or ol overstaling and enlarging it beyond what the elerments of
the story can be shown to support, In Fitzgerald’s “The Great Gars-
by the subject (s Gatsby himself, who believes that be can recapture
the past by regaining Daisy Buchanan. The situation that we have
watched unfolding thmugh.Nick Carraway's eyes, can lead us inlo
the wemptation of identifying the theme of the novel as “the danger of
founding one’s idealism on false gods’, as Galsby does in his belief.
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Ao level i mizht seem trug, butin the fing] teeo pages Fitegerakl
deliberately gives his theme (anc his book) a much wader implication
by cguating Gotshy s drean with the American continent, “the last
and greatest of all huwman dreams’. In this way, the theme of “the
Great Datsby™ becomes Fiizgerald's stalement aboul *the failureaf
e Amarican Dnean itsell”,

3. Wedelined theme gsa ‘slaterment about |ife that unifies and
contrnls the total work®: thus, the test af any theme tat we may
propose is whetler it @5 fully and completely supporied by the
work’s other elements. If our statement of the theme leaves certam
elements or details unexplained, or if those elements and details Fail
to confirm otr siatement, then nniess the works itseltis flawed. chanc-
s are we have been only partially successtul in our identification.

4.The title that an awthor gives the work often suggests a
particular focus or emphasty for the reader’s afteniion. Fre-
quently, the litle of a work scrves o identify the work's prolagonist
ar essential charneter, Uhay can also provide clues abowt theme. On
the ather hand, titles can he as deceptive or misleading in thair rela-
ton Lo theme as e anything else, They may be clearly ronic (as the
title of Charles Dickens’ novel “Great Expeclations'). :

4. As readers get more and more invalved with literary
study they wani fo know more about the life and personalities
of the authors they read. Biographical and autobiographical explo-
rations are helpful and illuminating — as are the perseoal statsments an
auithor makes abonthis or her life and work in prefaces, lewers, jour-
nals, notebooks, and critical writings — and they can tell us a great

deal about the author, the imes in which he lived and wrote, and Lhe
refationship between the author and the work, They canalso tell us
something about the author's intertions. Although there 15 a great
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and natiral lemplation Lo Lake the author af his word, conclusions
abaul theme thatare erected on the author's cwn state ment need
carclinl evaluation. Authors, especially when wriling in retrospect, are
often as fallible as the rest of us in explzining motive, ang in some
cases may be the least reliable of puides as 1w owhat their work Tinally
means, DU Lawrence is cemainly correct in this respect, when he
remingds us inchis studies 1o classic American Literalure (19235 Noever
trust the artisr, Trus: the tala™.

Analyzing Theme — TASKS
A Read andd tell the store “HONEYMOONT,
20 Aunalyze the theme answering the following questions:

s How does the title sugeest a particular focus for identifving
the theme?

& [sthatheme of the work stated or implied according to the
chosen point of view?

= What generalization or statement about life or human experi-
ence does the work make? Is the theme topical or universal?

o How does the setting and characters contribute to the foomu-
lation of the theme?
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Katherime Mansficli

HONEYMOON

And when thev came out ol the lace shop there was their own
driver and the cab they called their own eab waiting for them undera
plane tree. What luck! Wasn'tin luck? Fanny pressed her husband’s
arm, These things seemed always to be lappening o them ever since
they —came sbroad. Didn’t he think 50 wo? Bui Georpe stood on
the pevementedoe, lfted his stick, aod gave o loud 1 Fanny some-
times felea lictle uncomforiabie about the way George summoned
cabs, but the driver didn't szem 1o mind, so it must have been all
right. Fat, good-natured, and smiling, they stuffed away the lilte news-
paper they were reading, whipped the collon cover of f the horse,
and ware ready Lo obay,

“T sy George said 2% he helped Fanny in, “suppose we go and
have tea at the place where the lobslers grow, Would vou like 1o

“Wast awfully,” said Fanny fervently, as she leaned back won-
dering why the way Gearge pul things made them sound so very nice.

“Renght, fien,” e was besicle her, “Aflay™, he cred gaily, and
off they went. .

Off they wenl, spanking along lightly, under the green and gold
shade of the plane trees, through the small strects that smelled of
lemons and fresh coffee, past the fountain square where womean, with
wiler-pots lifted, stopped talking 10 gaze aler them, round the cor-
ner past the cafe, with is pink and while omlwellas, sreen Lables, and
blue siphons, mmd soto the sea front. There a wing, light, warm, came
flowing over the boundless sea, I louched George, and Fanoy o
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seemed to linger over while they gazed at the dazzling water. And
George suid, “Jolly, w70 ?" Al Fanny, locking dreamy, said, as
she said dl leasl bwenly tmes a day since they —came abroacd: “Tsn’t
it extracrdinary to think thar hare we are l'|l!_'II.E alone, away from
everybody, with nobody to tell us to go home, or to — to order us
about except oursclhves?! .

Georze had lang since given up answering “Extraordinary |7 As
arule he mercly kissed her. But now he caught hold of her band,
stuffed icinto his pocket, pressed her lingers, and said, T used to
keep a white mouse in my pocket when T was a kid.”

“Did vou?” said Fanny, who was intensely interested in every-
Lhing George had ever done. *Were you very fond of white mice?”

“Fairly,” said George, withoul conviction, He was looking atsome-
thing, Ijo'hbing cut there beyond the bathing steps. Suddenly he almaos
jumped in his seal, “Fanny " he eried. “There’s a chap out there bath-
ing. Do you see? I"d noidea people had begun. I've becn mussing it all
these days.” George glared at the reddened face, the reddened am, as
though he could nat look away. “At any rate,” he muttered, “wild
horses won't keep me from going in tomotrow moming.”

Fanny's heart sank. She had heard for vears of the frightful dan-
eers of the Mediterrancan. 1t was an absolule death-trap, Beauriful,
treacherous Mediterranean. There it lay curled before thern, i0s white,
silky paws touching the siones and gane again. .. But she'd madzup
her mind long before she was married that never would she be the
kind of woman wheo interfered with her ;

husband’s pleasures, so all she said was, airily, 1 suppose one
hag to be very up in the currents, doesn'fone?”

“Oh, Idon't know,” said George. “People talk an awful lotof
rot about the danger™

——— k1
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Bul now they were passing o high wall on the land side, covered
with flovweering heliotrope, and Fanny's little nose lifted. “'Oh, George,”
she breathed, “The smell! The most divine, "

"Topping vill," suid Georze, “Look, you can sce il through the
palms.”

“Tan’L it racher large?" said Fanoy, wha somehow could oot ook
ab any villa except ns o possible habitation or herself and George.

“Wedl, you'd oeed g crowd ol people if yvou stayed thers long.”
replied George, “Deadly, otherwise. [ aay, itis dpping. [wonder who
it belongs to.” And he prodded the driver in the back,

The lazy, smiling driver, who had no idea, replied, as he abways
did on st occasions, hat iLwas the property of a wealthy Spanish
fonily.

“Masses of Spaniards an this coass,” commented George, lean-
ing back again, and they were silent unlil, as they rounded a bend, the
big, bone-white hotel-restavrant canne into view, Bofore i there was
asmall erace built up against the sca, planted with umnbrella palrﬁ:-,
seluul with tables, and at their approach, from the terrace, from e
hotel, wailers came running to receive, o welcome Fanny and George,
to cut them oft from any possible kind of escape:

“Ourtside?

Oh, but of coursa they would sit outside. The slesk manager,
whao was marvelously like a fish in a frock-coat, skimmed [orward,

“Dhs way, sir Dis way, sin [ have a very nice lictle table,” he
gaspod, “Just the little table for you, sir, over in de corner. Dis way,”

SoGeorge, looking most dreadfully bored, and Fanoy, trying 1o
look as though she'd spent yaars of life threading her way through
strangers, followed aller.

“Here you arg, sir. Here you will be very mce,” couxed the man-
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ager, taking the vase off the table, and pulling il down again asil il
were it Tresh Jittle bougueet out of the aic, Bul George celused 1 sil
down immediately, Hesaw through these fellows; he wasn't going 1o
be done. ‘Fhese chaps were abways ot (o rush you, So he pot his
hands in his pockets, wid said o Fanny, very calmly, "This all right
for you? Anywhere else’you’d prefer? How about over there?” And
e nedded w a lable right over the other side.

What it was to be a man of the world! Earmy admired him deeply,
burt all she wanted to do was 1o sitdown and ook like everybody else.

“I—1hke this,” seid she.

“Right,” said George hastily, and he sat down almost before Fan-
ny. and said quickly, “Tea for two and chocolae eclairs,”

“Wery good, sir," said the manager, and his mauth opened and
shut as though he was ready for another dive under the water, *You
will not “ave toasts to start with? We “ave very nice toasts, sir”

Mo, said Georee shortly, “You don’t want toast, do you, Fan-
iy

“Oh no, thank you, George,” said Fanny, praying the manager
would zo '

“0r perhaps de lady might like 1o look at de live lobsiers in de
rank while de r2a 18 coming’™ And he grimaced and smirked and
[icked his serviette like a fin,

George’s face grew stony. [le said "No" again, and Uanny benl
over the table, unbuttoning her gloves. When she looked up the man
was gone. Cieorpe took off his hat, tossad iton toa chair, and pressed
back his hair

“Thanks God,” said be, “That chap's gone, These foreign fel-
tows bore me suff. The only way w zetrid of them is simply to shut
upas you saw Idid. Thank heaven!” sighed George again, with so
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inthe air, .. Nothing wis heard exeepl a thin, faint voice, the memory
of a voice smping something in Spanish, I wavered, beut on, touched
the high notes, lell again, seemed w0 implore, 1o entreat, to beg for
soanething, and then the wre changed, and il was resigned, il bowed
dowwn, iLknew it was denied.

Aldmost before the end a licde child gave i squeak of lavghter,
bt everybody was smiling — excepl Fanny and Gearge. Iz lile like
this too? thoughl Fanoy, There are people like this, There is suffering.
And she looked at that gorgeous sea, lapping the land as though it
loved it, and the sky, bright with the brightness before evening. Had
she and Georze the right to be so happy ¥ Wasn't it cruel ? There st
b samething else in life which made al| these things passible. What
wits 107 She trned o Geoige,

But George hed been fecling differentdy from Fanny, The poor
ald hoy's voice wag funny in 2 way, but, God, how it made you
realize what a terrific thing it was to be atthe beginning of everything,
as they were, he and Fanny | George, 100, gazed at the bright, breathing
water. and his lips opened as if he could drink it. How fine it was!
There was nothing Like the sca for making achap fecl G0 And there
sat Fanny, hiz Fanny, leaning forwseard, eathing so gently.

“Fanny!" George called to her,

A she wmed w him somethiong incher sall, wondering look nace
George feel that for two pins he would jump over the table and carry
heroff,

"1 say." said George rapidly, “let's go, shall we'? Let"s zo back
ta the hotel. Come. Do, Fanny darling. Let’s go now.™

The band began 1o play. “Ch, God!” almost groaned George.

"Let's go befora the old codger begins squawking again.” And a mo-
ment later they were gone.
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7
SYMBOL AND ALLEGORY

Syindreed

Asvmbol, according toWehster's Dictionary, is ‘sewnething tha
stands for o sugeests something elve by reason of relationship,
ERSHCi i, cornreniion, or accldenal resemblance, o visible sign
af somierhing freelsible . Symbols, in this sense, are with us all the
tirne, for there are few words or objects that do nat evoke, at leastin
certain contexts, aowide range of associaled meanings a ndl feelings.

wost of aur daily symbol-making and symbal-reading is uncon-
scious and aceldental, the inescapable product of pur experience as
human beings. Fu Hteratiere, however, symbols — in the form of
wards, inages, objects, sertings, events and characiers —are of-
ten used deliberately to suggest and reinforce meanfng, 1o pro-
vide enrichment by enlareing and clarifving the experience of
the work, and lo frelp to organize and unify the whale.

The identification and understanding ol literary symbols require
a great deal fiom the reader. They demand an ability to detect when
can be lemitimate!ly gaid to carry those clements (o larger, symbolic
levels, and when the author means to imply nothing beyond what 15
literally stated. They also make demands on the reader’s maturity
and sophistication, As William York Tindall observes, “What the reader
pels [tom a symbol depends not only upon what the author has put
into it but upon the reader's sensitivity and his consequent apprehen-
sion of what is there, 12

" William Yark Tindall, The Lirerary Sverbod [New York: Columbia Umiver-
sity Press, 1953), p. 12
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It is perfactly i, of course, thatthe meaning af amy 3y mbal is, by
definition, indefinite and open-ended, and that & given symbol will evoke
aslightly diflerent response in dilTerenl readers, Yet there is an accept-
able range of possible readings forany symbal beyond which we must
not sty We are abways limited inour inlerpreudion of symbols by the
total conlext of the work in which they oceur amd by the way inwhich
the author has established and arranzed its other elemeants; and we are
not free to impose — from the outside — our own personul and jdiosyn-
cratic meanings simply bocause they appeal wous.

Twpes af Svenbole

Symbols are ofien classified as being traditionzl, original, or pri-
vale, depending an e sowrce o e asseciations that provide their
Mmcinings.

1. TRADITIONAL SYMBOLS are those whose associa-
ticins are commaon property of a society ora culture and are so widely
recognized and accepled that they can be said Lo be aloost eniversal,
The symbolic sssocialions that generally accompany the forest and
the sea, the moon and the sua, nightand diay, the colours Black, while
and red. and the seasons of the year are excmples of raditional sym-
bals. They are so much a parl of our culture, that we ke ther signif-
icance pretty much for granted, A special rypa of teaditional symbal is

s Jﬂ] the archetype, a term that denves from anthropologist James G. Fraz
cr's famous study of myth and ritual The Galeden Bowgh (1E9-1915)
and the depth psychology of Carl Jung (Jung savs that certain sym-
hrls are so deeply rooted o the repeated and shared cxpericnces of
aur Common ancestors — he refers to tham as the “colleciive uncon-
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seiousness’”, of the human race —as o evoke an immediate and strong,

ifunconscious, responsc in any reader). “Blockness™ or “darkness”
with s nbvions ovartones of myvstery, evil and Salanism, 15 an exan-
ple of archetyoal symibaol.

The presence of traditional symbols, it should be noted, does
not mean that we are (e w ignore the framing comtext of the work

Traditional symbols, forall their accompanying associalions, must al-
ways he established by the context of the work and find their signif-
icance inside the work, not bevond it

2. ORIGINAL SYMBOLS are those whose associalions ure
neither immediate nor traditional; instead | they derive thair meaning,
largely if not exclusively, from the context of e work in which they
are used.

A PRIVATE SYMBOLS restrict the source of their meaning
cven more than original symbols. Justas all of us have certain abjects
in our lives that call to mind a variety of private associations {the way
Q fﬂmily_h;e_ir]_gomdms}, certain authors employ symbols that are the

Kﬁmduuls of their own peculiae and idiosyneratie systenis of philoso-

{ phy or helisf. Private symbold, by & rlue of their source, are esoteric

| and largely unintelligible, except ta those whorm the author or the
author’s critics and interpreters have succeeded in educating,

- i-".z_.lril.:. 3'& &EJ 4_‘,{._("[1 Ji\“/é-"ai ? ‘:PJIE fl‘.ff‘.;: r’.i._/é M
Allegory

Allegory is a techinique for expanding the meaning of a lit-
erary wark by having the characiers, and sometimes the reliing
and the events, represent certain abstract ideas, gnalities, or
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certceds — wsaally moral, refisioas, oF political in peatere. Un-
likesymbolim'* the absractions of atlegory are fxed and defimte and
tend tofake the form of simple and speeilic dess that, once identified,
can be readily understood. As they remain constunl, they also are
easily remembered. In their purest form, works of allegory operate
vonsislently und simulianeously at bwo separate but parallel levels of
meaning: one located inside the work itsel?, at the concrate surface
level of plotand character; the other, outside the work, at the levelal
e particular idess or qualities to which these internal elements point.
Such worss function best when these two levels ielnforce and comple-
menteach other: we read the work as navrative, but are also aware of
the ideas that lie beyond the concrele represcntations.

Az alictional mode of presentation, allegory s sul of favaur
among modern and contemporary authoes and critics, for reasons
that have 1o do with the nature of allegory itself.

Firseof all, the didacticism of allegory and its iendency towards
asimplified. it not simplistic, view aof [ife is suspect in a world where
there is very little commen agreement about truth and the validity of
certain once universally respected ideas and ideals, Second, in
allegory the characters, and ideas and ideals those characters em-
body, are presented as a given. The modern author, oo the other
hand, prefers to huild characters and to develop and reveal their per-
sonalities gradually, in stages, throughout the course of the work, And,
{inally, twenticth-century critics tends to be intalerant of any litcrary
work whose meaning is not totally conained within the structwre of
the wark.

" Allegery and symbolism are not antithetical; in fact, allegory can he sad
1o be a simplified Form of sy mbolism. Allegory, like symbolism, functions asa
Lepe of metaphor, but in the case of allegory, the tvo halves of the metaphor are
stated and definite.

92



Analyzing Symbol and Aftegrvry — TASKS
{. Bead and tell the story “AUGUST 2002 NIGHT MEETING™
2 Analyze i paying attentian 1o the following questions:

o What syinbols or patterns of symbolism (or allegoey) are
presentin the work? Are the symbols traditional, original or privawe?

& What aspects of the work {c.g., lheme, selling, plol; charae-
terizalion) does the symbolism (allegory) serve to explain, clarify, or
reinfonee?

#  Dhes the anthor’s usc of symbolism (allegory ) seem contrived
ar forced in any way, or docs itarise naturally out of the interplay of
the story's major elements?
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Rav Bradbury

-
AUGUST 2002: NIGHT MEETING /-l

Before zoing onup into the blue hills, Tnmﬁt, Gomex slapped

for gusoline a the lonely station, Y
“ Kind of alone cul here, aren’t you, Pup'*"" said Tambs,
Fha old man wiped ofT the windshield of th small truck. “Nol bad.™

“Heow do you like Mars, Pop?”

“Fine. Always something naw. [ made op my mind when L eame
here lust yeur Dwouldo’ Lexpect nothing, nor ask nothing, nor be
surprised at nothing, We ve got 1o forget Earth and how things were,
We've gotto look atwhat we're in here, and how differeng itis. 1 get
ahell of @ lot of funout of just the weather here, It's Martfa westh-
er. Hol us hell dayumes, cold as hell nights, [eeta big kick outof the
different flawers and different rain. T came 1o Mars to retire and 1
wanted to retire in a place where everything is diflerent. An old man
needs 1o have things different. Young people don’t want Lo Lalk Lo
him, otherold people bore hell oul of him. So Lthought the best thing
forme isa place so different that all you got oo do is open your eyes
and you're entertained, F got this gas station. If business picks up (oo
much. I'll move on back to some other old highway that’s not Loo
busy, where I can eam justenough to liveon and still have time Lo fegl
the differen things here.”

“¥ou've got the right idea, Pop,” said Tom®s, his brown hands
idly on the wheel, He was feeling good. He had been working in one
of the new colonies for len days siraight and now he had two days off
and was on his way fo a party.
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“1'm mot surprized at anything any mone,”" smd the old man_ “"m
just looking, U justexpenencing, [Cvou can't take darz forwhai she
15, vou might as well go back to Edarh, Bvarything'scrazy ip hare, the
zoil, the wir, the canals, the natves (1 never saw any yet, but [ hear
they're avound), the elocks. Even my clock acts lunny, Even time 15
crazy up here. Sometimes [ feel 1'm here all by myselll no one else on
the whale damn planet. [d take bers on it. Sometimes [ fecl ahout cight
sears oid, my body squeezed up and everything efse tall, Jesus, 1t7's just
the place for an old men. Keeps me alert and keeps me happy, You
know what Marsis? It's like a thing T got for Christmas scventy vears
apo —dan’t knew if you ever had one — they called them kaleido-
scopes, bits ol crystal and cloth and beads and prety junk. You held it

Tupto the sunlight und looked in through at il, and 1t took your breath
away. All the patterns! Well, that's Mars. Enjoy it Don’task it 1o be
nothing else but what it is, Jesus, you know that highway right there,
built by the Martians, is cver sixteen centuries ald and still in good
condition? That's one dollar and fifty conts, thanks and good night™

_Tombs drave off down the ancient highway, laughing quietly.

I was a long road going into darkness and hillz and he held to
Lthe wheel, now and again reaching into his lunch bueket and taking
out a piece of candy. He had been driving steadily for an hour, with
no mher caren the road, oo lights, just te road going uoder, the Twim,
the roar, and Mars out there, so quiet, Mars was always quiet, but
guicler tonight than any other. The deserts and empty seas swung by
him, and the mountains against the stars,

There was 4 smell of Time in the air tonighl, He similed and turned
the fancy inhis mind. There was athought, What did Time smell Jike?
Like dust and clocks and people. And if you wondered what Time
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sormided ke it sounded ke water runniag in a dark cave and voices
crying and dirt dropping down upon hollow hox lids) and rain. And.
going luher, what did Time leek Like? Time looked like snow drop-
ping silemly into g bluck room or it locked like a silent [ilm in an
anicient tweater, one hundred billion Taces falling like those New Year
balloons, down and down into nothing. That wos how Ume smelled
and Jooked and sounded. And tonight — TomBz shoved a hand into
the wind ousside the truck — tonight you cowld almost ool Time.

He drove the truck between hills of Time. Lis neck prickled ancl
b sal up, watchinge ahaead, -

FHe pulled into a tittle dead Martian lown, stopped the engine.,
and let the silence come in sround him. He sat, not breathing, looking
out at the white buildings in the moonlight. Uninhabited for cenluries.
Perfect, faultless, in ruing, yes, but perfect, nevertheless. .

He stared the engine and drove on another mile or mare before
stopping again, climbing out, carrying hislonch bucket, and waltking
toalit ] promoniory where he could look back s that dosty city. He
npened his thermos and pourcd himself a cup ol coflee. A nighl bird
flew by, | Je felt very good, very much at peace.

Pechaps five minutes later there was a sound. OFF the hills, where
the ancient highway curved, there was a motion, a dim light, and then
a TLIEImL,

TombBs turned slowly with the coffee cup in his hand.

Arnd oot of the hills came a strangze thing.

It was a machine like a jud?s-grccn 1N5ECL, A praying mantis,

delicately rushing (hrough the cold air, indistinct, countless areai -
amonds winking overits body, and red jewels that glittered with mul-
tifaccted cves. Is six legs fell upon the ancient highway with the sounds
of a sparse rain which dwindled away, and from the back of the ma-
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chine a Martian with melted gold for cyes looked down w Tombs as
it he wers louking mitaawell.

TomBs raised his hand and thought Hello! automatically but did
nat mave his lips, for this was a Martian, But TomBs had swom inblue
rivers on Barth, with strangers passing onthe read, and eaten in strange
houses with strange people, and his weapon had always been his smile.
He did not carry & gun. And he did not foel the need forone now, even
with the Jile fear that gathered about his heart at this moment.

The Martian's hands were empty too. For a moment they looked
across the cocl air at each other.

It was Tom®s who moved first.

“Hello!™ he called,

“Hello!™ called the Martian in lusown language.

They did not undersiand cach other,

“Did you say hello?” they both asked.

“What did you say?" they said, each in different tongue.

They scowled.

“Wheo are vou?" said TomBs in English.

*Whatare yvou doing here?” In Martizn; the stranger’s lips moved.

“Where are you going 7 they said, and looked bewildered.

“TI'm Tombs Gomez."”

“I'm Muhe Ca.”

MNeither understood, but they tapped their chests with the words
and then it became clear.

And then the Martian langhed, “Wait!"” Toms falt his head
touched, but no hand had touched him. “There!” said the Martian in
English, *'That is beteer!”

“You learned my language, soquick!”

“Mothing at alll™
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They looked embarrassed with @ new silenee, at the steaming
cullee hie had in onc hand.

“Somcthing different?” said the Martian, eyeing him end the col-
lee, referring wthem both, perhaps.

“Mlay [ofler voud drink T said TomDs.

“Please.”

The Martian slid down from his machine.

A secondeup was produced aod [led, stieaming. TonGs beld it out.

Their hands met and — like mist—fell thraegh cach other.

“Tesue Christ!” cried TomBs, and dropped the cup,

“Mame of the Goda!" said the Martian in hiz own tongue.

“Did you see what happened?” they both whispered,

They were very cold and termilicd.

The Martian bent o tach the cop but could not touch it

“Tezua!" said TomBDs:

“Indeed.” The Martian tried again and again to get hold of the
cup. bul could not, e stocd up and thought fora moment, then teok
it koile fron his bell “Hey ™ cried Tom®Bs. “You misundersland,
catech!™ said the Martian, and tossed it TomOs cuppad his hands.
The knife fell through his flesh, Ithit the ground. Tormbs bent (o pick
it up but could net touch it and he recoiled, shivering,

Mow he fooked at the Martian against the sky.

“The stars ™ he =aid.

“I'he stars ! gaid the Martian, looking, in turn, at TomGs.

The sturs were white and shamp heyond the flash of the Martian,
and they were sewn into his flesh like scintillas swallowed into the
thin. phosphoreseent membrane of o gelatinous sea fish. You could
ge slars flickenng like violet eyes in the Maman's stomach and chest,
-=and through his wrists, like jewelry.
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“] can see thremgh you!” said Ter s,

“And I through you!™ said the Muortian, stepping back,

TounnBs felt of his own bady and, fecling the waemith, was reas-
suged. £ am real, he thought,

The Martian touched his own nose and 1ips. “Thave Aesh™, he
said, half aloud. *T am alive

Tombs stared af the stranger, “And if  am real, then you must
be dead.™

“INa, you!™

A okosti”

A phuntom!™

They pointed at each other, with staclight burning in their mbs
like daggers and icicles and fireflics, and then fell to judging their
limbs azain, each finding himself intact, hot, exciled, stunned, awed,
and the other, ah yes, that ather over there, unreal, a ghostly prism
fashing the accumulated light ol distant worlds.

I'm drunk, thought Tom©s, [ won'l tell anyone of this tomor-
Lo, Ny, 10,

They stond there on the ancient highway, neither of them moving.

“Wheare are you from?™” asked the Martian at last.

“Barth.”

“Whalis thal'?™”

“There." Tombs nodded to the sky.

“When?"

“We landed over a year ago, remember?”

LLNUIH

“and all of you were dead, all but a faw, You're rare, don't you
Enow that?”

“That’s not true.™
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“Yeo, Dead, T saw the bodies, Black, in the rooms, in the
houses, dead, Thousands ol them,”™

SThat’s ddiculous, We'te affee!™

“Mlisten, you'te invaded, only vou don’l know it You nust have
escaped.”

“T leaven't escaped: there was nothing Lo escape. What do you
mean? I'm on my way to o festival now atthe canal, near the Eniall
Mountains. Twas there last might, Daon’tyvou see tha eity there?” The
Martian pointad,

Tombs lovked and saw the ruins. “Why, that city’s been dead
thousands of years.”

The Martian laughad, “Dead. | slept there yesterday!™”

At was in it aoweek ago and the week before that, and 1 just
drovve throvgh it now, and 105 & heap. Sec the broken pillars?™

“Broken? Why, 1 see them perfectly. The moonlight helps. And
the pillars are upright.™

“There is dust in the streets,” said Tombs.

“The streets areclean!™

"The canals are smpty right there.”

“The canals are full of lavender wine!™

“Tt's dead "

“I’s alive!” protested the Martian, laughing more now. “0Oh,
vou're quite wrong. See all the camival lighes? There are beautiful
boats as slim as women, beautiful wornen as slim as hoats, women
the colour ol sand, women with fire flowers in thair hands. I can see
them, small, ranning in the streets there, That's where I'm going now,
1o the festival; we'll floal on the waters all night long: we'llsing, we'll
drink, we'll make love. Can't you see it?"

“Mister, that city is dead as a dried lizard, Ask any of your party.
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ie, lmoan my way 1o Green City tonight; that's the new colony we
just ralsed over near Hlinois 1ighway. You've mixed up. We broughs
i a midlion Bomd feel of Qrepon lamber and o couple dozen wons of
cond steel nails and hammered together tvo of the nicest little villages
vou ever saw, Tonight we're warming one of them. A couple rockets
are camming in from Barth, bringing our wives and girl frends. There”ll
be barn dances and whisky —*

The Martian was now disquieted, *You say itis over thar way?”

“Thers are the rockels.” TamBs walked him to the edge of the
hill and poinked down. “See?”

N

“Damn it, there they are! Those long silver things.™

I.ND. L

Mow TomBs laughed. “You're blind!”

“I see very well, You zre the one who does not see.”

“But vou see the new fown, don’t yvou?™

“1 see nothing butan ocean, and water at low tide "

“Mister, that water's been evaparated for forty centuries,”

“Md, now. now, that is enough.”

"I e, el you,”

The Martian grew very serious. "Tell me again, You do not see
the city the way | describe it? The pillars very white, the hoats very
slender, the festival lights— oh, [ see them clearfy And listen! Ican
hearthem singing. It"s no space away atall.”

Tombs listened and shook his head. “No."

“And]l, on the other hand,” said the Martian, “cannot seewhat
youdescribe. Well”’

Apain they were cold. An ice was in their flesh.

"Canit be . ..7"
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“What 7

“You say Trom the sky™ ™

“Earth.”

“Earth. n name, nothing,” said the Martian. “Hur . as ] came
up the pass an hourago . .. He touched the back of his neck. “Tielt

“Cald™

A ™

= now ™

“Cold again, Oddhy:. Thers was athing wo the light, wo the ulls, the
roud,” said the Martian, “T felt the strangeness, the road, the light, and
for o moment 1 felt asif [ were the last man alive o this world .7

“So did 11" said Tombs, and it was like talking to an old and
dear friend, confiding, zrowing warm with the lopic.

The Martian closed his eves and opened them again. “Thiscan
only mean one thing. I¢has to doowith Time. Yes. You are & igment of
the Paz1!™

“Mo, vou arc from the Past,™ said the Earth Man, having had
e 1o think of it now,

“You are so cerlain. 1Jlow can you prove who is from the Past,
whi from the Future? What yearis it?™”

“Two thousand and one!™

“What does that mean to me?”

TomBs considercd and shrugged. “Nothing™

“Irgs asaf 1 wold you that it s the year 4462853 SEC. Liis
nothing and more than nothing! Where 18 the clock to show us how
the stars stand 7

“But the ruins prove it! They prove that £ am the Future, f am
alive, vou are dead!”

102



“Everything inome denies this, My heart beats, my stommach hun-
mers, my mouth thirsts, Mo, no, nol dead, but alive, either of us, More
alive than anything clse. Caught between is more ke it Two strang-
ers passing in the night, thal is it Two strangers passing. Ruins, you
sy

“Yes You're altaid 77

“Who wants to see the Future, who ever does? A man can face
the Past, but o think — the pillars crummbled, you say And the sea
emply, and the canals dry, and the maidens dead, and the flowers
withered ™ The Martian was silent, but then he looked on ahead,
“But there they are. T see them. Isn't that enough for me? They wait
For me now, no matter wihal you say,”

And for TomBs the rockets, lar away, waiting for fiim, and the
town and the women from Earth: “We can nover agree,” he said.

“Letus agree to disagree,” sard Martan, “What does iLinatier
wha is Past or Future, If we ate both alive, far what follows will
follow, tomorrow or in len thoosand yvears. How do you know that
Lhose temples are not the temples of your own civilization one hun-
dred centuries from now, tumbled and broken? You do not know.
Then don’task, Bul the night 1s very short. There go the festival Tines
i the sky, and the hirds.”

TombBs pur aut his hand. The Martian did likewise inimitation.

Their hands did not touch; they melted through each other.

“Will we meetagain?”

“Who knows? Perhaps scine other night.™

“I'd like to oo with vou to that festival.”

“And [ wish 1 might come to your new town, to see this ship you
speak of, to see these men, to hear all that has happened.”

“Good-by," said TomBs,
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“Good night.”

The Martian rode his green melal vehicle quistly away into the
hills. The Earth Man turned his truck and drove i silently in the oppo-
site direction.

“Good lord, what a dream that was,” sighed TonBs, his hands
on the wheel, thinking of the rockews, the women, the raw whisky, the
Nirginia reels, thapaty,

Hewy strange svision was that, thought the Martian, rushing on,
thinking af the {estival, the canals, the boals, the worpen with golden
exves, and the songs.

The night was dark. The moons had gone down. Starlight 1win-
glcd onthe em piy highway where now there was not a sound, no car,
no person. nothing. And it remained that way all the rest of the cool
darknight.



8

TONE ANDSTYLE
Tone

Allof us are familiar with the term tene as it is used to charac-
terize the special qualities of accent, inflections, and duralion in a
speaker’s voice. From carly childhood oo we learn to identify and
respond o lhese elements of speech, Far cxample, o mother can tel]
harchild o “Come hare!™ in a manner that is angry, threatening, con-
cerned, amusad, sympathetic, or affectionate, simply by altering her
lone of voice. In each cuse, the mother's meaning iz the same — she
wants her child to come. However, the relationship she creates with
her auditor (the child) will differ dramatically according (o her tone,
l'ﬂ.i‘l{,’ then, is a means of creaiing a re.’arimn'h:p OF COnVEVIRE
ait aitifude. The parlicular qualities of a speaking voice are unavail-
eble to a writer in ereating tone, but e a certain extent rhythm and
punctuation can substinite Mor a speaker™s accent and inflection, while
woid order and word choice can influence tone as easily in prose as
inspeech,

Just as the tone of the mother’s voice communicates her atlitude
of anger or concern, 0 tone in fiction is fmegoently a guide Lo an
suthar's attitude twowards the subject or audience. Forexample, one
recognizes at once the frisndly, informal, and folksy tone of Huck
Finn's introduction tw his advantures:

Yo dort't Erew alont me. withowr ven hove read a Sook by
nenne af CThe Adventires of Ton Sewyer', Dut thal aint oo umarier™
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Huock wanis o male us his friends, so he writes just as he woull
spesk. without striving for grammatical pesfection. As soon as ha re-
alizes that we might be put ol by the sense of self-importancs in his
allusion to The Advensires of Toun Sawyen he reassures us that it
“ain’t no matter™ if we have failed 1o read the bouk, “The tane and
content of the sentence combine to indicats that Huck wants us to
like him and tha hawants 1o like us.

In contrast. in Mark Twain's preface to Huckieberry Finn his
rone is threatening at the same time that it is ironic and humoros:

NOTTOE

Persons artempiing to find ¢ modve in this nareative will be
prosecuted; personys eifempting o fnd moral Hn {0 will be ban-
ished, persons atiempling (o find ¢ ples i @owill Be shot,

BY ORDER OF THE AUTHOR
Per GG, CHIEF OF QRDNANCE"Y

Wiy should Mark Twain make threals thal are ohvioasly exag-
cersted and impossible to carry out? Wiy, indeed, except to atleas
our attention to the novel's motive, moral, and plot. Thus, although
Huck™s tone has accoralely rellected his aititude owards the reader:
itis doubtlul that the same is troe of BMark Twain's “Notice.” His tone
i% ironic and he means just the opposite of what he says,

fromy

Ihe three types of ivony that occur most frequently in literaturs
are verbal ireny (in which there is a contrast between what a speak-

er literally says and what he or she means); freny of situation (in
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which so event or sitnarion turns oul W be the reverse of what is
expecled or aporopriate ) and dramatic rony (in which the state ol
alfeirs known to the reader or the audience s the reverse of what iis
pirlicipants supposc it to bel.

Woerkal irony is easily enoush recognized inspeech because of
the intonation of the speaker’s voice. In literalure it becomes obvious
due trthe context. For example, when we read: "It must be delight-

Fu! 1o find aneself in a forcign country without a penoy n one's
pocket,” we easily guess that the italicized word {delight{ul) bears a
meaning quite the opposile to it primary one {potdelightful, unpleasant).
lrony of situation, on the other hand, rasulrs from the careful
manipulation of plot, point of view, setling and atmosphere,

The drarnatic irony, like ireny of situation, depends on the use of
plat, character and point of view, An omniscient narmator, for exam-
ple, will sometimes reveal information to the reader that his charac-
ters do not vel know; this allows the narrator (and the reader) to
Judgze the subsequent actions of those characters and to anticipate
the likely cutcome of events. Diramatic irony can also be established
by means of characters whose innocence and naiverd cause them to
rrisperceive or misinterpret events whose signilicance is perfectly clear
Lo the reader. '

A5 eritics Robert Scholes and Robert Kellogg note, there are
“Inany example of narrative art, .. broadly speaking, thiree points of
view — those of the characters, the narrator, and the audienca""Whean
any of the three “perceives more —or legs —than another, rony must
be cither actually or potentially present,”'

4 Robern Scholes and Robert Kellogg, The Matwre of Marrarive {MNew Yok,
Oixford University Press, 19667, p, 240,
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Sewle

The distinetve quality of literatare that sets it aparl [Tom all
other forms of artistie expression is its reliance oo languaze: Words
arethe wriler s means of recoverng and objectilving experience; and
they ae his or her means of presenting, shaping, and controlling sub-
ject mttler, Language is also the means by which the writer contrals
andd millueences the reader.

When we tall alwut an author s words gird the cleracter-
istie ways he nses the resources of langnage to aclhieve certain
effects, we are falking abowt stvle.

[n its most sencral sense, style consists of diction (the individu
al words an author choosest and syaiax {the amangement of those
words into pheases, clanses, and sentencas), as well as such devices
as riythm and soondd, allosion, amibiguity, wony, pacadox, and figura-
tive language, The Iatler elements of style are crueial o the artof
poetry; and they are discussed more fully under that heading. We wall
touch on them here in order to establish that the language of Action,
no Jess than the lanzuape of poetry and drama, isdistinguished by the
authars ability tomake full and effective use of the langwage ot his or
her command.

Each writer's style 1s unique. “Every writer,” British critic David
Lodge notes, “displays his own unigue ‘signature’ in the way he uses
language, svinething whichall his works, however diverse, have in
common and which distinguishes them from the work of any other
writer”" By examining the siyle of a work of fiction we fre seeking
to 1solate and identify those distinctive traits that comprize the

P David Bodge. Lenggpage of Fieion: Exsays i Critieism and Verbal Anal-
s of rie English Move! (London: Routledge and Kegan Faul, 1966), p. 50.
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authon s “signature’”. Besides, we arc interested in understanding the
effects produced by particular siyhistic devices and echnigues and
how these effects influence our response to the work's other ele-
ments — particularty character, incident, setting, and therne —and (o
the work as a whole. We are also attempting to armve at a judgement
based on aconsideration of just how effectivel v the suthor has man-
aged W integrale form and content,

Flerents of Style

DICTION. The analysis of diction includes the following con-
siderations: the denofative (or dictionary) meaning of words, as op-
posed 1o their conrodaiive maaning {(the ideas associated wilh or
suggested by them); their degres ol concretness or abstraciness; their
devree of allusiveness; the pors of speeci they represent; their length
and construction; the lovel af vsage they rellect (standard or non-
standard: formal, informal, or colloquial); the imagery (details of sen-
sory experience) they containg the fgurative devices (simile, meta-
phaor, personification, etc.) they embody: their rfyhine and sound
parterny [allileration, gssonance, congonance, onomatopoaial. In
studying diction, we also nzed to pay close attention to the use of
repetition. the way key words recur in given passage or series of
passages in such a way as o call special anention to themselves.

SYNTAX. When we examine style at the level of syntax, we are
atternpling 1o analyze the ways Lthe author arranges words into phras-
es, clauses, and finally whole sentences to achieve particular cffects.
Although syniax is determined partly by the lexical content {or mean-
ing) of the words and partly by the basic grammatical structure of the
lanzuage, cvery writer enjays considerable freedom to shape and
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contral the synactic elements of style. In looking ar an author's syn-
s wee swant 1o know how the words kave been arranged and partic-
ularly how they deviate from the normal and expeceedd.

Although one can study syntactic unmts smaller than the santence
(e.z. phrases) or larger than it {e.2. the whole tex(), syntax is proba-
bly most easily approached and analyzed in sentences, They can be
exarmined in terms of their length — whether they are short, spare, and
economical or long and involved; in terms of their form — whether
they are simple, compound, or complex; and in terms of their con-
struction— whether they are foose (sentences that follow the norimal
suhject-verb-object pattern, siating their main idea near the begin-
ning in the form of an independent clause), periadic (sentances that
deliberately withhald or suspend the completion of the main idea until
the end of the sentence), or kafoinced (senlences in which two similar
or antithetcal ideas are balanced).

Each type of senlence will have 2 slightly different effect on the
rezder. Lang, complicated sentences glow down aod retand the pace
of a narrative. whereas short, simple sentences hasten it. Loose sen-
tences, a5 they follow the normal, predictable patterns of speech,
tend to appear more natural and less contrived than either periodic or
balanced sentences, particalarly when they are vsad in the creation of
dialogue. Moreover, the deliberate arranzement of words within in-
dividual sentences or groups of sentences can result in patterns of
rhythm and sound {pleasant or unpleazsant) that establish or reinforce
feeling and cmoton. Although an author will usually vary the kinds of
sentences used in order to avoid monotony (unless monotony is in-
tended}), certwin syntactic patterns will dominate and become char-
acteristic of that author’s style.
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Twa Shor Exaniples af Seylistic analyvsiy

Here we will suggestthe stylistic analysiz of passages from two
short stories. Tewill give you the idea of how stylistic analysis could be
carried out, Afterwards you will, of coursa, have to analvze the whole
of these srarias.

The girl siood up and walked ta the end of the station. Across,
on the other side, were fTelds of proie and trees along the banks of
the Ebro. Far nway, bevand the river, were mowiniaing. The shad-
ow of a cloud moved across the field of grain and she saw the
river through the trees.

“Aried we could hove all this,” she said. “And we could have
evervthing and every day we make it more impossible. ™

"What dief vou gay?”

“f said we conld have everything.”

“We con fave everything.”

“No, we cant.”

“We can have the whole world "

“MNa, we can 't

“We can go everywhere. "

“Na, we can’t. It isn't owrs any more.”

"Iy purs.”

“No, it fzn't. And once they take it awery, you never pet it back.”

“Bur they haven'T taken it away '

Wl wait and see

“Cenne or hack in the shade,” e said. “You wuesin't fee! that weay.

“F con't feel any way,” the givl saie. "I just know things.”

- From "Hills Like White Elephants,” Ernest Hemingway.
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The passage perfectly illustrates the Famons Hemingway siyle -
economical and terse, Itis choaracterized by short, simple sentences
and active verbs: by an informal, commonplace vocabulary of shor,
denatative words; the absepce of unnecessary adjectives and ad-
verbs: and by o concentradon of paricular concreie images that record
the surfuce level of cxpenence. Descnptive details of saning are sparse
though imporiant — in this case they juslapose the sensuous fertility
across the river with the hot, sterile foreground where the conversa-
ton berween the two characiers takes place.

Such details, however, are clearly subordinate o the dialngue,
which carries the parrutive movement of the story and explores and
illuminates the aititudes and temperament of the charecler-partici-
paiits, The objective point of view places the burden of interpreta-
tion on the reader, who must pay close atention to what is being said
inorderto identily correctly the verbal nuances and overtones thal
define both character and conllict.

The dialogoe itself is difficult to follow. Tris random, indirect,

and inexplizit, for Heminoway's characters, aware as they are thal (o
exposcunesell openly is to risk psychic injury, tend 1o approach each
other obliquely, their real thoughts wnd cmotions hidden and held aghtly
incheck. Intnis passage the girl scnscs, though she cannot or will not
articulate the fact, that it is not the matter of her pregnancy —or the
“awlully simple operstion’ he proposces — thal jeopardizestheir rala-
tionship, but rather his failure to undersrand that hurnan relationships
themnselves inevitably curtal and limitone’s freedom, Ller inability o
communicate this message and his failure to understand it = the failure
of dialogue, if you will - thus serves to underscore and explain bath
the differences in their attitudes and personalities and the size of Lhe
barmier existing belwecn them.
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Ambrose way Vo the awkward age. " His voice come ol
figh-pirched wy o ohild s if e let Minself get carried avay; to be
on the safe side, therefore, he moved and spoke with deliberate
calm and adlt groviey, Talking soberly ol wmimpartant or frrele
vemt marters and stening consciousty o e somed af voor ow
vaice are wiefud habity for maintaining conteol in this difficnfy
Biterved, Far pante 1o Oeemr O e sar moile bock seal of the
Samilv carwith his brother Peter, age fifteen, and Magda 3 ——
— -, age fourteen, @ pretty givd and exgnisite young lady, wiho
Fivedd moid fue from therre on B ——— Sireer in the town of ) ——
, Marvland, (nitials, Mlanks, or bodt were often subsiiinred
for proper names in nipeteenti-century ficiion to enfiance the
fsion of realitv. ft iy as [ the anihor felt it necessary to delete
tire names for reasons of tactovlegal Uabiliny . Interesiingly, as

with other aspects of realism, §¢ i an illesion that is being en-
fanced, &y purely artificial means,

— From “Laost in the Funhouse,” John Barth.

“A different way to come Lo terms with the discrepancy between
art and the Real Thing," John Barth has said, “is wo affirrm the arlifi-
cial element in art (you can’t get rid of it anyhow), and mauke the
artifice part of your point instead of working for higher and higher fi
with a lot of literary woofers and tweeters.”" And one way 10 "af-
{firni the artificial element in art,” he might have added, is by making
the reader an equally self-conscious party to the artifice, by letling
him inon the zame, and then forcing him w participate io the act of

" Juhm Barth, “Joho Barth: An Interview," Wircomsin Soedres in Conrempo-
riry Literatnoe, V126 {Winicr-5Spring T894 5]
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veention and discovery. Suaeh statemnents help to cxpliin the plasdial,
seff-conseious qualioy of Bany's ovwn fiction: they also help o esplain
Garth's choice of siehjeer matter and varratiive techaigque, and his
chuice of sivie wswell, Barth's funlwass is i metaphor both o letion
aned fletom-nntking and tor the potentialities ol the sel [ and the aathar
opEnly mvies the reader e pactieapaae e A Drcse’s slary, even o
the e lent odinviting him o choese whichof the muoltiple versions ol
the sdotis lirally, the correcrone. Banly's siyle —witlvits long, com-
Pl anck comyelined =entenees, s ehsiract diciion, 1ts rapid ciunges
Hepoint ol view s resot o pu ooy, abusion, aod otber loros cf
verbal werdplan. and its use ol soch visual devices us italics, blank
spaces, (pwalaiion marksdashes: and diaarans — 15 designed 10
“iake the andfice portof = the “poin’ and e solieit our active n-
wiilverment as intellipent readlers, Whid Busth says and he way he
sivs Liavite us o think choul fiction and letion-making even s they
crzdle Mmesteation by losing us, along with Ambrase, i the Tabyrin-
tine funhouse of the story.

FINAL TASKS

G Kead mnd fedl the following nwa seorizi.

2 Analece them fronm all the angles vou can, fncluding the

eleprents af sivie and roe.
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Eraest Hemmingweay

HILLS LIKE WHITE ELEPHANES

The hills acrass the velley o the Ebro were long sod whie, On
this side there was no shadow and 1o trees and the station was be
pween o lines of rails in the sun. Close waainst the side ol the staton
Lhere was the warim shadow of the building and a curtain, made of
steings of bumboo beads, hung across the open doar and into the
bar, e keep oot (Ties, The Amecicanand Hhe ginl wich hinosat ata
Lable in the sharle, outside the buailding: TUwas very hot and the ex-
press from Barcalonz would come in forty minutes. [Lslopped at thas
Junetian [or two minaetes anc went an to Macdrid,

“Whut should we drink P the girl ashed, She had aken off her
hatl and put it on the table.

“It's pretey hot,” the man said.

“Let'scleink bear

“Dos cervesas,” the man said into the curiain,

“Big onesT @ woman asked from the doomway,

“Yes. Twobig ones.”

The woman brought two glasses ol beer and two felt pads. She
put the fell pads and the beer glasses oocthe able and looked at the
man ane the girl, The girl was looking off at the line of hills. They
were while in the sun and the country was brown and dry.

“They look like white elephants,” she said.

“I'NE never Seen one,” the man drank his beer.,

“Mo, you wonldn't have.™



1L maght have, " the man said. ost becouse you say [ wouldn™t
v eloesn 1 prosve anyilang,”

The girl loaked al the bead curain. T hey ve painted something
cn it she smd. W hatdoes it say?

“Amnis del Toro, Ws adrink.”

“Could wee try !

The man called “Listen” through the cortain, The woman came
ot froen the bai,

“Four reales.”

“We want two Anis del Tore.™

*With watler ™

“Dio wiou want it with watee?”

“Idon’t know,” the oirl said, “Ts it good with water'!™

“TUs all might,”

o want them with water? asked the woman.

“Yas, with water.”

“I1asies like licorice," the gi] seid and put the glass down.

“That's the way with everything.”

e snid the givl, "Everything tastes of Hoonce. Especially all
thethings vou've wailed so long lor, like absinthe,™

0y, cut it ourt

“You started iU the girl said, [ was being amused. [ was having
a finc lime.”

“Weil, let's try and hawve a fine time."”

“allrght. L was teying. [ said the mountaing looked like white
elephants. Wasn't that bright ™

“That wes bright,”

“1 weaniedd 1o rry this new drink. That's all we do, isn't {0 — look al
things and try new drinks?"
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1 guess so0,”

The givl looked across at the hills,

“They re lovely hills,” she said. They don’t really look like white
clephants. I justmeant the coloring of their skin through the rees,”

“Sheold we have unother drink®”

“All mght™

The warm wind hlzw the bead eurtain against the table.

"The beac is nice and cool,” the man said,

“IUs lovely.” Lhe girl %nid_

“Tt's really an awfully simple operation, Jig,” the man said. “[U°s
not really an cperation atall,”™

The zirl looked at the ground the table legs rested on.

“I Eknow you wauldo 't mind it Jig. 1s really nocanything. It's
Justlo letthe air in.”

The girl did not say anything.

“I'I o with vou and I stay with you all the Lime. They just let
the air inand hen ics wll perlectly notural,™

“Then what will we do alteoward?

“We'll be fine afterward. Just like we were belore.”

“Whal makes you think 50!

“That's the only thing that bothers us, IUs the onty thing that's
made us unhappy.”

The girl looked at the bead curtain, put her hand out and took
hold of two of the strings of beads.

*And vou think then we'll be all right and be happy”

“Tknow we will. You don't have wo be afraid. ["ve known lots of
people that have done i

“Sehave I" smd the girl. “And afterward they wers all so happy.”

Well,” the man said, “if you don’t want to you don’t have to. 1
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wotthdn ™1 hawe wou doit 3 e didn’owant to, But ] know it"s perfioct -
|_\' s 1]J':|:.“

“aAnd you really want !

“Ithink iUs the best thing o do, But [ don™t want vou todo it if
vl don Ureadiy wunt o

“And if D do e yvou' I be happe and thines will be like they wers
A vou'll love me?”

ST hove yow ooy, o koo | love voo”

“Thaow, Butil [ de it teen it will be nice again if | say things are
like white elephants, and vou'll Tike 107

S B Thove b noess b | juise can't thinks aboaet it Yoo know
hew T zet when [ worry”

“ 1 do ityou won' L ever worry 77

“Twem tworry ahout thiat because iv's perfectly simple”

Ihen U de il Becanse Ldon't care abont me,™

“What da you mean?

“I don’t eare about me.”

“Well, I eare about you™

“h, ves, But [ don't care aboul me. And T do 1l and then
everyihing will he fing”

“Tdontwant vou Lo do itil you feel that way,”

The girl stood up and walked to the end of the station. Across,
onthe other side, were fNields of grain and trees along ihe banks ol the
Ebro. Far sway, boyomd the nver, were mountains. The shadow ol a
clowd moved across the Deld of prain and she saw the dver through
the trees.

“And we could have all this,” she said. “And we could have
cyervihing and every day we make iLinwre iimpossible”

“What did you say?”
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“I saieh we cold have every U,

W can bave everything,”™

oo, wecan'e”

“Weean have the whole warld,”

T, wocan'e.”

“We can go everywhere”

Moo, owe can L LLisn T ours any more,”

“IVs ours.”

SMositisn 't And once they take 1t awuy, you never ged it back.”

"Dt they haven U aken i away,”

Wl wail aod see,”

“Ulome on dack in the shade.” he said. *You musin’ feel that
way ™

“Edon ™t Tee] any way,” the givl said. 1 just know things,”

“[ don’twant you to do anything tal you dan't want oo

“Tear that isn't ooed for me.” she said, T know, Could we have
annther beg™”

“Allvighe Bul vow've goltorenlize

“I realize. the girl said. “Can’t we maybe stop talking ™

They sardown at the table and the 2il looked across at the hills
on the dry side of the valley and the man looked at her und at the
tuble.

“You've gol to realize,’” he sakd, “'that T dont want you todo il
vou dan'twant to, 1'm perfectly willing to go through with it if it
means anything o you,”

“Dioesn’t it mean anything 1o yvou We could get along,”

“OF course 1t does. Bul | don’t want anybody but you. I don't
wiant any ooe else. And Tknow 1ts perfectly simple.”

“¥es, you know it's perfecily simple.”™
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e all righit for you o suy that, bug 1 do ke it

“Weuld you do something for menow?”

" devanvthing for youo.”

“Would you please please plesse please please plaase pleasc
stopialking ™

e didn’t sav anvihing but looked @t the bags against the wall of
the station, Thore were labelz onthem from all tha hotels where they
had spemt nizghts.

“Biet T don' O wiant voudo, he said, “Tdon't care any Qg about iK™

I scream,™ the girl said.

The werman came out through the curtains with two glasses of
beer and put them down on the damp felt pads, “The train comes in
five minutes,” she said.

“What died she say?" asked the pirl.

“That the trzin is coming in five minutes.”

The girl smiled brightly at the woman, to thank her.

“I"d belter lake the bags over to the ather side of the station,”
the man said. She smiled at him,

“Allnght. Then come back and we' 1l finish the been™

He picked up the two heavy bags and carried them arcund the
station o the other tracks, He looked up the teacks but could nat see
the train. Caming hack, he walked through the barroom, where peo-
ple waiting for the (rain were drinking. He drank an Anis at the bar
end looked at the people. They were all wiiting reasonanly for the
train, He went et thraugh the bead curtain. She was sitting al the
table and smiled at him.

“Dhayou feel better? he asked,

“1 feel fine."” she said. “There’s nolhing wrong with me. [ feel



afin Barth

LOST IN THE FUNIOLSE

Far whom 15 the funhonse fun? Perhaps for lovers. For Am-
brose il is a place of fear and confusion. He has come to the sea-
shore with his family forthe holiday, ihe occasion af their visitis
Mdependence Day, the wost fmporiant secilar holiday of die
United States of America. A single straight underling s 1he wanu-
scripl mark for italic type, wirich fi turrncis the printed equivalent 1o
oral emphasis of words and phrases as well as the customary Lype
lor titles of camplete works, not 1o mention, ltalics are also employed,
in fiction stories especially, for “outside™, instruclive, orartificial voic-
es. such as radio announcements, the texts of telegrams and newspa-
perarticles, etcerera, They should be usced sparingly. If passages
ariginally in roman type are italicized by someone repeating thent, ics
customary to acknowledge the fact. frafics mine.

Ambrose wis Catthe awkward age.™ His volee came out high-
pitched asa child’s if he let himself get carried away; tobe on the safe
side, therefore, he moved and spoke with deliberare calm and il
graviry. Talking soberly of unimporant or irrelevant matters and lis-
tening conscipusly to the sound of your own voice are useful habits
for maintaining control in thisdifficult interval. En route 1o Ocean
Clity he satin the back seat of the family car with his brother Peter,
age Nfteen, and Magda G, age fourteen, a pretly girl an exquisite
young lady, who lived not far from themon B___ Street in the town
of D, Maryland. Initials, Blanks, or both were often substituted
for proper names in nineteenth-century fiction to enhance the illusion
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of reality. 11is as il the outhor (el it necessary to delete the names for
raasons ol tacl or leasl labilite. Interestingly. as with ather aspects of
realisn. iLis an flusion that is being enhanced, by purely artificiul
meaans. [l ikelv. does it violate the principle of verisimilinde, that a
thirteen-vear-old hoy could make such a sophisticated observation
A girfol fourtcer is fe poychiofogica! coeval of a boy of fiftcen ur
sixteen: n thirtegn-year-old boy, therelore, even one précocious in
some other respects, might be three vears lrer emorional Junior

Thrice o year —on Memarial, Independence, and Labor Days—
the family vizits Ocean City for allernoon and evening, When Am-
brogeand Peier's father was theirage, the excursion was imade hy
train, as mentioned in the novel The 422 Parafiel by John Dos Pas-
sos. Many families from the same neighborhooed used w ruvel 1o-
zether, with dependent relatives and often with MNegro servants;
schoolfuls of children swarmed through the railway cars: everyone
shared everyvone else’s MayTand [ed chicken Virginiu ham, deviled
ggos, polalo salad, beaten biscuits, iced tea. Nowadays (that is, in
L&, the year of our story) the journey is made by automaobile —
more comfortably and quickly though wirhout the exira fun though
without the cernuraderie of a general excursion. Its all part of the
detenioration of American i, their father declares; Uncle Karl sup-
poses that when the hays take fheiv families to Oeean City forholi-
davs they Il fly in Autogiros. Their mother, sitting in the middle of the
front seat like Magda in Lhe second, only with her arms on the seat-
back behind the men’s shouldars, wouldn't want the good old days
back again. the steamung trains and swilly long dresses; on the other
hand she can do withoor Awtogiros, too, if she has to become a grand-
mother to fly in them,

Dreseription of phvsical appearance and mannerisms is one of
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the several standard methods of characterization used by writers of
fiction, It is alse imporiant to “keep the senses operating” when a
detail from one of the five senses, say visual, 15 “vross=ed ™ with a
detzi! from another, say awditory, the reader’s imagination is oriened
tthe scene, perhaps unconsciously. This procedure may b com-
pared to the way surveyors and navigators determine their pasitions
[y Lywvos 0T mioTe comipass bearings, g process knownas liangulation.
The brovwn hair on Ambrose's mother's forearms gleamed in the sun
like, Though right-handed, she took ber arm from the seat-back 1o
press the dashboard cigar lighter for Uncle Karl, When the glass bead
inits handle glowed red, the lighter was ready for uze. The smell of
Uncle Karl's cigar smoke reminded one of. The fragrance of the ocean
came shrong o the picnic ground where they always stopped Tor lunch,
two miles inland from Ocean City, Having to pause fora full hour
almost within sound of the breakers was difficult for Peter and Am-
brose when they were younger: even al their presenl age 10 was not
easy o keep thair anticipation, siintalared by the briny spuine, [tom
turning into short temper. The Trish author James Joyee, in his unusual
novel entitled Livsses, now available in this country, uses the adjac-
tives suol-green and scranentightening to describe the sea. Visual,
auditory, tactile, olfuctory, pustatory. Peter and Ambrose’s father, while
steering their black 1936 LaSallz sedan with one hand, could with
the other remmove the first cigarette from a white pack of Lucky Strikes
and, more remarkably, light it with a match forefingered from its book
and thumbed against the flint paper without being detached. The match-
haok cover merely advertised 5. War Bonds and Stamps. A fine
metaphor, simile, or other figure of speech, in addition to its obvibus
“first-order™ relevance 1o the thing it describes, will be seen upon
reflection to have a second order of significance: it may be drawn
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trom the mifien ol the action, for example, or be particularly appro-
priate to the sensibiliny of the narcaton, even hinting 10 the reader things
of which the nurralive is unaware; or it may cast further and subiler
lights upon the thing il deserbes, sometimeas ionically gualifving the
maore evident sense of the comparison.

Ta suv that Ambrose’s and Peter's mother was pretty 15 Lo ac
complish nothing the reader may acknowledge e proposition, bat
his tmagination is notengaged. Besides, Magda was also pretty, et
i an alioeather different way, Allhough she livedon B Srreet she
had very good manners and did better than average in schocl. Her
figure was very well developed for her age. Her right hand lay casu-
allv on the plush upholsiery of the seat, very near Ambrase's ledl leg,
on which his own hand rested. 'Tha space batwesn thewr legs. be-
tween her right and his left leg, was out ol the ling ol sight of the
rearvicw mirror. Uncle Karl's face resembled Peter's — rather, vice
wersi, Both had dark hair and eyves, short boshy stores, decp voices.
Magda's left hand was probably in a simitar position on her left side.
The boy's father is difficolt to deseribe; no particular feature of his
appearance or manner stood out, He wore glasses and was principal
of a T County grade school, Uncle Karl was a masonry
COMITacion

Althoupgh Peter must have known as well as Ambrase that the
[atter, because of his pasition in the car, would be the first 1o see the
electrical towers of the power plant at V' o the halfway point of
their trip. he leaned forward and slightly through the cenier of the car
and pretended wo be looking for them through the flat pinewoods and
tuckahoe creeks along the highway, For as long as the boys could

remember, “luoking for the Towers” had been a feature of the (st
half of their excursions o Qcean Ciry, “looking for the standpipe" of
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the second. Though the game was childish, their mother preserved
the trachtion of rewarding the first to see the Towers with a candybar
or piece of ruil. She insisted now that Magda play the game; the
prize, she said, was “sormething hard to get nowadays.” Ambrose
decided nol o join them in; he sal farback in his seat. Magda, like
Peter, leancd forward. Two sels of straps were discernible through
the shoulders of her sundress; the inside right one. a brasziere-strap,
wis fastencd or shortened with a simall safery pin. The right armpitof
her dress, presumably the left as well, was damp with perspiration.
The simple strategy for being first to cspy the Towers, which Am-
hrose had undersiood by the age of four, was Lo sit on the righthand
side of the car. Whoover sat there, however, had algo to put up with
the worst of the sun, and so Ambrose, without mentioning the matter,
chose sometimes one and sometimes the other, Not impossibly Peter
had never caught on to the trick, or through that his brother hadn'
simply because Arnbrose on occasion preferted shade toa Baby Rulh
or lngerine.

The shade-gun situation didn' L apply to the front seat, owing to
the windshield; if anything the driver got more sun, since the person
on the passenger side nol only was shaded below by the deor and
dashboard but might swing down his sunvisaor all the way 100.

g that them?" Magda asked. Ambrose’s mother teased the boys
for letting Magda win, insinuating that “'somebady [had] a girlfoend.”
Peter and Ambrose’s father reached a long thin arm across their mother
Lo bult his cigarette in the dashboard ashtray, vnder the lighter, The
prize this time for seeing the Towers first was banana. Their mother
bestowed it after chiding their father for wasting a half-smoked ciga-
rette when everything was so scarce, Maada, to take the prize, moved
her hand from so near Ambrose’s that he could have touched it as
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though accidentally. She offered to sharve the prize, things like that
were hard 1o find; but everyone tnsested it was hers alone. Amluoac's
mother sang an iambic toimeater couplet from a popular song, femi-
minely rymed:

“What's good i tnthe Army;

What's left will never harm ma.”

Uncle Karl tapped s cigar ash oul e venlator window,; some
particies were sucked by the slipstream back intg the car through the
rearwindow on the pussenger side. Magda demonsiraied ber abality
to hold a banana in one hand and peal it with her teath. She still sat
lorward: Ambrose pushed his glasses back onte the bridge of his
nose with his left hund, which he then neglizently et fall 1o the seat
cushion immoediately behind her. He even permitted the sinzle hair,
gold, on the second joint of kis thumb o brosh the fabnic of her skirt
Should she have sat back at that instant, his hand would have been
coaught under her.

Plush vpholstery prickles uncomfortably through gabardine slacks
in the July sun. The function of the Reginning of a story is 10 intro-
duce the principal characters, estahlish their initial relationships, set
the scene for the main action, cxpose the backpround of the situation
if necessary, plant motifs and foreshadowings where appropriate, and
initiate the first complications or whatever of the “rising action,” Ac-
rally, if one imagines a story called “The Funhouse,” or “Lost in the
Funhouse,” the details of the drive to Ocean City dan’t seem espe-
cially relevant. The beginning should recount the events between
Ambrose’s first sight of the funhouse early in the alterncon and his
entering it with Magda and Peter in the evening. The middle would
narrate all relevant events from the time he goes in to the time he
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loses his way; middies have the double and comradictory function of
delaving the climax while at the samea time preparing the reader farit
and fetching him to it Then the ending would tell what A mbrose
does while he's lost, how he finally finds his way our, and what every-
body miakes ol the expericnce. So far there's been no real dinlogue,
very litlle sensory detail, and nothing in the way of fheme. And along
time has gone by already without anyehing lappening; itmakes a per-
son wonder We haven™ reached Ocean City yer: we will never get
out of the funhose.

The more clogely an author identifies with the narrator, literally
or metaphorically, the less advisable itis, as a rule, to use the first-
person narrative viewpaint. Once three vears previously the young
People afaremeniioned played Niggers and Masters in the back-
viard; when itwas Ambrose’™s turn (o be Master and theirs to be Nig-
gers Peter had to go serve his evening papers; Ambrose was alraid
1o punish Magda alone, but she led him to the whitewashed Tortare
Chamber between the woodshed and the privy in the Slave Cuar-
ters; there she knell sweating among bamboo rakes and dusty Ma-
son jars, pleadingly embraced his knees, and while hees droned in
the lactice as if on an ordinary summer afternoon, purchased clemen-
Cy Al a surprising price set by hersell Doobtless she remembered
nothing of this event; Ambrose on the other hand seemed unable to
Forget the least detail of his life. He even recalled how, standing be-
side limself with awed impersonality inthe reeky heat, he’d stared
the while al an empty cigar box in which Uncle Karl Kept stone-
cuatting chisels: beneath the words B Producto, a lavreled, loose-
toga’d lady regarded the sea from a marble bench; beside her, for-
gotten or notyet turned to, was a five-stiingad lyre, Her chin reposed
on the back of her right hand, her left depended negligently from the
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bench-am The lower half of scene and lady was peeled away, THE
WORDS EXAMINED BY wers inked there into the waad,
MNowadays cigar boxes are imade of pasteboard, Ambrose wondered
what Magda would have done. Ambrose wondered what Magda
would dowhen she sal back on his hand as he resolved she should,
He angry. Maka aeasing joke of it Give no sign atall. Fora long
time she leaned forward, plaving cow-poker with Peter against Un-
cle Karl and Mother and watching for the first sign of Ocean City. At
pearty e same instant, picnic ground and Ocean Cily standpipe hove
inbo view: anAmmoco [lling stadon on their side of the road cost Mather
and Uncle Karl fifty conws and the game; Magada bounced hack, clap-
ping her right hand on Maother's ripht armg Amnbrose moved clear ¥in
the nick of time.”

Al this rate our hero, at this rate our protwgonist will remain in
the funhouse forever. Marrative ordinarily consists of aliemating dra-
matization and surmmarizztion. One symptom of nervonus iesinn, par-
adoxically, is repeated and viclent yawning; neither Peter nor Magda
nor Unele Kar] ner Mother eeacted 1o this manner. Although they
were no longer small children, Peter and Ambrose were cach given a
dollar to spend on boardwalk anyesements in addition w whial imoney
of theirown they'd brought along. Magda too, thowgh she protested
zhe had ample spending money. The boys” mother made a little scene
out of distributing the bills: she pretended that her sons and Magda
were small children and cautioned them not to spend the sum too
yuickly or in one place. Magda promised with a merry laugh and,
having bath hands free, took the bill with her lefi. Peler Taupghed also
and pledged in a falsetto to be a good boy. His imitation of a child
was not clever. The boy’s father was Llall und thin, balding, fair com-
plexioned. Assertions of that sort are not effective; te reader may
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pcknowledze the proposition, but. We should be much fanther along
than we are; sometfing has gone wrong not much of this preliminary
ramhling seems relevamt. Yer everyone begins inthe same place; how
is it that meost maalong withot oifficulty but a few lose their way?

“Sray out from under the board walk,” Unele Karl grovded from
the side of his mouth, The boys’ mother pushed his shoulder in mock
anneyvance. They were all standing before Fat May the Laughing
Lady whao advertised the funhouse. Larger than life, Fat May me-
chanically shook, rocked on her heels, slapped her thighs while re-
corded laughter — uproarious, female — came amplified tom a hidden
loudspeaker. It chuckled, wheezed, weapt; tried in vain to catch its
brezth; tittered, groaned, exploded rancous and anew, You couldn’t
hear it without Jaughing vourself, no matter how you fell. Father came
back [tom talking to a Coast-Guardsman on duty and reported that
the surf was spoiled with crude oil from tankers recently torpedoed
offshore. Laomps of i, difficull to remove, made tairy tidelines on the
beach and stuck on swimmers. Many bathed in the surf neveriheless
and came oul speckled; others paid to use a municipal pool and only
sunbathed on the bench. We would do the latter. We would do the
latter. We would do the latter.

Under the hoardwalk, matchbook covers, grainy other things,
What is the story s theme? Ambrose is ill. Fe perspires in the dark
passages; candicd apples-on-a-stick, deliciows-looking, disappaint-
ing to cat, Funhouses need men’s and ladies’ rooms at intervals.
Crthers perhaps have also vomited in comers and corridors may even
have had bowel movements liable to be stepped inin the dark, The
word fiack suggests suetion and/or andfor flatulence, Mather and
Father; grandmothers and grandfathers on both sides; great-grand-
mothers and great-grandfathers on four sides, et cetera. Count a gen-
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erition as Lthicky years: inapproximately the vear when Lord Balo-
more wis geanted charter to the provinee of Marylund by Charles 1
(ive hurdred rwelve women — English, Welsh, Bavarian, Swiss —of
every class and chacacter, received inte themszlves the penises the
intromitlent organs of five hundred vwelve men, ditto, in every cir-
cumistance end poswre, to conceive the five hundred twelve ances-
tors of the (wo hundred fifty-six ancesions of the el cetera el cetera et
cetera el celera el oelera ol ootera el cetera et cetera of the aathor, of
the narmator, of this story, Lostin Aie Fuhowse, In alleyways, ditch-
ez, canopy bads, pinewoads, bridal suites, ship's cabing, coach-and-
fouers, conch-and-Four, sullny toolsheds; on the cold sand under board-
walks, littered with Ef producto cigar butts, treasured with Lucky
Sirike cigaretle stubs, Coca-Cola caps, gricty tords, cardboard loelli-
popsticks, matchbook covars warning that A Slipof the Lip Can
Sink a Ship” The shluppish whisper, continuous as seawash rouwnd
thz glabe, tidelike falls and rises wilh the circuit of dawn and dusk.

Magda’s tecth, She was left-handed. Perspiration. They ve gone
all the way, through, Magda and Peter, they ve been waiting [or hours
with Mother and ncle Karl while Father searches for his lost sun;
they draw french-fried polatozs from a paper cup and shake their
heads. They™ve named the children they” || ane day have and bring o
Crecan City on holidays. Can spermiatozoa properly be thought hot,
dark windings, past Love’s Tunnel's fearsome obstacles, Some per-
haps lose their way.

Peter suggested then and Uiere that they dothe funhouse; he had
been through it before, so had Magda, Ambrese hadn't and supgest-
ed, his voice cracking on account of Fat May’s laughtar, that they

# Chnes &F muay World War IT slopans designed to make Amaricans coulious
about sharing information that might b2 value w the enemy.
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swim firse. Al were chuckling, couldn’thelp it Ambrose’s and Pe-
ter's father came up grinning like a lunatic with two boxes of syrup-
coated popeom, one for Mother, one for Magda: the men were 1o
help themselves. Ambrose walked on Mugda's right; being by nature
lefi-handed, she carvied the bax inher left hand. Up front the situa-
tion was reversed.

“What arc you limping for? Magda inquired of Ambrose. He
supposed 10 a0 husky wone that his foot had gone to sleap in the car,
Her teeth flashed. “Fins and needles?” It was the honeysuckle on the
lattice of the former privy that drew the bees. [inagine being stung
there. How long is this going to take?

The adulis decided to forgo the pool; but Uncle Karl insisted
they change into swimsuits and do the beach. “*He wanits to watch the
pretiy girls,” Peter teased and ducked behind Magda from Uncle
Karl's pretended wrath, *“You've got all the pretly girls you need right
here," Magda declared, and Mother said: “Now that’s the gospel
truth.” Magda scolded Peter, who reached over her shoulder to sneak
some popeormn. “Your brother and father aren’t getting any.” Uncle
Karl wondered if they were going to have fireworks that night, what
with the shorlages. [Lwasn'tthe shortages, M. M replied; Ocean
City had fireworks from pre-war, Dot it was too risky on account of
the enamy submarines, s=ome people thought.

“Don't seem like Fourth of July without fireworks,” said Uncle
Karl. The inverted tag in dialogue writing is still considered permissi-
hle with proper names or epithets, but sounds old-fashioned with
personal pronouns, “We'll have ‘em again soon enough,” predicted
the bays™ father, Their mother declared she could do without fire-
works: they reminded her too much of the real thing. Their father said
all the more reason to shoot off a few now and again. Uncle Karl
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asked rietoricallvwho needed reminding, just look at people’s hair
and skin.

The oal yes,"sad Mre M

Aombrose had a pain in his stomoch and So didn’t swim bt en-
joved winching the others. He and his father burned red casily. Mag-
da’s Teure was cxcecdingly well developed for her age. She ww de-
clined o swim, and got mad. aad became angry when Peler attempl-
el o depz her into the pool. She always swam, he insisted; what did
she mean nol swim? Why did a person come to Ocean City?

“Maybe Twant to lay here with Ambrose,” Magda teased.

Mabady likes a pedaul,

“Aha,” said Mother, Peter grabbed Mapda by once ankle and
ordered Anbrose 1o grab the other. She squealed and rofled overon
the beach blanket. Ambrose pretended to help hold her back. Her
tan was darker than even Mother's and Peter's, “Help out, Uncle
Earll™ Peter crizd, Uncle Karl wenl o seizes the other anklz, Inside
the wp of her swimsuit, however, vou could see the line where the
sienburm ended and. when she hunched her shoalders and squeuled
again, one nipple’s auhurn edge, Mother made them behave them-
selvas. “You should cerlainly know,” she said to Uncle Karl. Archly.
“That when & lady says she doesn't feel like swimming, a gentleman
doesn’t ask questions.” Uncle Karl said excuse i Mother winked
at Magda: Ambroze blushed; stupid Peter kept saving “Phoocy on
Jeel like!” and tugging at Magda’s ankle: than even he gotthe point,
and cannonballed with a holler into the pool,

“1swear,” Magda said, in mock in fei gned exasperation,

The diving would make a suitable literary symbol. To go off the
high board you had to wait in a line along the poolside and up the
ladder. Fellows tickled girls and gaosed one another and shouted to
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the ones at the top to hurry up, or razzed them for belly floppers.
Once on the springboard some took a great while posing or ¢lown-
ing ordeciding ana diveor getting up their nerve: others ran right
off. Especially among the vounger fellows the idea was to strike the
[unniest posc ordo the eraziest stunt as you fell, aihing that got
havder o do as yvou kepl on and kept on. But whether you hollered
Creroninia! or Sieg heil! ", held your nose or “rode a bicycle,” pre-
fendad to be shot or did a perfect jacknile or changed vour mund
halfway down and ended up with nothing, it wuas over in two
scconds, after all that wait. Spring, pose, splash. Spring, neat-o,
splash. Spring, aw fooey, splash.

The grown-ups had gone on; Ambrose wanted o converse with
Magda, she was remarkably well devetoped For her age; i0was said
that that came from rubbing with a turkish towel, and there were
other theories, Ambrose could think of nothing to say except how
socd @ diver Peter was, who was showing off for her benefit. You
could pretty well wll by looking al their bathing suits and amm muscles
hoow Far along the different fellows were. Ambrose was glad he hadn®c
gone in swimming, tha cold water shrank you up so. Magda pretend-
ed Lo be uninteresied in the diving; she probably weighed as much as
he did, If you knew your way around in the funhouse like vourown
bedroom, you could wait until a girl came along and then slip away
wathout ever getting cavght, even if her boy[tiend was right with her,
She'd think fie did 1t! It would be beteer to be the boyfriend, and act
outraged, and tear the funhouse apart.

Mot act; fe.

*"Geronima!™ was the banle cry used by American paratroepars, reponed-
[0

Iv in referenceto the famous Indian chief, “Sieg Heil ™ (Cier ) — “Haii tovictary !
—was the teaditional Nazi salute.
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“He's amaster diver,” Ambrose zaid. In feigned admiration. *You
really have to slave away at it to get that good.™ What would it matter
anyhow if he asked her right out whether she remembered, even eased
her with i as Peter would have?

There's no point in going farther: this isn't getling anybody any-
wheare; they haven't even come o the funhouse vet. Ambrose is off
the track, in 2ome new or old part of the place that's not supposed 10
be used; he strayed into it by some one-in-a-million chaoce, like the
timic the rofler-coaster car left the racks in the ninetccn-teens against
all the laws of physics and sailed over the boardwalk inthe dark. And
they can’t locate him hacanse Thf‘-l:" don’t kanow whers 1o look. Even
the designer and operator have forgotlen this other part. that winds
around on itsell like a whelk shell. That winds around the right part
like the snakes on mercury's caduceus.® Some people, perhaps don’t
“hil their stride™ until their twenties, when the growing-up bisiness is
over and women appreciate other things besides wisecracks and teas-
ing and strutting, Peter didn’t have one-tenth the imaginution Ae had,
nol one-tenth. Peler did this naming-their-children thing as & joke,
making up names like Aloysius and Morgatrowd, bur Ambrose knew
excicrly how itwould [eel to be married and have children of your
own, and be a loving husband and father, and go comortahly to work
inthe mornings and to bed with your wife at night, and wake up with
her there. With a breeze coming through the sash and birds :and mock-
ingbirds singing in the Chincsc-cigar trees. His eyes watered, there
aren’t enough ways to say that. He would be quite famous in his line
ol work. Whether Magds was his wife or not, one evening when he

* The symbolic staff carried by the Roman god Mercury, the messenger
god, bearing two entwined snakes crowned by a pair of wings,
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wis wise-lined and gray at the templas he'd smile gravely, at a fash-
iomable dinner party, and remind her of his youthful passion. The time
ey went with lus famuly to Ocean Cily; e erric fivfasies lie used
o have about her, How long ago it seemed, and chitdish! Yet tender,
oo, i'est-ce pos ! Would she have imugined that the worldamous
whatever remembered how many strings were on the lyre on the bench
beside the gitl an the label of the cigar box he’d stared at in the
toolkshed at aze ten while she, aze clever. Even then he had [ell wise
Beyond hiv years; he'd stroked her hair and said in his deepest voice
and corrzctest English, as to a dear child: “T shall never forget this
morment.”

But though he had breathed heavily, groaned as il eostatic, wha
he'd really fell throughout was an odd detachrnent, as though some-
ane else were Master, Strive as he might to be transported, he heard
his mind take notes upon the scene: This fx what they call passion. /
am experiencing i, Many of the digger machines were out of order
inthe penny arcades and could not be repaired or replaced Lor the
duration. Morcover, the prizes, made now in USA, were less inter-
esting than formerly, pasteboard items for the most part, snd some of
the machines wouldn’t work on white pennies,* The gypsy lorlune-
leller inachine might have provided a foreshadowing of the climax of
this story if Amnbrose had operated it. It was even dilapidateder than
maost: the silver coating was worn off the brown metal handles, the
glass windows around the dummy were eracked and taped, her ker-
chiefs and silks long-faded. If a man lived by himself, he could take a

&t {Fr.) A rhetocical quesiion, meaning “Isn't that dght? or “Dan’t you
agrec?”

#2In 1943 the government minked zinc-coated slee] pennics in an effort 1o
conserve copper needed for the war effort.
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department-slore munnaeguin with flexible joits and modify herin
certain ways. However: by the time he was that old he'd have a real
womai, There was a machine that stamped your name arcund a
whitemetal coin with astarin the middle: A His son would be
the second, and when the 1zd reached thicteen or so he would puta
strong arm around his shoulder and tell him calmly "1t iz perfectly
normial. We hiave all been throughi it Iewill not last forever” MNabody
Enew how 1o be what they were ight. He'd smoke a pipe, teach his
son how wo [ish and selerab, 2550re him e needn 't worry about
himself. Magda would centainly give, Magda would certainly yield a
oreat deal of milk, although guilty of occasional solecisms. It don't
taste 50 bad, Suppose the lights came on now!

Fite day wore or, You think you're yoursel £, but there are other
persons in vouw. Ambrose gets hard whean Ambrose dossn 't want Lo,
and abversely Ambrose watches them disagree; Ambrose watches
him watch. In the funhapse miror-room you can’ see yoursell go on
forever, because no malter how you stand, your head gets in the way.
Even if you had a glass perscope, the image of your eye would cover
up the thing you really wanted to see, The police will come; there’ll
be a story in the papers. That must be wherc it happencd, Unless he
can find a surpise exit, an unolficial backdoor orescape hatch open-
ing om an alley, say, and then siroll up to the family in front of the
funhouse and ask where everybody’s been; e s been ot of the place
for ages, That's just where it happened, in that last lighted room:
Peter und Magda found the right exit; he found one that you weren'L
supposed to find and strayed off into the works somewhere. Ina
perfect funhouse you'd be able to go anly one way, like the divers off
the lghboard; getting lost would be impossible; the doors and halls
would work like minnow traps or the valves in veins.
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Cinaccount of German U-boats,'® Ocean City was “browned
out": streetlizhts were shaded on the seaward side; shop-windows
and boardwalks amusement places were kepl dim, not Lo silhouette
tankers and Liberty-ships"* for torpedoing. In a short story about
Ccean City, Maryland, cluring World War [1, the author could make
use of the image of sailors on leave in the penny arcades and shooting
galleries, sighting through the crosshairs of toy machine guns at
swastika'd subs, while aut inthe black Atlantic a U-boat skipped
squints through his periscope at real ships outlined by the glow of
penny arcades. Alter dinner the family strelled back to the amse-
ment cnd of the boardwalk where the Hurricane of "33 had cut an
inlet from oeean (o Assawoman Bay,

“Pronounced with a long o, " Uncle Kar] reminded Magda with
a-wink, His shirt gleeves were rolled up Mother punched his brown
biceps with the arrowed heart on it and said his mind was naughty.
IPat May's laugh came suddenly from the funhouse, as if she’d just
pot the joke; the family [aughed too at the coincidence. Ambrose
went under the boardwalk to search for out-of-town matchbook
covers with the aid of his pocket flashlight: he looked out from the
cdge of the North American continent and wonderced how far their
laughter carried over the water. Spies in rubber rafts; survivors in
lifeboats, If the joke had been beyond his understanding, he could
have said: “The lawghter was over iy head.™ And lel the reader
seg the serious wordplay on second reading.

He turned the flashlight on and then off at once even belore the
woman whooped, He sprang away, heart athud, dropping the light.
What had the man grunted? perspiration drenched and chilled him by

*1 submarines.
"2 Tha name given 1o mass-produced carga ships,
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the time he scrambled up to his Tamily. “See anything ™ his father
asked. Hiz vaice wouldn't come; he shrugzged and viclently brushed
sand fram s pants legs,

“Let's ride the ald flying horses!™ Magda cried. I'll neverbe an
author, IUs been forever already, everyhody's gone home, Ocean
City's deserted, the ghost-crabs are tickling across the heach and
down the littered cold streets.

And the empty halls of elapboard hotels and abandoned Tun-
houses. A tidal wave; anenemy airvaid; a nonster-crabswelling like
am island (rom e sea. The infiabitants Ted in lerroe Mazda clung
to his trouser lee: he alone knew the maze’s secret. "He gave his life
that we might live," said Uncle Karl with a scowl ol pain, as be. The
[ellow’s lanls had been tattooed; the women's logs, the woman's fal
while legs had. Anastonishing coincidence. He yeameid wo el Pelern
He wanted (o throw up for excitement. They hadn'teven chased him.
Hewished he were dead.

One possible ending would be 1o have Ambrose come across
anather lost person in the dark. They'd match their wits together
against e funhouse, sirugegle like Ulysses® past obstacle afier ob-
stacla, helpand encourage each other, Ora givl. By the time they
found the exitthey'd be closest friends, sweaethearts if ibwere a girl;
they'd know cach other’s inmost souls, be bound together by the
connent of shared advenire; then they'd emerge indo the lightand it
would turn out that his friend was a Negro. A blind girl, President
Foosevell’s son. Ambrose’s [ormer archenany.

Shortly after the mivror room he'd groped along a musty corri
dor, his hean already misgiving him at the absence of phosphorescent

# The Boman nome of Odyeseus, the hera of Homer's Oayseei
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arrows and ather sigos, He'd found a crack of ight — nota door, it
turned out, but a seam between the plyboard wall pansls —and squint-
ing up to i, espicd a small old man, in appearance nat unlike the
photographs at home of Ambrose’s late grandfather, nodding upona
stool beneath & bare, speckled bulb. A crude panel of togale- and
knife-switches hung beside the open [use box near his head; else
where in the little room were wooden Tevers and ropes belayed 1o
bt cleats. At the time, Ambrose wasn 't lost enough o rap or call;
later he couldn®t find Lthat erack. Mow it seemed to him that he'd
possibly dazad off for a few minutes somewhere along the way; cer-
tainly he was cxhausted from the afternoon’s sunshine and the evening's
problems; he couldn’l be sure he hadn’t dreamed pact ar all of the
sighl. Had an old black wall Tun droned like bees and shimmied two
Mypaper streamers T Had the funhouse operator — gentle, somewhat
sad and tired-appearing, in expression not unlike the photographs at
hame of Ambrose’s late Uncle Konrad — murmured in his sleep? 1s
there really such a person as Ambrose, or 15 he a figment of the
author's imagination? was it Assawoman Bay or Sinepuxeni? Are
there other errors of fact in this ficton? Was there another sound
besides Lhe litthe 2lap of thigh an ham, Jike water sucking at the
chine-board of skaff?

Whan you are lost, the smartest thing to do s stay put Gl you're
found, hollering if necessary, But to holler guarantzes humiliation as
well as rescue; keeping silent permils some saving ol (z2ee — you can
acl surprized at the fuss when your rescuers find you and swear you
weren't lost, if they do. What™s more you might find your own way
vor, owever belated!y.

“Dhon’t tell me your foot's still aslesp!™ Magda cxclaimed as the
three young people walked from the inlet wo the area set aside for
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lernis wheels. carrousels, and ather carmival rides, they having decicl-
edl i Tavor of the vast and ancient meery-go-round instead of the
lunhiouse, What asentence, everyibing was wrong from the outset.
People don™ know what to make of him, he doesa't know what wo
mike of himsa I he™s only thirteen, afftfetically and socially e,
not astonishinely bright, but there are anlennae: be has . .. some sorl
of receivers in his head; things speak to him, he underslands maore
than he should, the world winks at him through its objects, grabs
rinning at his coat.

Evervhody else is in on some seerel e doesn™t know; they've
forgotien 10 lell him. Thonzh simple procrastination his mother put off
his baptism until this vear. Everyone else had it done as a baby; he'd
assumed the samie of himsalf, as had his mother, so she claimed, until
it was time for him to join Grace Methodist-Protestant and the over-
sight came cut. He was mortified. but pitched sleepless through his
private calechizing, intimidated by the ancient mysteries, a thirleen
vear old would never say that, resolved 10 experience conversion
like S0 Augostine.® When the water touched his brow and Adam's
sin left him, he cantrived by a strain like defecation o bring tears info
his eyes —but [elt nothing, There was some simple, radical difference
about him: he hoped it was genius, feared it was madness, devored
Frmself o amiability and inconspicuousness, Alone oo the seawall near
b5 housa he was seized by the terrifving ransporis he'd thought o
find in toolshed, in Communion-cup. The grass was alive! The town,
the river, himself, were not imaginary; tirne reared in his cars like
wind; the world was going on! This part gught o be dramatized. The

* AL Avpustme’s {353£-450) conversion o Christianity in 356 was inspired
by his reading of the wiiting of 51 Ambrose (340-397), 5L Ambrose wias Bishop
of Milan and the fnend ond adviser of three Romen emperors,
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Irish awbhor Jarmes Joyce once wrote, Ambrose M ___ is going 10
SCTLAIT,

There s no fexiure of rendered yensory derall, for one thing.
The [aded distorting mirrors beside Fat May, the wnpossibility of
choosing a mount when one had but a single ride on the preat carrou-
sels the vertige attendani on his recognition that Ceean Clity was
worrt ol the plece ol Tathers aod grandlathers, strawboatered men
and parasoled ladies survived by their amusements. Moncy spent,
the three pansed at Peter’s insistence beside Fat May to watch the
girls get their skirts blown up. The object wis o lease Magda, whao
said: “I swear, Peter M ___ | vou've gota one-track mind! Amby
and me aren’t fnrerested insuch Lthings,” In the tambling-bareel, too,
JuUstinside the Devil's-tnouth enteance toche funhouse, the givls were
upended and their boylmiends and others could see up their dresses if
they cared to, Which was the whole point, Ambrose realized. Of the
entire funhousa! If you looked around, you noticed that almost all the
peaple on the boardwalk were paired off into couples except the
small children; in a way, that was the whole point of Ocean City! 1T
wiour hod X-rayeyes and could see cverylthing going on al thal instant
under the boardwalk and in all the hotel rooms and cars and alley-
ways, you'd realize that all that normally showed, like restaurants
and dance halls and clothing and test-your strength machines, was
merely preparation and intermission. Fat May screamed,

Because lie wached Lthe goings-on [tom the comer ol his ey, it
was Ambrose who spied the half-dellar on the boardwalk nearthe
wmbling-barre]. Losérs weepers. The lirst tme he'd heard some peo-
ple moving through a corridor not far away, just after he’d lost sight
ol the crack of light, he'd decide not ta call to them, For lear they'd
guess he was scared and poke fun; itsounded like roughnecks; he'd
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buopad they™d come by and he could follow in the dark without their
Enowing. Another time he'd heard just one person, unless he imag-
incd it, bumping along as if on the other side of the plywood; perhaps
Peter coming back far him, or Father, or Magda lost too, Or the
owner and operator of the funhouse. He'd called out once, a3 though
merrily: “anybody know where the heck we are? But the query was
too stiff, bis voice cracked, when the sounds stopped he was terri-
fied: mavbe il was o queer who waited lor fellows 1o get lost, ora
longhaired filthy monster that lived in some cranny of the fanhouse.
I{e stood rigid for hours it sezmed Nike, scarcely respiring. His fulurs
was shockinely clear, inoutline, He tried holding his breath to the
point of unconsciousness. There oughi w be g button vou could posh
to end your life absolutely without pain; disappesrin a flick, like turn-
g out ¢ light, He would push itinstantly | He despised Uncle Karl,
Bul he despised his [ather oo, or nol being whal he was supposed
to be. Perhaps Bés father hated his father, and so on, and his son
would hate him, and so on. Tnstantly !

MWatarally he didn't have nerve enough to ask Magda to go through
the funhouse with him, Withineredible nerve and everyone's surprise
he invited Magda, quistly and politely, to go through the funhouse
with him. “T warn youw, I've never been through it before,” he added,
fonghing easify; “bul [reckon we can manage somehow, The im-
portant thing to remember, after all, is that 1t°s meant to be a fn-
house; that 15, a place of amusement. If people really got lost or in-
Jured or too badly frightencd in it, the owner'd zo out of business.
There d even be lawsuits, Mo character ina work of fiction can make
a apeech this long withonl mtermption or acknowledgment from the
other characters.”

Mather teased Uncle Karl: *Three’s a crowd, [ always heard."”
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Lot actually Ambrose was relieved that Peter noas had a gquorter toa,
Mathing was what it looked Like, Every instant, under the surface of
the Atlantic Goean, millions of living animals devoured one another.
Filots were Falling in Mames over Europe; women were being forcibly
raped in the South Pacific, His father should have taken him azide
and aid: “There is 4 simple secret lo getting through the funhouse, as
simple as being first to scc the Towers. Here it is. Peler does nol
know it neither does your Unele Karl, Yoo and @ are different, Mot
surprisingly, vou’ve ollen wished you weren’t. Don'tthink | hoven'
noticed how unhappy vour childhood has been! Bul you’ I under-
stand, when 1 {e]l you, why it had to be kept secrel until now. And
youwon't regrel nol being like your brother and your uncle. On the
covrtrary ™ 1 vou knew all the staries behiond all the people on the
boardwealk, you'd see thut nothing was what it looked Like. Hus-
banids and wives often hated 2ach other; parents didon™ necessarnly
lowve thew children; et cetera, A child wook things for granted because
he had nobing o compare his life o and everybody acted as 17 things
wers as they should be, Therefars each saw himsalf as the hero of
the story, when the truth might turmn out to be that he's the villain, or
the coward, And there wasn't one thing you could do about it!
Hunchbacks, far ladies, fools — that no one chose what he was
was unbearable, In the movies he’d meel a beautiful young giclin the
tfunhouse; they'd have hairs breadth escapes [rom real dangers; he'd
do and say the rght things; she also; inthe end they'd be lovers; their
dialogue lines would mutch up; he’d be perfectly atease; she™d not
only like himwell enough, she’d think he was marvelows; she'd lie
awake thinking about Jiie, instead of vice versa — the way his face
looked in dilfferent lights and how he stood and exactly what he'd
saird — and vet that would be only small episode in his wonderful Tife,
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among many many olhers, Mota feaieg peind ol wll, Whatl had hap
pened in the toolshed was nothing. He bated, he loathed his parents!
O reason for notwriting alost-in-the-funhouse story 1s that cither
everybody s felt what Ambrose feels, in which cuse il roes without
saving, or else no normal person feels such things, in which case
Ambrose is a freak. “'Is anything more tiresome, in fiction, than the
problems of sensitive adolescents? And it's all oo long and ram-
bling, as if the author, For all a person knows the Grst ime throagh,
the end could be just around any corner; perhaps, nar impossibiy
it"s been within reach any number of times, On the other hand ha may
be scarcely past the start, with evervthing yet to get through, an intol-
erable idea,

Fifi in: His father’s raised evebrows when he announced his
decision to do the funhowse with Mogda. Ambrose undarstands now,
burt dichn 't then, that his father was wondering whether he knew what
the funhouse was for—especially since he didn’'t object, as he should
have. when Peler decided (o come along too, The ticket-woman,
wilchlike, mortifying him when inadvertently he gave her his name-
coin instzad of the half-dollar, then unkindly calling Magda's marked
rman!™ She wasnt evencruel, he understood, only valzar and insensi-
tive, Somewhere in the world there was a young woman with such
splendid understanding that she”d see him entire, like a poem or sto-
ry, and find his waords so valuable after all that when he confessed his
apprehensions she would explain why they werz in fact the very things
that made him precions 1o her . . and to Western Civilization! 'There
was no such girl, the simple truth being. Violent yawns as they ap-
proached the mouth, Whispered advice from an old-timer on a bench
nearthe barrel: “Go crabwise and ye' 1l get an eyeful without opset-
tng!” Composure vanished at the first pitch: Peter hollered joyviously,
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winmdu tonbled, shoiekad, ehitched her skirt; Ambrose scramblecd
crabwise, tighl-dipped witle e, was soon oo, walched his crapped
name-coin slide umong the couples. Shame-Taced he saw that to oo
trough expeditiously was not the point; Peter [eigned assistonee in
order 106 Magda ap, shouted 1 sce Christmas )" when herlegs
went flving, The old main. his latest bereayer, cracked approvial. A
dim hall then of hlack-thread cobwebs and recerded gibaber; he ook
Magda's elbow 1o steady heragainst revolving dises setin the slant-
ed [loor to throw your leet out (rom under, and explaired to her ina
calm, deep voice his theory that cach phase of the funhowse was
trizoered either authomatically, by 2 series of plotoslectric devices,
or else manually by operniors stationed at peepholes. But he lost his
voree thrice as the dises unbalanced him: Maoda was anyhow squeal-
ing: but at one point she clutched him about the waist to keep fram
falling, and her right cheek pressed for a moment against his bell-
Buckle, Hevoically he deew her ap, it was his chance to clutch her
close ax il for support and say: 'l love you,” He even put an arm
lightly sbout the small of her back before a sailor-and-girl pitched
into them from behind, sorely treading his bell big toe and knocking
Magda asprawlwill them, The sailor's girl was a string-haired hussy
with aloud laagh and light blue drawers; Ambrose realized that he
wouldn’t have suid “T Jove you” anyhow, and was smitten with sell-
contemnpl, How mach hatrer it would be to be that common sailor! A
wiry little Szaman 39, the fellow squeezed a gir w each side and
slumbled hilarious into the mircor room, closer to Magda in thirty
seconds than Ambrose hud pot in thinkeen years. She gigeled arsome-
thing the Tellow said wo Peter; she drew her hair from her eyes with a
mavermnent sowomanly it struck Ambrose’s heart; Peter’s smacking
ler backside then secmed particularly coarse. But Magda made a
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pleased indignant face and coed, Al vght for yee, mister!” and por-
sued Peter inta the maze without a backward glance. The sailor fol-
lowed atfter, l2isurely, drawing his gicl wgainst his hip; Ambroseun
derstood notonly thi they were all so relieved 1o be vidof his bur-
denseene company Ul they didn® L even nooee bis absznce, bul that
e himsel [ shared their relicl Stepping from the reacherous passage
at instinto the mirror-maze, he saw anee again, more elearly than
ever, how readily he deceived himscll into supposing he was a par-
son, He even foresaw, wineing a his dreadful self knowledge, tha
he would repeatthe deception, at ever-ravar imtervals, all his wretch-
ed life, so fearful were the altenatives, Fane, wadness, suicide; per-
heps all three. Is nol believable it so young a boy could anticulate
thut refection, and in fiction the merely e st always yield o the
plausible. Maoreover, the symbolizm is in places heavy-Tooted. Yel
Ambrose M wnderstood, as fow adulls do. thal the famous lone-
lincss of the great was ne popular myvih but & general treth — further-
more, that it was as much causc as effect,

Aldl the preceding excepe the last fow sentences is exposition U
should "ve been done earlier or imerspersed with the presant aclion
instead of Tumped together Mo readar would pat up with so much
with such prolivige. T's interesting that Amliose’s father, though pre-
sernably anintelligent man {as indicated by his role as grade-school
principal), neither encouraged nor discouraged his sons atall many
way —as if he either didn"t care about them ar caved all right hot
didn "t know how 1o act. I this fact should contribute 1o one of them’s
becoming a celebrated but weetchedly unhappy scientist, was iLa
good thing or not? He too might someday Tace the question; it would
be useful to know whether it had torwred his father for years, [or
crumple, or never ooce crossed his mind.
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T the maze fw important things happened. First, o heen founed
A namesoin soreone elsc had lost ordiscarled AMOSOSE, sug-
pesrive ol tThe fumons lightship®! and of his late grandiather's [avou-
rite dessert, ¥ 2 which his mother used 1o prepare on special cocasions
out of coconut, pranges, prapes, and whal else. Sccond, s he won-
dered at the endless replication of his image in the mirmors, second, as
he fost fivrsedfin e reffection that the necessity for an abserver
muikes perfect observation impossible, better make hineightean at
least, vet that would render other things unlikely, he heurd Peter and
Magda chuckling somewhere together in the maze. “Here!™ “No,
bere!™ they shouted 10 each other; Peter said, “Wheare's Amby?”
Magds murmured. “Amb? Feter called. In a pleased, friendly voice.
He didn't reply. The truth was, his brather was a happy-go-fecky
viaunpsier who'd ve baen better of f with a regular brother of his
awt, butwho seldom complained of his lot and was generally cor
dial. Ambrose’s Lhroat ached; there aren't enough different ways o
say that. He stood quictly while the two young people gigaled and
thumped through the glitlering maze, hurrah'd their discovery of its
exit, cried outin joyful alamm at what next beset them. Then he sethis
manthand followed after, as he supposed, took A wrong im, strayed
into the pass wherein he lingers yel.

The action of conventional dramatic narrative may ko represent-
ed by a diagram called Freitag's Triangle:*?

F1'The Ambress lightship, protecting the entrance (o New York harbor,

#2 Ambrosia, 8 dessert made from oranges and shredded coconat,

3 Mamed after Serman critic and novelist Gustay Freviag (1816-1595) who
dezeribed the conventions of dramatic plot.
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A C
or miore aocurately vy o ovariam of rhat diagram:

L

® I+ D

inwhich AS represcnts the cxposition, 8 the introduction of con-
flict, BC the “rising action,” complication, ordevelopiment of the con-
flict, O the climax, or e ol the action, O3 the denouement, or res-
clution of the conflict. While there 15 ne reason wregord Lies pattern
as an gbsolule necessity, like many cther convenlions it became con-
vieritionad becaose greal numberol peaple over many years leamed
by arial and errorthat 1t was elfoctive ) one ought nol 1o forsake it
therefore inless one wishes 1o lorsabe s well the elfeet of drima o
b clear couse o leel thal deliberate violution of the “normal’” pus
tern can better can better effect thatelTect, This can’ L go on much
longer locan 2o on forever, He died eelling stories wo himsellin the
dark; vears Lier. when that vast nnsuspected area of the funhaouse
came o lizgh, 1he Nirstexpadition found his skeleton inone of its labir-
inthine corridors and mistook it {for partof the entenainnment. He
diedof starvation welling Lhnsell stories i the dack; bul unbeknownse
unbeknownst Lo ki, en assistant operator of the funhouse, happen-
iy tooverhess i, crouched just behind the plyboard partition and
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wrote down his every word, The aperator™s daoghler o eaguisite
saug waman with a Geure unusual by well developed Gor hercge.
cravehel just belund the partition and transeribed his every wond,
Thouzh ahe liad nevear Jaid eves on lim, she recognized that there
wars oo 00 Western Cultuee s truly great imaginations, theeloguence
ol whose sullering would be anmmspiratian to mnnembered, Arnd her
Aearl wis Lorm belween her love Tor the misforonale yoeung man Cyes,
she loved ooy, though she had never laid thonasgh she knew i only —
Bt hewy well! — through his wards, and the deep, ealin vares inwhich
he spokethem) between her love et cetera and her womanky imuition
that anly insufTering and isolation could he give voice o cetora. Lone
dark dying, Cuietly she Kizsed the rough plyboard, and o 1ear el
npon the page. Where she had weitten in shorthane Wahere sl duod
wrirten tn shorthand Where she had written in shorthand Where
she 2l cetern, A long time ago we should have passed the upex ol
Frevae’s Triangle ani made brefl work of the denouement: the plot
doesn’Lrise by meaningful steps bul winds upon itsalf, degresses,
retreils, hesitates, sighs, collapses, expires, The climax of the story
misl be its pretugonist’s discovery of g way o gel through the fun-
house. But he has lourd none, may have ceased Lo search.

What relevance does the war have 1o the story? Should there be
[Mreworks ouiside or not?

Ambrose wandered. languished, dored. Now and then he f21]
inte his habitaf rehearsing to himself the unadventurous story of his
life, namrated from the third person point of view, from his carliest
memory parenthesis of maple leaves stirming in the summer breath of
lidewater Maryland end of parenthesis to the presenl moment. Tis
principal events. on this telling, would appear to have besn A, B, C,
ane 1,
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Hesamagined himscll vears heoce, successlul, mamied, ar case in

(e weaon il the nals of his adolescence L belozud oo, Phe Das cone
Lo e seashore with his family for the holiday: bow Ocean Ciy has
chunged! Bot at one seldom at one ill-Treguented end of 1he board-
walk afew derelict amusements survive from tmes soene by the great
carrousel from the i of the century, with its monstrous griflins and
mechunical concert bund; the oller coaster umored sinee 1916 Lo
have heen condermned; the mechanical shooting sallery in which anly
the image of ourenemies chanoed. His ewn son laughs with [7ar May
and wants (o know what a funhouse is Ambrose hugs the sturdy lad
close and smiles around his pipesteins achis wite,

The family™s gone home. Mother sits beeween Faher end Uncle

Karl, who teases him good-naturedly who chuckles over the Toact that
the comrade with whoin he'd fought his way shoulder to showlder
through the funhouse had wrmed out o bea blind negre givl — to their
mutual discomlort, as they™d opened their souls, But such are the
walls of custom, which even. Whose arm 15 whore? How muost i f@al,
He dreams of a funhouse vaster by far than any vetconstructed; but
by then they may be oul of fashion, like steambeoats and excursions
trains. Alrcady guaint and seedy; the drapericd ladics onthe fricee of
the carrousel are his father’s father's moonchecked dreams; iChe
thinks of it mare ha will vomit his apple-on-a-stick,

He wonders: will he become a regular person? Somelhing has
gone wrong; his vaccination didn’t take; at the Boy-Scout initialian
campfire he only pretended to be deeply moved, as he pretends to
this howirthat it is not <0 had after all in the funhouse, and that he has
alittle limp. How long will it last? He envisions a truly astonishing
funhouse, incredibly complex yet utterly controlled from a great cen-
wal switchboord like the console of a pipe organ. Nobody had enough
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imagination. He cou'd design such i place himsell, winng and all, and
he's only thirleen vears old. He would be its operator: panel lights
would show whut was up inevery cranny of its cunning of its mult-
farious vastness; a switch-fick would ease this fellow’s way, compli-
catethat's, w balance things out; ifanyonc seemed lost or frightened,
all the operator had 1o do was,

He wishes he had never entered Lhe funhouse, But he has. Then
he wishes he were dead, But he's not, Therelore he will constroct
[unhouses for others and be their seeret operator — though he would
rather be among the lovers fur whom funhoeses arce designed.



GLIORSARY

ABSTRACT: The opposile of conciere: used o describe a
wordor gronp af words representing alminades, seneralifies, ileas, or
gualities that connot be apprebended diveety theongh the sengas. The
language of philosophy and sciense lends 1o be absiract,

ALLEGORY: Avpe af narrative that aitempts ty reinforee ils
thesis by making its charucters (ond somelimes is evenls and setting,
a5 well) reprasent specific abstract ideas or qualities: sez also Fable,
Parable, and Svirbal,

ALLITERATIOMN: The repetition in e or mofe nedrbey wincs
ol initinl consonant sonnds, See also Avsonaice and Consonanee,

ALLLUSION: Areferance, gencrally briefl te o person, ploce,
thing. or event with whicl: the reader is presumably familiar

AMBIGUITY: A word, phrase, event, or situation that may e
understood o intarpesied in lwo or more ways, each valid in the
immechate context.

ANTAGONIST: The rival or opponent against whom the ma-
jorcharler ithe provogonist o frera) 15 contending.

ASSOMNANCE: The repetition in two or more neachy words of
similar voowel sounds; see also consonance and allirerarion,

ATHMOSPHERE: Thamaood or feeling pervading a Inerary work.
CITANCE AND COINCIDENCE: Chance refers to events

or “happenings” within a plot that occur withoul suflicient prepata-
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tion; coincidence Lo the aceidental occurance of two (or more) cvents
thar have & certain correspondence.

CHARACTER: An individual within a literary work,

CHARACTERIZATION: The procass by which an author cre-
arzs, develops, and presents o character.

CLIMAX: See crisis,

COMPLICATION: Thal part of the plot in which the conflict is
developed ancd intensified; sometimes reffered to as the rising action.

CONCLUSHOMN: See resolution,

CONCRETE: Opposite of abstracr. Language rellening divectly
1o whatl we see, hear, touch, taste, or smell is concrete. Most litera-
ture uses concrete language and exprasses even abstract concepls
coneretely through images and melaphors,

CONFIDANT: The individual, often a minor characler, 1o whons
a major character reveals, or “confesses,” his or her most private
thoughts and feelings. authors und playwrights use the confidantaga
deviee lo communicate necessary information to the reader und
audience.

CONFLLCT: The strugple or encounter within the plot of two
opposing forces that serves to creste reader or audience interest and
SUSPCNEC.

CONNOTATION: The meaning suggasted or implied by a
given word or phrase, as opposed to its literal meaning; see denota-
e,
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CONSONANCE: The repetition in two or more nearby words
of similar consonan sounds preceded by diflereol decented vowels.
When it acours al the end of lines, consonance ollen serves a8 a
substitote Tor end riownre; see al leration,

CRISTS: That point duninp the plat when the action reaches ils
turning point; alzo colled the olimax,

DENOTATION: The liteal, dicticnary weaning of a given word
or phrase; see cornioralion.

DENOQUMENT: A rerm sometitnes used Toe the final resaln-
sion ol the conllict or complications ol the plet.

DECTION: The author's chodcs or selection of words (vocahu-
lary). The arlistic arrangement of those wonds constitules seefe,

EPISODE: A single unified incident within & namrative that may
or may not advance the plot,

EXPOSITION: The part of 2 work that provides necessary
backeround information,

FABLE: A story with asnoral lesson, often employing animals
wio talk and act like human beings: see allegorn:

FALLINGACTION: The part of a dramatic plot Lhat Tollows
the erisis (or climex) and precedes the resedution (or dencuwerment).

FICTTON: A prose narrative that 1s the product of the imagiona-
tior,

GENRE: A form, class, or type of literary work — 2., the short
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stary, novel, poam, play, oressay; cllenvsed Lo denote such literary
subelassifications as the detective story, the gothiz novel, the pustoral
zlegy, or the revenge tragedy.

HEROMEROINE: The central character in a literary waork;
alsaaften referred o as the profagonist.

INITIATEON STORY: Commonly used o describe a narra.
live [oousing on a young person’s movenient from innocence toward
rmaturity as aresult of experiznce,

[RONY: Befers to some contrast or discrepency between ap-
pearance and realily.

METAPHOR: A figure of speech in which two unlike objects
are implicitly compared wilhout the use of fike or as; sce also sinnfe.

MMOTIVIE: The cause that moves a character bo act.
NARRATIVE: Aserics of unified events: see plor
NARRBATIVE TECHNIQUE: The authar’s method ol pre-

senting or telling a story.

NARBATOR:The character or voice that tells the story; see
point of view,

NOVEL:; The name gencrally applicd to any long fictional prose
narative.

ONOMATOPOEIA: A word (or a group of words) whose
sound has the effect of suggesting or reinforcing its denotative mean-
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PARABLE: A story desizgoed toconvey or illustraie g moral
tesson: see afle gory and folde,

PARADOX: A sell-contradictory and absurd staternent thal twms
oul 1o b, in some sense at least, actually true and valid,

PARODY: A form of hwmour thatridicules o paticular lilerury
work or sryle,

PERSONIFICATION: Afigure of speech in which an idea or
thing is piven huae stributes oo feelings or is spoken of asif it were
alive,

PLOT: The patterned arrangement of 1he events in anamative or
pley. Sce also exposition, complication, crisls, fualling action, and
resoftetiog,

POINT OF VIEW: The angle or perspective [tom which a sto-
ry is told.

PREFACE: The author’s or editor s introduction, inwhich the
wriler states his or her purposcs and assumplions and makes eny
acknowledoments.

PROTAGOMIST: The chief character ol a literary work. Alsa
commonly referred to as Lhe hervor herofire, see aitagoniss,

PLUN: A play of words, invalving wards with simolar orsdentical
sounds butwith different ineanings.

RESOLUTION: The [ingl seclion ol the plotin which e tapon
conflict, issue, ar problem is resolved; also referred to as the conclie
ol or denauement.
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RISING ACTTON: See conmplication,

SETTING:The timme and place in which the action ol u story,
poem, or play oceurs; physical setting alone 1s often referred 1o as the
{ovale,

SHORTSTORY: A short work of narcative prose fiction. The
distinction batwesn the short story and novel is mainly one of length.

SIMVITLE; A fizure of speech in which two cssentially dissimilar
objects are expressly compared with one another by the use of /ike
Ar a8 s0E J'JJ'E‘IHFFJ‘DJ'Z

STREAM OF CONSCLIOUSNESS: The narrative method of
capturing and representing the inner workings ol a character’s mind,

STRUCTURE: The oveall pattern, design, or organization of a
literary wark.

STYLI: The author’s characteristic manner of expression; style
includes the author's diction, synlax, sentence pattems, punctuation,
and spelling, as well as the use made of such deviees as sound, rhythn,
imagery, and figurative language.

SUBPLOT: The subplot {also called the miner plol or under-
plot) is a secondary action arcomplication within a fictional or dra-
matic work that often serves to reinlorce or contrast the main plot.

SUSPENCE: The psychological tension or anxiely resulting [Tom
the reader’s or avdience’™s nncertainty of just how a situation or con-
Hictis likely tovend,

SYMBAOI - Literally, something that stands for somcthing clse, In
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Ferature, any word, object, aciion, or character that embodies and
evokes amange of additional meaning and signiticanc: sec allegony.

THEME: The controlling idea or meaning of i wiork of ar.
TCINLE: The author's attitode towards the subjector andicnce,

UNRELTABLE NARRATIVE: A nawtator whose knowledge
and judzements ebout characters or events is sulficiently incomplete
or fiawed to render him anunreliable guide w the autho! s intentions,

VERISIMILITUDE: The quality of being lifelike or irue toac-
tuality.
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