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THE WINDINGS OF DESTINY: The Tribal Image in Edith Wharton's

THE AGE OF INNOCENCE

Aimara da Cunha Resende

"There are moments when a man's imagination,
so easily subdued to what it lives in,
suddenly rises above its darkly level and
surveys the long windings of destiny. Archer
hung there and wondered ... "l

To analyse Edith Wharton's The Age of Innocence, two

aspe cts must be taken into account: the obvious delineation

of group behaviour in the New York society of the end of the

nineteenth century, with its codes and rituals; and its subtler

aspects of primitive attitudes and values, around which the

author's own traditional beliefs play, perhaps, a very

important part. In this study I will try to consider both

though it is my aim to deal more deeply with the latter. am

well aware that very often the two levels are intermixed and

the unconscious rises above the superficial narration.

Edith Wharton pictures the social system as a strong

net of conventions that keeps the group together and

strengthens the links among the members of the families of

which New York FAMILY is made up. As Radcliffe Brown puts

it:

Os valores sociais vigentes numa sociedade pri
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mitiva sao mantidos mediante sua expressao nos
costumes rituais ou cerimoniais. 2

This is true of the Mingotts, the Van der Luydens, the Self­

ridge Merrys, the Archers, the Wellands, and everybody in

"the tribe", as she so often calls them in her novel. They

follow the rites of II good form" blindly. They had their

especial arrays to go out; women must wear their bridal

dresses twice or three times in the first year following

their wedding, just as they are expected to put on IIproperll

clothes when dining at home. Rich young men are not supposed

to work hard, though they go into some profession --

chiefly law -- because it is "p rupe r ." They meet at their

club to talk over the same subjects and are not allowed to

go into politics, for propriety so forbids: "a gentleman

couldn1t go into politics ll (p. 123). Marriage, as in ancient

tribes, is a matter of material and social interests asso-

ciated. It means an interchange of women (or men) and

family possessions. Young ladies are unconsciously led to

being II nice" so as to become perfectly controlling wives.

They don1t think; they keep on fulfilling their tasks as

preservers of the tribal rites. This kind of life is empty

but nobody notices it. People in the small aristocratic

group go about their acquired pleasures and obligations in

the same way savages follow the ever-renewed rites of

religion and cyclic ceremonies: the winter Race Cup of the

Beauforts; the annual Opera nights at the Academy; the

Church Service on Sundays; the China and Silver ware for



great dinners with a hired chef, Roman punch and menus on

gilt-edged cards; the flowers that young men send every day

to their betrothed. These and every other detail prescribed

and respected by society do not differ much from the unlearn­

ed behaviour of the primitive. Edith Wharton shows and

criticizes that, though she is not entirely rid of its charm.

The Ne\"1 York aristocracy that she lively recreates is the

group where nobody can be. authentic, whe re the godde s s II Form''

presides over everything and the unpleasant must be

thoroughly ignored and avoided. Rites are performed with

untainted perfection in the same way as the respect for

the ancestors and the important elders (such as old

Catherine Mingott and the Van der Luydens), is paid humbly

and blindly in a state close to awe. She sees that society

critical~y though with some sort of tenderness for the

lost peace of the close of last century:

In reality they all lived in a kind of
hieroglyphic world, where the real thing was
never said or done or even thought, but only
represented by a set of arbitrary signs.(p.42)

' ... if we don't all stand together, there'll
be no such thing as Society left.' (p. 48)

Youngsters are brought up to preserve the settled

values of their ancestors, without even questioning them.

They grow up and get married so as to rear their own

children in such a way that the latter will duplicate the
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puppets into which their parents, too, have been made. Men

believe what they have been told about the ideal wife

and perfect domesticity; they get married and are expected

to do "their duty," to be loyal and keep up with the normal

flow of life in their homes. Girls worry about the right

clothes for every social event, put on placid attitudes that

help ignore the unpleasant, learn how to rule over their

homely kingdom and wear the unchangeable mask of undisturbed

balance and happiness. Archer, too, has been taught to obey

the social laws and accept that sort of life. But he some­

times feels that it is not quite what he wants. He is fond

of May but he would like her to have her independent

thoughts. So he tries to make her read and come in contact

with art. He knows that their world is false but he has

been thoroughly conditioned by it and is unable to change

its values. The only thing is to keep pretending and feel

dead:

That terrifying product of the social system he
belonged to and believed in, the young girl
who knew nothing and expected everything, looked
back at him like a stranger through May
Welland's familiar picture. (p. 40)

Conformity to the discipline of a small society
had become almost his second nature. (p. 325)

Archer's New York is the closed group where the

"fo~eigner" is not allowed and if he or she succeeds in

entering there, it can only be by the hands of one of the
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half-sacred idols. (That is how Beaufort manages to become

one of them). People in the separate "clans" exchange their

children so that the "tribe" remains composed of the same

families. And these families will get together whenever it is

necessary to back up their relatives. They have realized that

their strength lies in their union and that their "Society"

will be maintained only by their sticking to the rites and

beliefs which the "initiated" are allowed to know and

participate in. They cannot and will not interMix with people

from other tribes, so as to avoid losing the very springs of

their holy group needs and values, as Mrs. Archer states:

we belong here, and people should respect
our ways when they come among us. I (p. 91)

Archer, too,

... thanked heaven that he was a New Yorker, and
about to ally himself with one of his own kind.

(p. 29)

Life for them means simply being equal to the other

members of the tribe. Marriage is a succession of dual

submissive behaviour; it lacks communication except when

communicating is necessary for tribal treasures to be saved.

The individual is not important; it is the tribe that

matters. When man.and woman get together they have to go

through the same sacrificial rites their ancestors have
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performed. And everybody accepts that willinglY,without

questioning their own separate yearnings; if there are

dreams they must remain in a dark corner of the soul while

the faces evince the social smiles of those who are absolu-

tely able to avoid lithe unpl easan t " because their society

will never admit of individual feelings. That aristocratic

place symbolized by Fifth Avenue means every sign of outward

remonstrance just as it points out to you the degrees people

are allowed to possess. Men and women belong in their

clans and receive the respect due to their rank. They

follow unconsciously the dogmas of their cult even though

these dogmas go side by side with slavery to the social

code.

Ellen Ol~nska, though a Mingott, is a "foreigner" and

as such she realizes that that heaven is but the hell of

pretences:

'Does no one want to know the truth here, Mr.
Archer? The real loneliness is living among all
these kind people who only ask one to pretend.'

(p. 75)

She can detect what lies beneath the surface of joyful
acceptances:

'You never did ask each other anything, did
you? And you never told each other anything~

You just sat and watched each other, and guessed
at what was going on underneath.' "{p , 359)
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If someone like Ellen tries to shake the roots of

society, he or she will absolutely be either banished or

ignored -- the members of the tribe will sacrifice him or

her coldly and tacitly.

One aspect in The Age of Innocence cannot be passed

by; and that is the author's intention of creating an Olympus­

like New York. There is the appearance of peace and trust.

Even the environment is that of Greek mythology, with the

green fields, the special dinners with Jupiter/Van-der-

Luyden presiding over them or May/Diana casting her arrow

towards her goal. And Archer the hero is there, daring,to

love a dark goddess come from the unknown, a goddess who has

looked the Gordon in the eye and acquired the wisdom owned

by immortals only. May says that Countess Olenska seems to

understand everything; and she does. On Olympus the gods

would not permit any interference with their designs in

New York, the High Society will not allow anybody to go

against their moral principles. When it comes to deciding

between a member of the clan and a social tribute not paid,

the sacrifice is certain: the infractor must be smitten. When

the Beauforts affront the established financial morals, they

die to the group. Old Catherine will not have their names

spoken before her and society will never forgive them despite

the fact that the parties they used to offer can never be

substituted. And when Archer and Ellen fall in love with each

other the whole tribe contrives to banish the "foreign"

goddess and gather about the weak relative (May) whose

domestic sanctuary has to be preserved at all costs:
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... he sawall the harmless-looking people
engaged upon May I s canvass-backs as a band
of dumb conspirators, and himself and the pale
woman on his right as the centre of their cons­
piracy. (p. 338)

The age of innocence is the lost unconscious period of

old New York which, to Edith Wharton, means much more than

an object for criticism. She seems to miss the darkness

synonymous with innocence and she betrays her tenderness

despite the irony that she pours forth in her novel.

The rituals of the season, such as summer in Newport

and winter full of balls and Opera nights, are sacredly

performed and the same is true of other social tributes. The

wedding.ring,the betrothal visits, the cigars in ~he

library after dinner, the parading of gentlemen before the

guest of honour, all of them are beautifully summarized

as rituals in the chapter about Archer's and May's nuptials.

That is one of the moments when the reader feels the

intermixing of the two levels of tribal images --- the obvious

one, with Mrs. Wharton's allusion to sacred and everlasting

ceremonies, and the deeper one, with Archer as the hero who

has had a chance to be enlightened but who nevertheless

remains bound, on account of his human condition, by the

tribal chains which reflect his own destiny as a mythical

hero: he has to endure sUffering and bondage for the renewal

of earthly life.

At this point I turn to the deep level of the novel.

But before my doing so let us have a general look at some
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aspects of tribal images. The first thing to attract one1s

attention is the word myth. Could The Age of Innocence be

lined up with the primitive myths? I would say it could.

The myth is a sequential story that seeks to organize

chaos into accepted reality. To Mircea Eliade it provides

models for human behaviour and confers significance and

values to human life:

... os mitos descrevem as diversas, e algumas V!
zes dramaticas, irrup~oes do sagrado (ou do so ­
brenatural) no Mundo. t essa irrup~ao do sagrado
que realmente fundamenta 0 Mundo e 0 converte no
que e hoje. 3

The mythical hero is doomed to live between two

realities: the worldly one and the one come from some

remote past (which is felt as a dream by mankind). Throughout

the sequence of events he has the aprehension of time as

being simultaneously irrevocable (earthly) and ever

renewed (primordial, indefinite, reversible), the sacred

time. In his Le mythe de L'eternel retour 4, Eliade states

that the world was supposed by the primitive to have cyclic

phases of chaos fol Iowed by renewal, and that renewal was

achieved through the coming together of gods and man. But

after the new cycle begins, the hero who has helped the

gods recreate ·human life is not allowed to keep company with

the deities. In the novel here studied the hero - Newland

Archer - gets to communicate and come together with the

6o~~gn godde~~ who has brought chaos to the tribal life



Ellen Olenska -- but he is not able to prevail over his fate,

as she won't ~ave him leave his clan to return with her to

her place beyond the sea; he remains in the world of human

reality, but still has glimpses of the dreamland where his

feelings for the goddess keep burning.

once more Archer became aware of having been
adrift far off in the unknown. What was it that
had sent him there, he wondered? (p. 186)

and suddenly the same black abyss yawned
before him and he felt himself sinking into it,
deeper and deeper in. (p. 187)

Newland experiences thus two kinds of reality:

a) social: expressing the existing relationship
between diverse aspects of social
life and cultural codes;

b) natural: reflecting the principles of the
workings of the mind.

This double existence is in itself, according to Bradcock,

the structure of myth. 5

The second point to be considered is the formation and

maintenance of the tribes. To Levi-Strauss 6 the tribes are

formed from the inter-relationship of clans. They are limited

to their members and won1t accept people from other groups.

As he puts it, in As Estruturas Elementares do Parentesco,

... as sociedades primitivas fixam as fronteiras



.23.

da humanidade nos limites do grupo tribal, fora
do qual elas nao veem senao estranhos, isto e,
sub-homens sujos e grosseiros, talvez mesmo nao
homens: feras perigosas ou fantasmas. 7

As it has been already pointed out that was the behaviour

of the clans, in The Age of Innocence, towards the

"foreigners," "people who wrote" and other artists. To the

French anthropologist the individual was formed according

to his social position through conditioning experiences of

action and self-denial. There are opposing structures of

aggression and conci 1i a ti on, war and peace, good and evi 1,

order and disorder. As the events in Mrs. Wharton's novel

take place, one is aware of the intermingling of the above

mentioned oppositions. Ellen Olenska is subject to

different attitudes from her relatives as she shakes the

roots of their limited universe. They back her up when she

comes from Europe but they manage to send her back after a

period when they overtly ignore her presence. Some people

try to avoid her at first, to crowd around her later on. They

are good to her, and they make her suffer.

The origin of the tribe seems to rest on the system

of marriages inside the clans. One has, then, an endogamic

system (the tribe) made of an exogamic one (the clans).

Levi-Strauss points out that cousins ~et married so as

to preserve the possession of lands and cattle as well as

their original values:

Os casamentos entre as castas conduzem a consti-



tui~ao de novas castas e ao desenvolvimento
do modelo inicial. 8

To Radcliffe Brown,9 the essential characteristic of

primitive society is the regulation of behaviour as the

result of clan fixed patterns of conduct. The tribe thus

constituted survives rigidly by observing all outward

remonstrations of solidarity and social obligations. The

cyclic rituals are rigorously performed so as to reassure

the family gods of their worshippers' fidelity and to renew

their blessings in order to maintain the security that men

need, and retain the people's stability in what concerns

living. Levi-Strauss analyses some myths of American tribes

in which these rites are performed and situations return to

normality through the interference of a mediator who is

very often half-god and half-man. This mediator, propped by

human help and sacred symbols, can counteract evil and

see the hero to his success, or he may help the gods in their

penetration among men. I see the Van der Luydens as this

kind of mediator.Mr. Van der Luyden opens the doors of

the tribe to the 604e~gn Countess Olenska. He is feared

and respected and nobody dares to find any fault with him

except Ellen, who can speak freely of their house and its

coldness, because she does not belong to those people's

limited circle, and comes from beyond the sea (a universal

symbol for the unknown). In the moment of her departure Mr.

Van der Luyden remains in town, so as to support the

group in their final decision and he is the one who (very

meaningfully) takes her away from Newland's view for good.
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after the Archers' farewell dinner. The old man is really

above the other mortals of the tribe and can dispense justice,

as he does when asked to support Ellen on her arrival:

There was a silence during which the tick of the
monumental ormolu clock on the white marble
mantelpiece grew as loud as the boom of a minute­
gun. Archer contemplated with awe the two slender
faded figures, seated side by side in a kind of
vice-regal rigidity, mouth~pieces of some remote
ancestral authority which fate compelled them to
wield, when they would so much rather have
lived in simplicity and seclusion, digging in­
visible weeds out of the perfect lawns of
Skuytercliff. and playing Patience together in
the evenings. (p. 52)

The Countess, as the divine orphan come to bewilder

and then reorganize the world, is helped by Mr. Van der

Luyden, while she is necessary for the development of the

myth:

She had Beaufort at her feet, Mr. Van der
Luyden hovering above her like a protecting
de i ty. .. (p. 63)

And it is at Skuytercliff that Ellen and Newland can

communicate deeply for the first time.

To Levi-Strauss and others the concept of marriage was

closely linked to the existing relationship among the

members of the family, in primitive tribes. Men married their
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cousins on their mothers' side but were not allowed to

marry their cousins on their fathers' side or vice-versa;

there was formed, then, either the matriarchal or the

patriarchal society. As they got married they moved to

their new clan and started their lives with what the Romans

called IUS IN PERSONAM (he or she had rights and duties

towards his/her clan) and IUS IN REM (all the other people

in the clan had duties towards that person). In matriarchies,

when a young man married in the clan, he usually had the

IUS IN PERSONAM but never IUS IN REM. His rights IN REM

remanied in the group he had come from. He was responsible

for the birth rate but had no prominent role in the family,

though he was very often loved by his wife and children and

might become an object of affection with them. The main

decisions were made by the women, not by the men. In The

Age of Innocence matriarchy is quite obvious. The Mingott clan

is ruled over by "cunning" old Catherine; in the beginning of

the book she is represented at the Academy by her daughter

and her sister-in-law. In the Welland family the father

is a dismal figure while mother and daughter govern the house

and feel responsible for the males in the "clan." This is

clearly put by Edith Wharton as can be seen from the following

ins tan ces:

Mr. Welland was a mild and silent man, with no
opinions but with many habi'ts. (p. 116)

Mrs. Welland says:
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'Having an invalid to care for.! have to keep my
mind bright and happy. 1 (p. 145),

though Mr. Helland is no invalid. Little by little May also

assumes her ruling position in her new home; Archer realizes

tha t

She became the tutelary divinity of all his old
traditions and reverences. (p . 197)

When May tells Archer of her decision to offer Ellen a fare-

well dinner and as he tries to avoid it, she quite decisively

states her having made up her mind:

'A dinner -- why?' he interrogated.
Her colour rose. 'But you like Ellen ---- I thought
you'd be pleased. I

'It's awfully nice ---- your putting it in that
way. I really don't see ----I

'I mean to do it, Newland, she said, quietly
rising and going to her desk. 'Here are the
invitations all written. Mother helped me --
she agrees that we ought to. 1 She paused,
embarrassed andye t smi 1i ng, and Archer sudden 1y
saw before him the embodied image of the Family.
'Oh, all right ', he said, staring "lith unseeing
eyes at the list of guests that she had put in
ht s hand. (p. 335)

Also Mrs. Archer, who loved her son, carefully looking after

him, is the one to say the decisive words in almost everything

at home; one sees, for instance, that the library, in the
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Archers I ,

was the only room in the house where Mrs. Archer
a11 owed sm0kin g. (p, 2)

After all, the c1ans and consequently the tri be in the nove1,

constitute a perfect matriarchy: .

Archer felt himself oppressed by this creation
of factitious purity, so cunningly manufactured
by a conspiracy of mothers and aunts and 10ng­
dead ances tres ses. .. (p. 43)

The book delineates the family branches and in i·t most

characters· are related to the two main groups which are on

their turn inter-related themselves. The two main stems of

the social aristocracy in Newland Archer's New York are:

a) The Mingotts and Masons (who cared for food, clothes
and money)

b) The Archer -- Newland -- Van der luydens (who loved
travelling, horticulture and reading)

The trees would be as follows:



.29.

1.

IRush~orthsl~ I Mingots I

~_~_:r_'s ~_:-::~~:_:_'_sIL;i ne Catherine is husbandr
Medora Medora's Ellen's .Mr.lovell Mrs.Welland daughter daughter

brother mother Mingott married married

l I Ita::an ::91iSh
Marquis banker

2.

eel.

ldu lac

Ellen

lady Angelica

Trevenna I
f

louisa's
mother

louisa

louisa's
father

Henry

May

Grand­
father
Archer

I
Mr. Archer I

Newland Janey
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The great New York aristocratic tribe was, as Mrs.Archer

used to say, formed by a triangle:

[

Minaotts

Ne\'/lands
Chiverses
Mansons

("plain people") : Spicers, Leffertses,
and other "honourable families"

Ellen Olenska is sent into this closed tribe, where

really she has never belonged, in order to shake it and

start renewal. Ellen is the "dark lady" (as opposed to May

who, Diana-like and unintelligent, is presented from beginning

to end dressed in white/with her lovely blond hair brightened

by the light of the environment) coming from the unknown and

able to see beyond the common sight:

Evidently, she was always going to understand;
she was always going to say the right thing.

(p. 22)
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he was once more conscious of the curious
way in which she reversed his values, and of the
need of thinking himself into conditions incredibly
different from any that he knew if he were to be
of use in her pre sen t diff i cu1ty. ( p. 102 )

Once she says to him:

'I want to cast off all my old life, to become just
1ike everybody else '.

Archer reddened. 'You'll never be like everybody
else', he said. (p. 106)

In the mythical structure of the novel Ellen is the

foreign goddess sent to re-establish the order, though at

first she seems to bring about chaos. She is the divine

orphan (as a matter of fact she is an orphan,in the book) ,

the wandering deity who falls in love with a mortal. In

myths of origins divine orphans appear in order to create the

world from chaos:

El nino primordial, el divino nino de los mitos
de los orTgenes, el hujir f ano abandonado que vive
la primera hora del mundo, afrenta precisamente
(los) peligros y escucha (las) voces de la
naturaleza. Ante el, privado de padre y madre,
l~ naturaleza es simult~neamente maternal y

peligrosa, auxiliadora y mortal. Esta criatura
goza de excepcionales poderes sobre las fuerzas
naturales, pero est~ t amb i jin expuesta a toda
suerte de amenazas: es Dionlsio nino, que manda
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a las fieras y a las potencias de 1a metarmorpho­
sis, pero que puede ser insidiado por los
Titanes. 10

Ellen comes to New York after having been a long time in lands

beyond the sea. She seems to have some sort of magic power

which makes everybody, even the mediator, surrender to her.

Wherever she goes, her dark, natural being radiates warmth

and enlightenment. Symbolically enough it is by the fire that

she and Archer are able to see deep into each other's souls.

Her little house in a forbidden place -- West Twenty-third

Stree~where dress-makers, bird-stuffers and "people who

wrote" are her neighbours -- has that mystical atmosphere

of the unfamiliar •.. She has the fire lit inside her temple

and is offered its ritual:

.•. and a log broke in two and sent up a shower
of sparks. The whole hushed and brooding room
seemed to be waiting silently with Archer. (p. 109)

When Archer is on the verge of asking Ellen to be his life's

companion and is ready to leave his betrothed, Ellen seems

to commune deeply with the fire:

Madame 01enska leaned toward the fire and gazed
into it with fixed eyes. (p. 168)

She is the goddess who has lived since the primeval times;

who has been, is and will ever be. Here again the mythical
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structure is clearly set. It is a dual characteristic of myths

to be irrevocable {the present} and reversible {the past}, as

has already been said. In The Age of Innocence the reader

is aware that Ellen is someone living in the last decades of

the nineteenth century but she is simultaneously from a far

away past. Once in her little house, Newland feels that

"she looked haggard and almost old" (p. 171). And she confesses

to him, in a mixture of real present being and remote entity,

as pointed out before, her wish {unattainable} of casting off

her former self, and this she says, "100king away from him

into remote dark distances" {po 106}. As a matter of fact,

she had already put that to him, when they first met, at the

Academy, and Archer talked of her having been away for a long

time; her reply then was:

'Oh, centuries and centuries; so long, that I'm
sure I'~ dead and buried, and this dear old
place is heaven'. (p. 15)

Later on, at the Van der Luydens' dinner, Archer notices

that

... the Countess 01enska was the only young woman
at the dinner; yet, as Archer scanned the smooth
plump elderly faces between their necklaces and
towering ostrich feathers, they struck him as
curiously immature compared with hers. It
frightened him to think what must have gone to
the making of her eyes. (p. 60)
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Finally, in Boston, when Newland is trying to see the

Countess, he experiences the paradoxical sensation of living in

the timeless. He knows he is alive and in Boston, but he feels

closer to his goddess, and that nearness brings back to him,

unconsciously, perhaps, the certainty of his living at that

same hour in distant primeval times. Here the mythical

structure is quite clear and the hero is seen throughout his

experience, reversing the ages so as to live once more the

moments that had been essential in his ancestors' existence:

It was the same world, after all. though he had
such a queer sense of having slipped through the
meshes of time and space. (p. 231)

The my th i ca1 hero goes through different moments of

success and failure, happiness and sUffering, as he moves

circularly from -- to his native land.In many myths all around

the world, the hero's travellings can be found and they are

structurally very similar. The human hero is supported by

different elements both in his tribe and in the "foreign"

kingdoms of the unknown. But he will finally settle down as

a common human being, or a stone, or a tree, or any other

natural element. See, for instance, L~vi-Strauss's "A Gesta

de Asdival"ll : Asdival's wanderings finally take him back

to his tribe, where he is turned into stone. He ·was

born of a heavenly father, a fact which gives him his extra­

terrene features. He marries a goddess and as he does not

belong in her world but in his tribe, he must come back to
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it after going through victories and few defeats. In the end

he is made not to act any more.) A closer look at Newland

Archer1s trips and life will show great resemblance to this

and other myths -- he also moves from New York in search of

his goddess-love, to go back again; he has victories and

defeats within his group (he is alternately Ellen's

celebrated champion and lover left to oblivion by the "tribe").

He realizes more than once that he and the Countess don't

belong in the same world:

... there they were, close together, and shut
in; yet so chained to their separate destinies
that they might as well have been half the world
apart. (p , 245)

... he could only brood on the mistery of their
remoteness and their proximity, which seemed
to be symbolised by the fact of their sitting
so close to each other, and yet being unable
to see each other's faces. (po 289)

He falls into various swirls of consciousness as if to

realize that he was born to be the father of the new

generation to come after the chaos he has helped start,

though he is " ... by nature a contemplative and dilettante"

(p. 349). And that generation symbolized by Dallas and

Fanny Beaufort, renewed, may set up different values and

bring about a new Tribe. But he, Newland the hero, and she,

Ellen the goddess, are to remain in their separate worlds
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after witnessing the strength of his tribe and his Family.

They realize that the power coming from the tribal rites will

be the defense of the most absolute beliefs of the group

(among these and excelling them, unity and the outwardly

happy, stable family). The members of the "tribe" are ready

to forgive provided that Ellen goes back to her world. In the

final pages of the novel Archer is conscious of the tribal

strength:

... he sawall the harmless-looking people
engaged upon May's canvas-backs as a band of
dumb conspirators, and himself and the pale
woman on his right as the centre of their
conspiracy. And then it came over him, in a vast
flash made up of many broken gleams, that to all
of them he and Madame Olenska were lovers,
lovers in the extreme sense peculiar to "foreign"
vocabularies. He guessed himself to have been,
for months, the centre of countless silently
observing eyes and patiently listening ears, he
understood that, by means as yet unknown to him,
the separation between himself and the partner
of his guilt had been achieved, and that now the
whole tribe had rallied about his wife on the
tacit assumption that nobody knew anything, or
had ever imagined anything, and that the
occasion of the entertainment was simply May
Archer's natural desire to take an affectionate
leave of her friend and cousin. (p. 338)

How significant it is that their leave-taking is "celebrated"

with eating, the long-lived manifestation of mythical worship,
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from Homer1s narratives to present-day savage offerings, not to

say Calvinist American Thanksgiving Day. It was the old New

York way of taking life without "effusion of bl ood v s the way

of people who dreaded scandal more than disease, who placed

decency above courage, and who considered that nothing was

more ill-bred than "scenes", except the behaviour of those

who gave rise to them. Archer knows for sure that it

won't do to struggle against his and Ellen's destiny, as

... one thing in the old New York code was the
tribal rally around a kinswoman about to be
eliminated from the tribe. (p. 337)

When the book ends Ellen stays in her world beyond

and Newland remains apart, unable to move towards her,

submissive to his fate. He can remember her and witness the

coming up of the new world they have helped to create.
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IRONY AND REVERSAL IN MACBETH: THE QUESTION OF AMBIGUITY

Ana Lucia Almeida Gazo11a

"Wo~ds, words, they're all we've got to go on."l This

is how Tom Stoppard, in his revision of Shakespeare's Hamlet,

defines the ambiguous character of human experience, which

is projected by means of a discourse necessarily subject to

various interpretationso A discourse codified by the myths

and fictional creations of the community, therefore carrying

social and individual features. An enigma which requires the

act of decoding, and whose interpretation is charged with

Desire.

Theatre, because it continuously confronts the

spectator with such a need for decoding implied in Stoppard's

text, foregrounds precisely the enigmatic character of our

discourse and of human experience itself. It brings into

focus the relation between being and appearance, a relation

which is ambiguous, fluctuating in each act of speech,

carrying a multiplicity of meanings.

Operating basically on the principle of ambiguity, and

with irony and reversal its main structural devices, Macbeth

thus projects these essential questions, as it deals with

the polysemic nature of the discourse and the connection

between desire and interpretation.

The ascension of Macbeth to power is in itself
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characterized by an irony which makes evident the ambiguity

and the illusory character of that power .. His trajectory up­

ward is due to his apparent fulfillment of the value codes

o f his community, but it constitutes in reality a farce, since

in the same ascension he is violating, without the knowledge

of the group, the very codes he pretends to espouse. At first

the saviour of the community, Macbeth will later be seen as

an element of pollution. From king to pharmakos, from friend

to enemy, from support to threat, Macbeth is subject to a

polarization of readings by the members of the community. This

reveals that he is nothing more than a fictional creation of

himself and of the social group, thus personifying the double

character of human beings. The play, in this way, projects

the polarities of the Absolute and the Relative, of the

Objective and the Subjective, each thing containing its

opposite, and revealing the paradoxical nature of reality.

The act of interpretation -llwor ds , words, they're all

we've got to go on" - is required from the characters at

every step_ Questions are asked, enigmatic answers are offered,

the decoding of messages is carried out. From Macbeth's

speeches to the opinions formulated by other characters,

from his dialogues with the witches and the enigmatic answers

given by the apparitions conjured up at his request, from the

initial blindness to the gradual insight of the group in

relation to the King's acts, everything is used to foreground

the ambiguity of words and the relativity of interpretationJhe

discourse can be used to mask or unmask reality, it may be

correctly or incorrectly interpreted, it may be given a partial
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tion on the part of the enunciator which the enunciatee may

perceive or ignore. At any rate, what is emphasized in every

case is the complexity of the act of interpretation. From the

very first speeches by the characters, different -- and even

opposed -- types of reading are suggested: a systematic

opposition of cognitive fields is established, be it in rela­

tion to the levels of knowledge of different characters, be

it in relation to their knowledge and that of the audience.

Statements carrying one particular meaning from the enun ­

ciator's viewpoint acquire another value and are interpreted

as omens by the spectators -- they become true, but not in the

sense in which they were formulated by the enunciator. Or, in

other cases, the spectator realizes the enunciator is conscious

ly making a false statement -- but the enunciatee ignores

this fact and accepts the statement ~s true. Or, still, without

the enunciator's knowledge, what is said is completely opposed

to the facts presented. All of these oppositions thus consti­

tute the basic form of organization of the text, and its most

relevant structural components: irony and reversal. From the

beginning of the play to its end, this will be constantly

reelaborated, pointing to the dominant themes of the text.

In the first scene of act I the witches announce: "Fair

is foul, and foul is fair."2 The use of alliteration and the

equivalence of the signifiers fair/foul, as well as the

parallelism of the construction, establish one of the most

recurrent devices employed by Shakespeare in this play:the

juxtaposition of contraries, a vehicle for the projection of
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the theme of the paradoxical nature of reality, What is made

evident is that each thing contains its opposite -- the

double character of phenomena and there is a suggestion

that an univocal reading will be necessarily flawed and

incomplete. In addition, the possibility of identifying

Macbeth and the witches is suggested as he, in his first

speech, will use exactly the same words: ~So foul and fair

a day I have not seen~ (I.iii.38). This first reference to

Macbeth's double nature will be reinforced by other statements

which, with no such intention on the part of the enunciators,

will be reversed so as to refer to him in a negative manner.

Such is the case of the sergeant's description of the battle

which has ended with Macbeth's victory: "As whence the sun

'gins his reflection/Shipwracking storms and direful thunders

break, ISo from that spring whence comfort seemed to cornel

Discomfort swells" (l.ii.25-28). The statement as it is

formulated aims only at praising Macbeth for having overcome

all the obstacles up to his final victory but it may be

interpreted as an omen, The irony becomes evident when the

King decides to have the traitor Thane of Cawdor killed and

transfer his title to Macbeth, stating that "no more that

Thane of Cawdor shall deceive our bosom interest" (Lii .65­

66). But it will be precisely the new Thane of Cawdor, asso­

ciated in the description of the battle with the sun, who

will inaugurate in Scotland a period of "discomfort}" with

"shipwracking storms and direful thunders." In scene IV, still

referring to the first Thane of Cawdor, Duncan affirms that

"there's no art to find the mind's construction in the face"

(I.iv.11-12), for that had been "a gentleman on whom I built
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an absolute trust" (I.iv.13-l4) ~ the same blind trust he now

transfers to Macbeth. Likewise, the praises Duncan addresses

to his cousin acquire a meaning of pressage and are thus to be

seen in their ironic implications: "More is thy due than more

than all can pay" (I.iv.2l); "I have begun to plant thee and

will labour to make thee full of growing" (I.iv.28-29); "it is

a peerless kinsman" (I.iv.58). These statements, as well as

those in which Macbeth reaffirms his loyalty to the King, may

be contrasted to his speeches in the scene with the witches.

One realizes that Duncan's words are true, but in a sense

contrary to that which he has conferred on them: Macbeth does

believe he deserves more than the honors Duncan grants him;

he will try to reach full growth; and, indeed, there is no

kinsman like him, for he will murder his cousin in his own

house, violating at the same time the rules of loyalty to the

King, of hospitality, and of kinship.

Another form of irony used in the text is the creation

of an opposition between cognitive fields. In most cases, the

opposition occurs between what Macbeth knows and what the

other characters do. In terms of the audience, the level of

knowledge parallels Macbeth's, which decreases dramatic irony

but still indicates that multiple possibilities of interpreta­

tion exist.

~eof the devices used to deepen the audience's level

of perception is Macbeth's asides, by means of which his

thoughts are conveyed to the audience, without being heard by

the other characters. Likewise, his letter to Lady Macbeth

and the various monologues (his or Banquo's) have the same

function: the characters interrupt the interpretation of their
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social roles and are revealed in their totality. Another

example is the fact that the audience -- unlike most of the

other characters -- partakes in Macbeth's visions, which

reveal either his desires (the witches and the dagger in

II.i.)or his feeling of guilt (Banquo's ghost at the

banquet)v Only at one moment does the audience reach a

level of cognition superior to the protagonist's: having

already heard the prophecies foretold by the apparitions

conjured up by the witches (IV.i.), the spectators realize

that with the stratagem to be used by Malcolm, son of the

murdered King, to fool Macbeth, the destruction of the usurper

is imminent. But throughout the whole play, the contrast is

established between Macbeth and his wife, on the one hand,

and the other characters on the other. The opposition between

appearance and reality, and the function of human discourse

in the projection of such opposition is expressed by Lady

Macbeth as she addresses her husband:

Your face, my thane, is as a book where men
May read strange matters. To beguile the time,
Look like the time; bear welcome in your eye,
Your hand, your tongue: look 1i ke the innocent

flower,
But be the serpent under't.

(I.v.63-68)

From this point on, there will be a series of

incorrect readings effected by the various characters, thus

reinforcing the irony: Duncan's praise addressed to Macbeth

or his wife, Macduff's attempt to prevent her listening to

the account of the murder:
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o gentle 1ady~

'Tis not for you to hear what can speak;
The repetition in a woman's ear
Would murder as it fell.

(l1.iii.90-93)

In several other instances, false statements are accepted
as true by the other characters1such as Macbeth's words
after the crime. However, it is even more ironic that these
statements will be indeed revealed as true, but in a sense
Macbeth does not suspect at this point:

Had I but died an hour before this chance
I had livid a blessed time; for, from this instant,
There's nothing serious in mortality,
All is but toys; renown and grace is dead,
The wine of life is drawn, and the mere lees
Is left this vault to brag of.

(Ir.iii .98-103)

Macbeth's objective is to cover the fact that he has

committed the crime. But without knowing he is making an

affirmation which will be repeated at the end of the play,

and this time he will really mean it his famous monologue

on the illusory character of human experience.

A similar instance of irony occurs in III:i. when

Macbeth, already crowned as King, invites Banquo -- his

lIchief guest ll
- to take part in the banquet he will offer

that night. Banquo accepts the invitation, as his duties

"are with a most indissoluble tie for ever knit ll (1II.i.18­

19) to Macbeth. The reference to the ties, that can be inter­

preted as the secret both of them share, is in itself ironic;

but even more so is the fact that Macbeth has already decided

to eliminate Banquo, and the invitation is again a form of

manipulation. After being murdered, however, Banquo indeed
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becomes Macbeth's "chief guest": his ghost will come to the

banquet. causing the King to lose control.

The opposite use of a false discourse constitutes an

additional form of reversal. Such is the case of the dialogue

between Macduff and Malcolm in which the.latter. aware of the

fact that an appearance of honesty may be the vehicle of

treason. tests Macduff's loyalty to his cause and to

Scotland. Malcolm. the real heir to the crown. describes

himself as an oppressor potentially more destructive than

Macbeth. As he receives proof that Macduff's loyalty is

authentic. he then reverses what he had said about himself.

The same dominant themes are thus restated -- the ambiguous

nature of human discourse. the opposition appearance/reality.

and the role of the discourse in the projection of this

duality.

To follow the same line of analysis. one of the most

important scenes to reveal the complexity of the act of

decoding and the connection between interpretation and desire

is Macbeth's reading of the prophecies voiced by the witches

or the apparitions. In his second encounter with the witches.

the determining role of desire in the act of decoding will

become evident.The apparitions conjured up by the witches do

not give direct answers to the questions posed by Macbeth.

but in an enigmatic manner announce the future. What the

King fails to perceive is not only that the prophetic

discourse announces his destruction, but also the fact

that the apparitions themselves are signs to be decoded.

The first apparition is an armed Head. who warns the King

against Macduff. At the end of the play, Macduff will kill
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Macbeth and cutoff this head. The second apparition is a

bloody child, who announces he should

Be bloody, bold, and resolute;
laugh to scorn
The power of man, for none of woman born
Shall harm Macbeth.

(IV.i.79-8l)

The king interprets the prophecy as an announcement that no

man will be capable of destroying him. At the end, however,

it will become clear that the bloody child was a sign of

Macduff himself, since he had been "from his mother1s womb

untimely ripp Id" (V.vii.44-45), thus not having had a natural

·birth. The third apparition, a child crowned with a tree in

his hand, announces:

Be lion-mettled ,proud, and take no care
Who chafes, who frets, or where conspirers are:
Macbeth shall never vanquish'd be until
Great Birnam wood to high Dunsinane hill
Shall come against him.

(IV"i.90-94)

Macbeth interprets this prophecy as a sign of his

invincibility, failing to grasp the fact that, on the contrary,

it describes the stratagem used to destroy him: Malcolm,

leading his troops in the siege of Dunsinane, will give

this order:



.49.

Let every soldier hew him a bough
And bear1t before him: thereby shall we shadow
The numbers of our host, and make discovery
Err in report of us"

(V.iv.5-B)

Malcolm, after Macbeth1s death, is crowned King Thus,

the first apparition refers symbol i cal ly to Macbeth hi ms e l f ,

the second to Macduff, the third to Malcolm. Macbeth, however,

is as incapable of effecting a decoding of the symbolic nature

of the figures as of perceiving the ambiguity of their lan­

guage" This can be seen as an indication that Macbeth's

capacity of decoding has been undermined by his desire, since,

in his first encounter with the witches, both he and Banquo

had realized that several interpretations were possible.

"Fair is foul, and foul is fair" (I.i.ll), Macbeth already

knew.

Banquo, for example, doubts the witches l existence:

"II the name of truth, are ye fantastical, or that indeed

which outwardly ye show?" (I.iii.52-54); and

Were such things here as we do speak about?
Or have we eaten on the insane root
That takes the reason prisoner?

(I.iii.B3-B5)

Later on, when Macbeth is already Cawdor, 8anquo

expresses his fear that

That, truste~ home,
Might yet enkindle you into the crown,
Besides the Thane of Cawdor. But 'ti~ strange:
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The instruments of darkness tell us truths.
Win us· with honest trifles. to betray's
In deepest consequence.

(Liii.120-26)

Macbeth here realizes the double possibilities of

interpretation. but his choice will be made:

This supernatural soliciting
Cannot be ill. ca~not ~e good~ if ill.
Why hath it given me earnest of success.
Commencing in a truth? I am Thane of Cawdor •

. If":good. why" do I yield to that suggestion
Whose horrid image doth unfix my hair
And make my seated heart knock at my ri bs ,
Against the use of nature? Present fears
Are less than horrible imaginings~

My thought. whose murder yet is but fantastical.
Shakes so my single state of man that function
Is smother'd in surmise. and nothing is
But what is not.

(Lii1.130-42)

The ter~s "yet" and "surmise" are indicators of the

direction to be followed by Macbeth. On the other hand. the

opposition and juxtaposition of contraries are emphasized

in several ways. such as "nothing i~ but what is not." in the

quotation above. and in the references to Banquo made by

the witches:

- Lesser than Macbeth. and greater.
- Not so happy. yet much happier.
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- Thou shalt get kings, though thou
be none.

(I .iii ,65-67)

Again, as in "fouJ" and "fair," the juxtaposition of

contradictions reveals the transitory and ambivalent nature

of reality and of the power for which Macbeth· strives.

One other device use~ to reinforce ambiguity is the

strange and· mysterious mood in which the conflict unfolds~

Time references are always to night, night with thunder

and storms, or peopled by witches, in which images of blood

and death recur. All the traditional formulas that evoke

horror· occur:. spells, the enchantment of prophetic discourse,

sounds associated with death (such as the bell tolling when

Duncan is murdered or the women's cries announcing lady

Macbeth1s suicide), the knocking at the ga~e, chimneys

blowing down, lamentings and'strange screams, the earth

shaking, the clamours of birds" storms, a falcon kt l l ed by an

owl, horses turning wild and eating each other. If all these

elements tend to create an atmosphere of strangeness, in a

paradoxical way they reduce the mystery. The use of such

conventions of horror s tori es i ndi ca tes tha t Ma cbe t h I s acts

are contrary to the laws of Nature and Society and wi11 .have

to lead to evil and destruction.

One last aspect to be discussed in terms of ironic

construction is the relationship between the protagonist. and

the characteristic by means of which he ascends to ~ower, and

the fulfillment or reversal of the expectations of the

community. Macbeth is defined, in his own eyes and in that
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of others, by his strength and courage: "I dare do all that

may become a man; who dares do more is none II (p.85). Since

these are the qualities by means of which he establishes his

identity, to Macbeth the relation between power and action

is a necessary one. The alternatives, for him, are not

between loyalty and ambition, but rather between passivity

or dynamism; Confronted with the decision of yielding or not

to the possibility of immediate ascension to power, Macbeth

has indeed no real choice. He is a man of action, he !!
Power itself in process. He is active and dynamic. To deny

the impulse to act to achieve the highest position in

Scotland is to give up being Macbeth. His excess in the

very quality which distinguishes him and makes· him fulfill

the expectations of the community is exactly what will lead

to a reJersa1, when he violates the rules of the group and

threatens the community. Mme. de Stfte1 has pointed out that

we have the defects of our own virtues, and it cannot

be denied that here lies the tragedy of men: the same force

that elevates a man to his full height may destroy him and

undermine his greatness. Macbeth is excessive strength, and

thus unable to remain in a position of waiting. Accumulating

violence upon violence, he prepares his fall, which will

be symbolically accompanied by the loss of the quality that

defines him: Macbeth, man of action, characterized by strength,

is reduced to passivity,decapi'tated, by Macduff, agent of his

destruction. This, once again, reveals how the same quality

can be simultaneously good and bad: "Foul is fair, and fair

is foul." Nothing is just one thing, no univocal interpretation

can be trusted. Power is transitory,· as transitory as life

itself, Human experience is ambiguous, an ambiguity carried
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and expressed by the polysem;c nature of our discourse.

As he is informed of his wife's suicide, Macbeth

presents, in a perfect synthesis, his perception of that

transitoriness:

Tomorrow, and tomorrow, and tomorrow,
Creeps in this petty pace from day to day,
To the last syllable of recorded time.
And all our yesterdays have lighted fools
the way to dusty death. Out, out, brief candle~

Life's but a walking shadow, a poor player
That struts and frets his hour upon the stage,
And then is heard no more; it is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.

(V.iv.19-28)

Macbeth here asserts the illusory character of human

experience and, by means of the theatrical metaphor, expresses

the belief that life is a fiction, a meaningless tale. A

tale which is told by an idiot, projected in words. And words,

"t hey l r e all we've got to go on ."



NOTES

1Tom Stoppard, Rosencrantz and Gui1denstern Are Dead
(London: Faber and Faber, 1980), p. 31.

2Shakes pea re , Macbeth·, in Shakes pea r e , Comp l.ete Works
(London: Oxford Uni~ersity Press, 1966), p. 847. All quotations
from ~he play were taken from this edition and indications
are given in parentheses.
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OF MEN AND ANGELS: The Role of the Icon in Iris Murdoch's

THE TIME OF THE ANGELS

'Sweet love. renew thy force

(Sonnet LVI)

Astrid Masetti Lobo Costa

. In her novel The Time of the Angels, Iris Murdoch makes

use of a visual device - a painting - that not only reflects, as a mirror,

the situation of conflict and tension between the characters,

but also functions as a vital element driving forward the plot.

The present study aims at analysing the novel from the

point of view of this dual role of the device: that of

oblique illustrator and that of structural agent.

The picture 1s an icon representing three angels round

a table. It belongs to Eugene Peshkov, a Russian porter at

the rectory where father Carel has just moved to. Eugene's

relation with his only son Leo is painful, though he cannot

explain why One of the problems is Eugene's cult of his

'Russianness', reassured by the icon, and Leo's disdain for

it. The icon reminds him of the paradise he lost in Russia

when he was a child -- a time of wealth, love and happiness.

Later it accompanied him in refugee camps, where it continued

to give him the fe~ling of property. The sense of permanence,

totally beyond human suffering, kept something of crystallized

beauty for him. Jt is a link between his glorious past, the

time in the camps and the present in England. As a kind of detached

reality, more real than Eugene's in the camps, it has preserv~d

goodness from the fall that he experienced in his own life.
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When Pattie, the ignorant black servant, sees the icon,

she feels reassured by the fact that Eugene must believe in

God. She accepts God as a taken-for-granted idea, acquired at

the orphanage, that there is a kind of love between Him and

herself. As Carel was the only person ever to show any

affection for her when she came to work for his family, she

immediately identified him with God~ and physical contact,

when they later became lovers, naturally replaced divine

devotion. The fact that Ca~el was a priest did not awaken her

guilt, on the contrary, it only reinforced her faith. But

when Carel's wife Clara died, guilt began to take hold of

Pattie:' Clara was a white woman, and innocent, too. And when

one day Carel left her bed with no explanati~n, her insecurity

developed. She felt he was gradually losing his faith, and

realized he had always seemed to her a damned soul. The

meeting with Eugene now is a renewal .of faith: he represents

the goodness. Pattie feels she has lost forever, the innocent

world she has withdrawn from.

On the other hand, Eugene feels Pattie as an outsider

like himself, and therefore as an ally. She and the icon are

the only things he relies on now. He fears Carel in some vague

way, as if a contagious, mysterious fear emanated from the

Rector.

Muriel, Carel's daughter, and Elizabeth, her semi-in­

valid cousin, also feel that Carel is a damned SOUl. Muriel

has an inexplicable sensation of loss of innocence, and a

vague fear of menacing evil, which she unconsciously

manifests in a long poem she is writing. She often has

nightmares about it. It makes her long for a change, whose

nature she cannot explain, either. Eugene's presence, the



antithesis of fear, is the only thing that brings her peace.

The girls are engdged in a jigsaw puzzle representing a

sea battle, which they haven't been able to identify yet. It

is being formed in Elizabeth's room, where a big French mirror

reflects the sick girl, who represents for Muriel beauty and

innocence, as a sleeping beauty secluded in her enchanted

castle.

Carel's brother Marcus Fisher is writing a book on

MoralitY,in which he contrasts pure morals to religion, and

he discusses the matter with a retired head-mistress called

Norah Shadox-Brown and the Bishop; According to Marcus, an

absolute in morals, to be inferred from Manis inherent ethics,

must resist the destroying power of logic on theone side,and the

inadequacy of myth on the other. Beauty is set as la revela­

tion of the spiritual J
l l thus having an ethical as well as an

aesthetic function. The book denies God's existence but

paradoxically confirms it by juxt~posing it to the existence

of Absolute Good. It analyses the nature of good. Since an

absolute Good would be an imposition on human freedom, and,

on the other hand, a relative Good determined by human laws

would run the risk of being corrupted, Will would be the

solution for the establishment of moral values. But Marcus

opposes such a theory, in so fa r as he cons i ders 'wi 11' as

a category within human laws, therefore relative and

ambiguous. Moreover, he considers Good as intrinsically perfect,

transcendentally authoritative. What Marcus fears in Carel is

preci se ly, a1though he fa i 1s to grasp it, his awareness of

the non-existence of such Absolute Good. Carel's loss of
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faith indirectly shakes his own faith and reflects the fallacy,

of his own theory. The whole discussion upsets Marcus, as he

feels that concepts such as that of the Holy Trinity are not

to be questioned. Belief in such entities reassures him of

the stability of moral order, just as happened with Pattie

when she first saw the icon.

Eugene has also lost his faith, but he believes the icon

has a miraculous power of breaking loose things. And one day,

when it disappears mysteriously, things are set going, and

tension runs its course towards tragedy. The keeping ,of the

icon maintained Eugene's illusion that he possessed something,

that some goodness had been ~reserved after all despite all

evil. Leo's confession ~f the theft destroys what goodness

had remained, and ,now Eugene feel s he doesn't want it. any

more. The difference between father and son becomes more

evident, since the painting is the linking point between past

and present, Russia and England, which Eug~ne cherishes so

desperately and Leo hates so deeply. A Russian box Muriel

gives him as a present strangely reinforces the feeling of

deprivation, instead of consoling him. When leo begins, to

tell him about the theft, he feels the boy already knows he

is going to be upset, as if he felt some pleasure in hurting

his father. His own evil begins to show itself to him: he

knows that he owes Leo something, that he has somehow failed

as a father.

The scene with Leo forces him out of his passive

endurance, makes him, as it were, ·take part in the wrong deed.

It revi ves the deadened grief he experi enced in th.e past"
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and Muriel's intervention only increases his humiliation and

awakens his hate.

On the other hand, when Leo tells Muriel about it, she

feels astonished at the total lack of moral sense and guilt

in him. She is partly responsible for the theft, once she

suggested it to him indirectly. That was when her fall began,

and the more tragic because sh~ was unconscious of it. A

promise that she will introduce him to Elizabeth makes him

say he will try to recover the painting. She confronts Leo's

vitality with Elizabeth's inertia, and concludes their meeting

will be profitable for the latter, since the boy's behaviour

is, after all, harmless and even pure in its vital force.

Althnugh, after overhearing his quarrel with Eugene, she is

persuaded he has been wicked and she herself has contributed

to his wickedness Muriel feels she must use Leo to shake their

enclosed world, where Carel's evil paralyses any manifestation

of the will. Leo's relative misbehaviour consists merely of

little white lies, and he has still got his will, whereas

Carel seems to be guided by an overpowering force beyond his

control.

Pattie is also influenced by Carel's strange power. Her

will is numbed in such a way that, although she foresees

innocent happiness with Eugene, she knows this is an impossible

dream, 'an already unsuccessful attempt to escape from Carel,

so that his absurd fantasy of .living isolated from the world

is, to her, much more real than the perspective of an

'ordinary' life as Eugene's wife. Carel tries to feed his

faith on Pattie's absolute love for him, turning her into

another Christ to replace the one whom he doesn't believe in

any more, Their love-making is a profession of anti-faith
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preceded by a mock-religious ritual in which he calls her

his 'dark angel' ,'black goddess I )'counter-virgin' and

'Anti-maria ,2. Once more Pattie'~ colour, dubious origin and

immoral conduct are indirectly set against his white

legitimate innocent wife Clara.

The atmosphere of tension is but for a moment relieved

by Norah's rational; self-confident words to Muriel assuring

her that there is no real ·cause for fear, only to be

intensified soon afterwards. Muriel foresees the fall of her

established world when she is about to introduce Leo to

Elizabeth. What she sees in her cousin's room is much worse

than anything she could ever have conceived of, or anything

poor Leo could ever have done in his nafve wickedness. Muriel

and Leo are then described as angels falling down from their

innocent world. 'The inevitability of the scene imposes itself

on her through a crack'in the linen room beside Elizabeth's

bedroom; It is reflected in the mirror which protects the

lovers, Elizabeth and Carel, with 'a faint concealing veil, ,3

so unreal and impossible it first seems to her; and yet, 'it

was like looking into clear water,,4 like seeing reality for.

the first time with 'perfect clarity.'S

In the meantime, Marcus's concern for Leo has made him

buy the icon back at an antique shop. He then takes it to the

Rectory, where he tells Carel of his apprehension for

El i zabeth, and they di scuss Carel's fai th. The rector tries

to explain the truth he has had a glimpse of, the truth that

there is no God. But it is not simply atheism: the negation

of God's existence leads on to the confirmation of the

existence of evil,but not as'such, since the absence of God
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only reality he perceives is man's subjection to chance and

his consequent unattainable spirituality. That is when he

sees the icon and feels fascinated by the three angels, God's

thoughts, even more unattainable to man than God Himself.

Marcus realizes he must change his book now. Instead of

proving the existence of Goodness for nothing, he will write

about the existence of Love, the only way to human salvation.

While Carel is waiting for the consummation of his

destiny, Muriel's fate has also started its way towards the

end. Her last hope lies in Eugene's power to purge her of

the sin of having violated the secret of Carel and Elizabeth

and thus revealed the ·horrifying truth. Seeing the icon in

Carel's desk increases her sensation of imminent tragedy, as

if there were still things he could do. As Carel compels her

to leave the Rectory, she tells him she hates him and runs

away;with the icon, which she'be1ieves to be her salvation.

But she leaves it on the hall table and it is Pattie who

takes it back to Eugene. This infuriates Muriel and a

consequent quarrel with Pattie expresses their mutual hate.

The recovery of the icon gives Eugene a perspective of

happiness. It has all been a miracle for him and Pattie, the

way it has come back. Now he is convinced it is really

miraculous, and relies entirely on it as a good omen, a

renewal of faith. Muriel's sudden appearance brings his fear

back, and then she tells him·the truth about the return of

the painting, and Pattie's liaison with Care1,which Pattie

painfully confirms as something inevitable. Evil follows evil:
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the girl tells Pattie about Elizabeth and Carel, which Pattie

seems to have expected somehow as inevitable, too. Muriel

still believes there is a way out of the whole mess, but

total destrOction is the only' thing left, and Pattie pours

down the last drop of evil telling her that Elizabeth is

Carel's own daughter. This places Elizabeth .as the counter­

point of Pattie in relation to Carel: she is his white,

young and beautiful Anti-maria. It is evident to Muriel now:

that she must follow her own fate, see the jigsaw finished.

She waits for'Care1's death without calling for help' because

she knows tt has be~n his choice, maybe even his fate to make

such a choice. The non-existence of God is clear to her now,

chance being the only absol ute entity before which there is no wi11,

no choic~. She feels' that his suicide is the only escape from

his unbearable awareness of that. letting him go is what is

left of her love for him. Only now is she given to understand,

his desperate eagerness for redeeming love, which no one would

ever be able to give .. Pattie leaves him not as an escape

towards 'normal '·life, but due to her awareness' of·the ultimate

impossibility of suth absolute love.

Marcus apprehends Carel's death as a matter of chance

and his conscience of such chance as the cause of the suicide.

But he doubts whether what Carel envisaged is really the

truth.

Muriel and Elizabeth's fate is to be together now,

without ever being able to love each other absolutely. Their·

look when they leave' the Rectory reminds one of the angels

in the icon.
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And the last terrible act of chance finally comes out:

Mrs Barlow, the psychiatric social worker from the pastorate

who has called so many times at the Rectory and been sent

away every time, is the cause of the whole tragedy, the woman

whom Carel, Marcus and their third brother Julian had been in

love with in the past. Had Carel known it, had he seen her

and talked to her, that could perhaps have made all the

difference.

* * *

The icon as a source of light illuminates to the

characters their own reality and that of those around them.

Eugene, Marcus, Pattie, Muriel and Carel all suffer from moral

blindness, and the development of plot c~nsists of their

gradual perception of reality. The icon works not only as a

mirror reflecting at the same time appearance and .rea1ity,but

as a structural device contributing to the development of a

process in which those two ideas are opposed and appearance

finally collapses to show the reality that lies behind.

Let us begin with Eugene, its owner, and whom it

influences more deeply and more directly than the other

characters. What Eugene fails to understand is the fact that

the permanent beauty of the icon exists totally apart from

his life, and that it can never replace what he has lost.

The icon is not a linking point between past and present, but

precisely a warni~g that such a link cannot exist in human

life, by nature fragmented and chaotic. Its preserved beauty

is a reality, but Eugene's belief in its miraculous powers

is an illusion. It really is a visual representation of
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goodness. but as such it simply cannot be touched or possessed.

just contemplated. This leads on to his second illusion: the

icon suggests a feeling of property. and only when it is

stolen does Eugene realize the precariousness of such

possession, indeed of any human possession. The theft awakens

in him a greater feeling of loss. which started when he was a

boy and his English terrier died. The fact that this is recal­

led by means of a gift -- the Russian box Muriel gives him -­

is significant: instead of representing something given. it

reminds him of something taken. teaching him that nothing is

really 'possessed.'

Having to accept not only the theft. but the fact that

it has been leo's deed. is.even more painful to Eugene. -He

remembers sad things of the past. which he'd rather remained

forgotten, and feels he has lost not only the icon, but the

belief in its magic power.

The recovery of the painting has a connotation similar to

that of the receiving of the box: together with i·t Eugene

gains a vision·of the whole truth about Pattie and Carel.

Being deprived of Pattie's love is a suffering far deeper than

the pleas~re of recovering the icon. Losing it and getting it

back are not two opposite stages of a temporal evolution, one

after the other, bu~ two apparently contradictory aspects of

the same truth. Eugene loses on the one side ard gains on the

other: the momentary loss and recovery occasion a permanent

acquisition of truth. The sameness of the image only

emphasizes the mutability of human life, which Eugene finally

understands:
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The milky blue angels were infinitely sad. They
had travelled a long way. When Eugene was gone
they would still travel on and on, until one day
no one knew who they were any more. There was
only this travelling. (p. 233)

No possible happiness will ever greet him. The sacredness

of the icon is sadly suffocated with a tablecloth and packed

with his oddments and newspapers.

Simple-minded Pattie also deludes herself, drawing the

conclusion that Eugene must believe in God just because he

owns an icon. She knows Carel has lost his faith, and that

is perhaps why she wants to believe in Eugene's. She hides

her guilt from him, sure that the goodness that emanates from

him (and from the painting) can efface it. But things cannot

be undone: confronting her relationship with Carel and

comparing it with Eugene's pure love, she realizes her loss

of innocence. Taking the icon back to him, instead of being

a good omen, provokes Muriel's rage and the consequent

revelation of her own truth: 'She was unclean, she was un-

worthy, she was black, and she belonged to another, it was

all true.' 6 When Pattie finally learns of Carel and Eliza-

beth being lovers, she sees her love for him,

for the first time, as it really is: human, therefore fallible.

The vision is so painful that she runs away.

Muriel's illusions are also destroyed by the painting.

She too hastily compensates for her fear of Carel with the

peace of mind brought by Eugene's presence. Falling in love
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with him is almost inevitable, and she maintains the illusion,

similar to Pattiels in that respect, that Eugene is the way

out of danger. Their involvement leads her, not out of danger,

but, on th~ contrary, into the awareness of the nature of such

danger: the truth about her father and Elizabeth.

Here two other illuminating devices come out in the novel:

the jigsaw puzzle and the mirror in Elizabeth's room. The

figure the puzzle forms is vague in the beginning, but it is

there like a warning to Muriel that she is to face a much more

difficult puzzle, not one of a sea battle, but of her own

battle with the truth. As it is little by little revealed to

her J more and more pieces fit in, until the last one, Carel's

death, is placed and the game is over.

As to the mirror, it works in a much more subtle way. The

first time, it reflects Elizabeth, to Muri'ells deluded eyes,

with a halo of fairy-like beauty and innocence, asia magical

archway in whose glossy depths one might see suddenly

shimmerin9 into form the apparition of a supernatural

princess,~7 The image is false, perhaps that is why it seems

dream-like, but neither Murlel nor the reader perceive it.

(In the case of Elizabeth, we see her through Muriel's eyes.

Considering Pattie's image, for example, our knowledge

antecedes Eugene's, so that we are able to observe his illusion

from the outside and anticipate his suffering, whereas here we

suffer with Muriel the same impact of discovery, with the same

intensity). Muriel cherishes this image of Elizabeth as the

incarnation of purity, and looks at it as a way of deviating

her eyes from the tempting spy-hole in the linen-room beside.
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The clarity and size of the mirror are obviously contrasted

with the obscurity of the linen-room and the smallness of the

spy-hole. The L-shape of the room itself is a trick, since

it hides the bed -far back in a recess. Appearance imposes

itself upon a reality that Muriel intuitively foresees but

tries to avoid. On the second occasion, reality shows itself

reflected in the same (no more deceiving) mirror, but from a

different perspective: through the spy-hole which frightened

and attracted Muriel so much. The contrast between dark and

light is again emphasized: from the dark room she sees into

light (and so does the reader ).Here the icon and the mirror

become linked not only as truth-revea1ers, but also as elements

of the plot, since it was a vision of Elizabeth in the mirror

that Leo asked for in exchange for the painting. This is

Muriel's first contact with reality: 'It was like looking

into clear water ( ... ) light seemed to fall like a faint

concealing veil between her and the mirror ,,8 almost blinding

her with such a significant revelation. The 'small circle

of perfect clarity' (it is 'small' and yet perfect) enables

her to see Elizabeth 'clear and yet unlocated like an

apparition.' 9 Reality is so astonishing that Muriel at first

sight mistakes it for appearance, just as she has always

mistaken appearance for reality. And it is so difficult

for her to bear it, that the icon comes out as the only

spark of illusion left: returning it to Eugene seems like a

redeeming act, but, like the Russian box, it fails,ironica1-

1y serving to increase Eugene's hostility. There is no way

of overcoming the basic difference between them: her un-
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friendly (though unconscious) superiority. She represents to

Eugene what he,hates most of all, the evidence of his social

displacement: 'Englishness' is played by her as opposed to

'Russianness' played by the icon and used by him in defence

against the hostility of the environment. The hate aroused

in Muriel by a series of conflicts -- which the icon does

have the power of bringing out -- is followed by her

apprehension of love as the only, and never completely achieved

human goal. She is described in the bedroom scene like a

falling angel. In the end, when she, leaves the Rectory

carrying Elizabeth, they both have a similar look.

Marcus shares the illuminating power of the icon on

qui te a different level. Puzzled by the question of God's

existence and, on the other hand, limited by his own

intellectual approach and the practical nature of his own

temperament, he holds on to concepts such as that of the

Holy. Trinity, a remote but always certain belief:

He wanted the old structure to continue there
beside him, near by, something he could occasional­
ly reach out and touch with his hand.( p. 94)

He fails to communicate with Carel because each one's mind

operates on different levels. Their talking is not a dialogue,

but two isolated monologues, with Marcus's speeches

inv~riably ending in a dash indicating incomplete utterances.

In bringing the painting back to the Rectory he involutarily

precipitates a crisis. The Trinity represented by the three
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angels in the icon, in which he wants so much to believe, when

examined by Carel, depicts the void left by God's absence:

the unattained angels. Marcus says, 'It represents the Trinity,

of course' lO(italics mine), in a vain attempt to maintain the

established values of his world. But when he leaves he is

unable to get the icon from Carel, subjugated by his brother's

authority. In losing hold of it, he also loses his illusion

concerning the certainty of the concept of the Trinity. How-

ever, in the end of the novel) he simply dismisses the

subject, deciding that a holiday will do him good.

Marcus and Carel are counterpointed characters not only

in what concerns their different forms of apprehension and the

problem of faith, but in relation to the icon ~s well. Marcus

buys it and brings it back intentionally, thus re-introducing

into the Rectory, and into the plot, the vital element, the

image of truth, that reveals the characters to themselves and

to the others, thus releasing the whole tragedy. Yet, Marcus

fails to perceive the range of his action. For him, the icon

depicts only the Trinity. He evaluates it in terms of the

three hundred pounds be has to pay for it, and of, the weakness

in him that makes him pay so much, his weakness for Leo. He

may eventually have looked at the image, but he is unable to

see it properly. Carel's only contact with the icon, on the

other hand, is when he sees it in Marcus's hands. But one

single moment is enough for him to grasp the meaning of the

angels, to see through it and understand its full significance.

For Carel, there is no separation between physical, mental

and spiritual levels, only one global consciousness:
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Carel had lived this. perhaps been maddened by it
and perhaps died of it. Marcus had felt its faint
touch ( •.. ) only just enough to know the falsity
of what he had written in his book. (p. 226)

The mystery of multiplicity in unity -- represented by the

Trinity in the icon -- only reinforces Carel's loss of

faith. He says,

If there is goodness it must be one ( ••• ) Mu1 ti­
p1icity is not paganism. it is the triumph of
evil ( ) The death of God has set the angels
free ( ) Now he (God) has been dissolved into
his thoughts which are beyond our conception in
their nature and their multiplicity and their
power ( ... ) We are the prey of the angels.

(pp. 172-74)

This is the only thing he believes in now. and when he sees

the icon he feels it is confirmed by the image. If the

painting has failed to ratify the power of the Trinity to

Marcus (that is why he is so eager to call it the Trinity).

now it succeeds in illustrating the power of evil to Carel.

and that is why it looks so clear and substantial. Carel

unwraps it~revealing its image under a bright lamplight. The

paper contrasted with the lamp once more suggests the

chiaroscuro of revelation and blindness. like Muriel's

vision of the mirror from the linen-room. The painting is

described as a 'solid wooden rectangle (that) glowed golden
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are infinitely helpless and t because of that t infinitely

beautiful:

The three bronzed angels t weary with humility and
failure t sat in their conclave holding their slender
rods of office t graceful and remote t bowing their
small heads to each other under their huge creamy
haloes, floating upon their thrones in an empyrean
of milky brightness. (p. 175)

This echoes the first description in chapter one, but only now

can one see it so clearly. So that, although it is obviously

the same image, it strikes one as being somehow different

now, as if it had been wrapped up all the time and one were

looking at it for the first time. Only now do their heads

look so small, and their haloes so huge, and their helplessness

so evident and so touching.

Marcus is perhaps the most alienated of all characters

(for the others, though for some time under the veil of

illusion, are finally forced to face the truth and change

their lives because of it). He does hav~ a glimpse of the

truth, but he certainly forgets all about it too quickly

with the illusion of a holiday. In this respect, he

counterpoints Leo. Leo is practical too, the range of his

apprehension is also narrow but, young and naTve as he may

be, he conceives of illusion as a destructive power, and of

man as a helpless creature. Leo is the practical result, and
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Carel is the philosophical one, of the same awareness of

man's subjection to chance. He represents the outdoor vital

energy (opposing Carel's indoor inactivity) which) 3n an

inconsequent manner, steals the icon, thus removing Eugene's

point of reference for his dreamy fantasy. ,He is able to see

the icon as it really is for Eugene, a kind of escape from

reality. He is always trying to tell his father about their

new country, but the basic difference between their points

of view hinders communication. The theft of the icon does not

really mean much to him, since the icon itself doesn't. He

tells Muriel of the uselessness of morality in a world which
. 12

may be 'just frogspawn in somebody's pond'. It is he, also,

who tells Muriel to look at Elizabeth through the spy-hole.

He needn't undergo a process of discovery, so he does not

change during the novel. His figure is as static as that of the

angels in the painting, and, in fact, Muriel once feels,

looking at him, that he resembles a work of art.

Elizabeth is the only major character who has no direct

contact with the lcon. As a matter of fact, she acts like a

painting herself, when her image in the mirror discloses the

truth to Muriel. Like Leo, her physical beauty is described

in terms of detached radiance, as if she, too, belonged to

the world of art:

( ... ) and yet continued to have the slightly ~

exotic feathered appearance of a favourite page.
Her straight pale yellow hair fell in even
pointed locks to her shoulders, metallic and
decorative as a medieval head-dress. Her long
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narrow face was pale too ( ... ) Only her large
eyes, a dark-grey blue, glowed more richly.
(pp.36-37)

One must notice the similarity to a Byzantine painting~

paleness, halolike hair, narrow face and huge··eyes. She is

sharply contrasted with Leo in their situation in the plot

her confinement and his exposure -- but not in relation

to illusion and reality: they know the truth about them­

selves, and Leo is always lying to maintain the others' false

hope that he is adapting himself to a decent life, while

Elizabeth keeps up her false innocence before the household.

She does not change, ei ther: it is the other characters that

change once they come to know of her true position.

The icon as a source of light must illuminate all the

characters, and its theft is a device in the plot that

favours its passing from hand to hand: Leo steals it, Marcus

buys it back, Carel sees it, Muriel tries to take it to

Eugene, Pattie succeeds in doing so, and Eugene recovers

it. These comings and goings are actually described by means

of verbs indicating visually the act of holding or letting

go: steal, take, ~, sell, hold, snatch,.!!J!g, ill down,

pick up, give, ~, leave, find, bring, wrap, pack, and so

on. When touching the icon physically they touch the truth

spiritually. And ironically what causes this passing from

one to another character are trivial coincidences of time

and space. If Muriel had not left it on the side table in the

hall, for example, and if Pattie had not seen it by chance



and given it back to Eugene, part of the tragedy would not

have taken place.

In The Time of the Angels Iris Murdoch has achieved

personal detachment and economy of symbolism, since the

authority of the icon derives not from the author's

manipulation of it, but from its own artistic and religious

values. On the other hand, the exploitation of the icon as a

symbol is limited by the nature of the painting and of the

novel itself. The anonymity of expression peculiar to

Byzantine art conveys a kind of mysticism well suited to the

atmosphere of mystery that dominates the novel. The icon is

to remain in its apparently elementary form, always remote

and obscure, as inexplicable as the meaning of life that

puzzles the characters so much.

The world of transiency and circumstance inhabited by

Miss Murdoch's characters finds its momentary significance

in the contemplation of a form which, by providing it with an

insight into the cosmic order, both reveals the burden of its

own contingency, and acts as a relief to it.
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l I r i s Murdoch, The Time of the Angels (Harmonds-Worth:
Penguin Books~ 1974), p. 72.

2Murdoch, p. 151.

3Murdoch, p. 165.

4Murdoch, p. 164.

5Murdoch, p. 165.

6Murdoch, p. 20B.

7Murdoch, p. 45.

BMurdoch, pp. 164-65.

9Murdoch, V. 165.

10Murdoch, p. 175.

llMurdoch, p. 175.

12Murdoch, p. lOB.
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MISS FOTHERGILL AS MIRROR-IMAGE: AMBIVALENCE

AND INCEST IN L.P. HARTLEY'S TRILOGY*

Elisa Cristina de Proen~a Rodrigues Gallo

L.P. Hartley's Eustace and Hilda Trilogy constituted by

The Shrimp and the Anemone (1944), The Sixth Heaven (1946)and

Eustace and Hilda (1947) traces the development of the protagonist,

Eustace, from a nine-year-old boy to a grown-up man, focusing

essentially on the problem brought about by a life-time repression

leading to frustrated incest and his relationship with his sister

Hilda.

In a very perceptive manner, the critic Peter Bien has

reached the core of the question: "It's toward Hilda that Eustace's

incestuous desires are chielfly directed. This is the aspect of his

neurosis with which she is concerned, but neither she nor Eustace

consciously knows it. Nor does the reader, unless he examines

symbols and interprets dreams. There are several open hints •.• but

they nowhere convey the gruesome seriousness of the situation.

Incest, or rather frustrated incest, is the basis of

Eustace's difficulty. Readers who feel that all the emphasis is

on the domination of Hilda have missed the point.
/ ...

* This essay is a version of Chapter 3 of my dissertation ~.
Hartl ey' s- The Eustace and Hil da TrilJ!.9.Y.-: A. Study of
Symbolic Strycture, presented in August 1981 to the Graduate
School of FALE-UFMG in fulfillment of the requirements for
the degree of Mestre em Ingles.
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The real trouble is that Eustace unconsciously wants to

be dominated, wants masochistically to satisfy his sexual needs

in this way, and most stran~ely and perversely of all, feels

gUilty for anything his natural vitality may do to challenge

Hilda's domination or to put himself out of its clutches.

Eustace's sexual attraction towards Hilda and his attempts

to indulge it, are presented by Mr. Hartley in several different

ways: by actions which serve as symbols, by dreams, and by

combinations of actions and dreams. The symbolic actions which

suggest the incestuous relationship between Eustace and Hilda

are many and all of a pattern. Each one is an epitome of the

whole book, since each includes an ecstatic union of Eustace and

Hil da ,f 0 110 wed by def 1a t ion, t rag edy and fa i 1ur e- ei the r

presented or implied."l

In fact, the pattern is drawn in such a way that other

characters will re-enact the neurotic elements of the brother/

sister relationship, contributing to a clarification of its

impl ications.

This is the function performed by Miss Fothergill, a

character second in importance only to the protagonists.

She is a half-paralysed old lady who leaves Eustace an £ 18 000

legacy and thus completely changes the course of his life.

One may say that the old lady brings a many-faceted, even

contradictory influence to bear upon Eustace's life, and that

the relationship between them constitutes a synthesis of the

total sum of experiences he will undergo. It is she who tries

to reveal him to ~imself, and prepare him for a confident

launching into the world.
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This is shown in several passages of the first book of the

trilogy, The Shrimp and the Anemone, when the old lady makes

pointed re~arks on Eustace's self-effacing, self-denying habits.

On playing cards Eustace makes a mistake to which Miss

Fothergill observes: "No good. Now you can see what comes of

throwing away your opportunities."~

And again:

" ••• Youknow how you're pleased really."
"I suppose I am."
"You certainly ought to be. It's a great mistake
not to feel 'p1ea~ed when you have the thance.
Remember that, Eustace." (p. 112)

There is still another instance, a straightforward

remark on the submissive and passive Eustace who totally lacks

confidence in himself, for appearances and public opinion are,

in his mind, far more important than his own beliefs.

He is always worried about hurting people unintentionally

and incapable of violent or gruff attitudes even if they might

in context protect his own self. His guidiwg principle is to

please everybody everywhere every time.

As this is humanly impossible Eustace is always struggling

with his guilt complex: incapable of satisfying everybody at the

same time he consequently cannot be at peace with his conscience.

All this becomes apparent to Miss Fothergill through her

sensitivity and her experience of life. She has already detected

this flaw in the boy's character, a flaw he will never be able

to overcome. She clearly calls his attention to the fact through

a. wise piece of advice.
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She points out to him that the repression of his inner

life, that is, the annihilation of his own ego, would not give

him peace either with himself or with the world in general.

Her advice associates her own observations with those

of Dr. Speedwell who had assisted the boy during a peculiarly

acute period of his heart disease:

lIHe[Er Speedwe1J] said you had a lot in you,
and it only needed bringing out. Don't forget
that, Eustace, don't forget that ••. He said .••
that you can't please everyone- nobody can-
and that if you minded less about disappointing
people you wouldn't disappoint them. Do you see
what I mean?"

"You mean Hilda and Aunt Sarah and Daddy and
Minney and-. II

IIAnd me too, if you like. We are all designing
women. you mustn't let yourself be sucked in
by us. 1I (pp. 118-119)

The expression 'sucked in' suggests the shrimp as an

image of Eustace himself, and all his mother-surrogates-Hi1da,

Minney and Miss Fothergi11- as devouring women, and castrating

mothers.

Miss Fothergill herself admits being so and here she has

associated herself with the people ~losest to Eustace; three of

them-the boy's aunt, the family servant, and his sister­

playing the role of mother-surrogates.

That is the reason why, on one hand, the old lady tries to
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prepare the young boy for a successful launching into the outside

world as any good mother should.

We shall see, on the other hand, that again like most

mothers, she cannot fail to try to bold his affections and

thus thwart her liberating influence, then assuming a phallic

role.

The ambivalent relationship between Miss Fothergill and

Eustace is clearly shown by the fact that, mother-surrogate as

she is, Miss Fothergill paradoxically also stands for the boy's

- indeed any child's- fear of the outside world. Her witchlike

appearance and mysterious life introduce a note of threat which

justifies this symbolic association.

This explains Eustace's reluctance in talking to her

the first time he meets her on the beach and in going to tea

with her for the first time:

[Hilda] "Remember what Aunt Sarah said. She said,
'Eustace, next time you see Miss Fothergill
want you to speak to her.'

'But next time was last time~'

.. . ... . . . . . . . . . . . .- .

'Go at once Eustace. '

'I cant . I can't,' Eustace wailed, beginning to
throw himself about. 'She frightens me, she's
so ugly~ If you make me go, I shall be sick at
dinner~'11 (p. 25)

In fact, the boy had strange fantasies about the old lady.
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Before he finally accepted her invitation for tea, he imagines

her as a monster, only half-human, with the paws of a lion-a

sphinx-like figure standing for the fearful mysteries of the

world.

It requires of him a great effort to overcome such

fantasies:

"Without too much mental suffering, Eustace
was able to make a visual image of himself
shaking hands (only the phrase wouldn't fit)
with Miss Fothergill. He almost brought himself
to believe-what his aunt and Minney with
varying degrees of patience continually told
him-that Miss Fothergill's hands were not
really the hands of a lion, they were just very
much swollen by rheumatism •••

But neither of his comforters could say she
had ever seen the hands in question, and lacking
this confirmation Eustace's mind was never quite
at rest.

But it was sufficiently swept and garnished
to let in (as in the way of minds) other devils
worse than the first. With his fears concentrated
on Miss Fothergill's hands, Eustace had not
thought of speculating on her face.

On Monday night this new bogy appeared, and even
Hilda's presence was at first powerless to banish
it." (po 63)

In fact Miss Fothergill was a half-paralysed old lady who

went about in a bath-chair, always careful to half conceal her

face and hands wearing a hat, a veil and gloves.

Living in a solitary house, and having withdrawn herself

from social affairs she can thus hardly be spoken to. People
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were not able to form a const s tent opinion about this peculiar'

person.

: The vi,sual image of that strange and solitary figure who

did not belong to their daily world made them resort to the

su per natur-a l : t hey came t o i t hi nk of her as a witch. lhis partly

set their mind at rest~ It explained the old lady's seclusion

and also provided an exciting answer to their curiosity.

Thus for a long time Eustace keeps the witch image of the

old lady. Well' aware of that, Miss Fothergi11 takes severe

precautions.

The fi~st time the boy goes to have tea with her she

carefully chooses their places at the tea table. She is wearing

neither hat nor veil and her fingers are visible peeping out of
:1 ., .

black mittens curiously humped.

"'Held hetier ~it there,' said Miss Fothergill,
"so as to be near the cakes.'

Eustace was too young to notice that, as a
"result ~f this arrangement, Miss Fothergill had
,h,er r, back to the 1ight." (p. 109)

Miss F0 the rgill "s s t rateg i cal pos ition 1eads the boy to
.~:: '..' ') :-: ~ t, .:.. ,

have a better impression ~f her mishappen face and hands and "that
.. \ . ~ : :": ! 1 • -.

afternoon marked more than one change in Eustace's attitude

towards life. Physical ugliness ceased to repel him and

c.o1.'ver$e1y~phYsica1 beauty lost some of its appeal" (p. 109).

It, is significant that Eustace's lovely schoolmate, his

beloved Nancy Steptoe, is now going: to be removed from his path

a11110st completely. The fairy is replaced by the witch. From

that day on the path of Eustace's life will take such a
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direction that Miss Fothergill will come to mean everything to

him.

It is al so remarkable that Nancy Steptoe- the charming

and beautiful girl who is interested in Eustace- is the person

who mostly talks of the old lady as a witch. She obviously

senses the rival in her. This rivalry shows up in many ways.

On one occasion)for example Eustace declines Nancy's

invitation to a paper-chase because of a former promise to have

tea with Miss Fothergill. His remaining fears are renewed by

Nancy's comments on the old lady:

"'But she's old and ugly, and I suppose you

know she's a witch?'

Eustace's face stiffened. He had never thought
of thi s. 'Are you sure?'

'Everyone says so, and it must be true. You know
about her hands?'Eustace nodded. 'Well, they're
not really hands at all but steel claws and they
curve inwards like this, see ! ... And, once they
get hold of anything they can't leave go, because
you see they are made 1i ke that. You'd have to
have an operation to get loose.'" (p. 71)

This anticipates Eustace's fear of getting caught in the

old lady's spell, which is prophetic and symbolic.

One is immediately reminded of the image of a shrimp

caught by an anemone in the beach scene between Eustace and

Hilda in chapter I, and which constitutes the core of the

symbolic construction of this novel.
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That image with its implications of castration and destruction is

recalled through Nancy's reference to Miss Fothergill's "claws."

To be released from them Eustace would need an operation. There

is a hint at the possibility of mutilation-which projects the

dominant theme to be unfolded in the trilogy and contributes to

establish thematic unity.

Eustace, the shrimp, is in a symbolic way seized upon by

Miss Fothergill, the anemone, which is also an anticipation of

the destructive incestuous relation between the prota~onists

Eustace and Hilda, brother and sister.

Eustace became so attached to the old lady that, as time

passed by she

"had come to mean to him all those aspirations
that overflowed the established affection and
routine employments of his life at Cambo; she
was the outside world to him and the friends
he had in it; its pioneering eye looked no
further than Laburnum Lodge, the magnetic
needle of his being fixed itself on Miss
Fothergill." '(po l28)

The word 'magnetic' clearly hints at Miss Fothergill's

charms. Eustace is in fact 'charmed,' completely subdued by

Miss Fothergill's spell, reinforcing the idea of bewitchment and

Nancy's prophetic image.

In the relation Miss Fothergill- Eustace there is no

need however for physical operation as in the case of the shrimp

and the anemone at the beach. Fate provides the operation, the

rupture: Miss Fothergill's abrupt death. But, as the disembowelled

anemone which leaves a part of its body attached to the shrimp,

Mi~s Foth~rqill leaves an everlasting mark on Eustace's
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personality.

Dea th- the opera t i on broug ht about by fa te- will mean

just a partial separation, for Miss Fothergill's influence upon

the boy will be much deeper than at first expected. It is the

money left to Eustace in her legacy that enables the boy to go

to Oxford. It is also this amount of money which will make

things too easy for Eustace. It gives him a position where most

struggles for an ordinary existence become unnecessary. This

makes him finally unable to fight, face up to. or cope with life.

He is to be eternally submissive, passive, incapable of taking

decisions. The lion claws will never actuallly leave him. Once

startedJthe relationship with old Miss Fothergill will never

really be broken.

Another aspect of this relationship will now be broached:

the double nature of the mother figure, which in fact includes

the good mother, represented by the fairy- godmother in

children's tales, and the bad stepmother or witch.

Miss Fothergill) like most real mothers, plays both roles

in Eustace's life. From one point of view, she paves the way

for a fuller and easier life. From another she also stands for

frustration, for the fear of the unknown.

Miss Fothergill knows that, and even while trying to

liberate Eustace she frustrates the boy trying to keep him in

that kind of relationship. As selfish mother-surrogate she, in

turn, appreciates him precisely because of his childish passivity

and dependence.

When playing cards with him she bribes the boy offering

him money if he wins but demanding kisses nomatter whether he
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the boy himself is led to say: "But you'll let me kiss you all

the same? Once if I lose, twice if I win." (p.' l16)

If the agreement suited the boy, much more did it suit

the old lady: he would get money from her some times, that is,

when he won, while she would always be kissed, no matter what

happened.

Bribing Eustace in order to get his affection and

companionship, Miss Fothergill realizes, in the meantime, as

any reasonable person, that it was bad for the boy to be lost

in that unique and private relationship with her.

That's why she tells him:

"'You mustn't come so often •.• if that's the
way your father and your aunt feel about it.
I shan't be hurtJyou understand~'

Eustace's face fell.
'But I wish you had some••• some other

friends ••• '

'You mustn't spend too long playing cards
with an old woman~

'It's what I like doing best,' said Eustace
lugubriously.'" (pp. 115-116)

The word 'lugubrious1yJ, on the other hand, ambiguously
hints at Eustace's unconscious awareness of the harm that is

being done to him: he really wanted to kiss his partner. But

he also unconsciously knows the morbid character of his

affection.

Miss Fothergill, on the other hand, is conscious of her
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role as a 'castrating mother ~nd tries to overcome it, but the

mark of her ownership upon Eustace is going to outlast her
• I'·

life. Events however take another turn. She perpetuates the

symbolic castration through her legacy. It handicaps Eustace in

such a way that he will remain forever submissive, restrained

and passive.

It is then not to be wondered at that the fairy -witch's

death leaves an indelible mark on Eustace's mind.

This appears very clearly in the episode when Minnie, the

devoted family servant, bathes the boy and gently te11~ him

about his benefactress's funeral.

In this episode, prompted by conscious and unconscious

associations with the dead, the cr~acially symbolic episode

of the mutual destruction of the shrimp and the anemone which

opens the book is re-lived once more through Eustace's fantasies.

This scene has a multiple significance. Probably as a

compensation for his submission and weakness, Eustace has a

liking for powerful and grand things as well as for destructive

games. This is explicitly mentioned in the

"cone of Cotopaxi, for which he had a r~mantic

affection, as he had for all volcanoes,
earthquakes and vilent manifestations of
Nature ... In his progress he conceived himself
to be the Angel of Death, a del.icious pretence,
for it envolved flying and the exercise of
supernatural powers." (p. 20)

In the bath episode the threat of Eustace's fantasies is

taken up again. In his imagination the bathtub appears as a
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place of danger, terror and destruction.

The description starts factually enough, but soon takes

another turn.

II The taps wer e 0 f a kind t hat w0 u1d t urn
interminably either way without appreciably
affecting the flow of water. Even grown-up
people threatened with a scalding or a mortal
chill, lost their heads, distrusted the
evidence of their senses, and applied to the
a11-too-responsive taps a frantic system of
trial and error. And there were many other
things that might go wrong. Eustace no longer
feared tha t he wou 1d be washed down the wa s te­
pipe when the plug was pulled out, but he had
once put his foot over the hole and the memory
of the sudden venomous tug it gave still
alarmed him. If his whole leg were sucked in
he might be torn in two.

The fear that the bath water might overflow,
sink into the floor and dissolve it, and let
him down into the drawing room, the accident
costing his father several hundred pounds, was
too rational to scare Eustace much, though it
sometimes occured to him; but he had conceived
another terror more congenial to his temperament.
The whitish enamel of the bath was chipped in
places, disclosing patches of a livid blue.
These spots represented cities destined for
inundation •

.•• Sometimes a single submersion satisfied his
lust for destruction, but certain cities seemed
almost waterproof and could be washed out time
after time without losing their virtue. Those
he cared about least came lowest in the bath,
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and as the upper strata of sacrifice were reached
so Eustace's ecstasy mounted. When at last, ...
the water rose to Rome, his favourite victim,
the spirit of the tidal wave possessed him
utterly. But he rarely allowed himself this
indulgence, for above Rome, not much above ••.
there was another spot, the Death-Spot. If the
water so much as licked the Death-Spot Eustace
was doomed." (p. 125)

Eustace fears his death- for he knows he is doomed to

destruction--even when he himself is in control of things.

But he imagines somebody else, particularly Hilda, to be the

tidal wave. Then his destruction and death are not only just a

possibility: they seem to be imminent.

Eustace comments:

"'Supposing I was the city of Rome ;" he thought,
land the tidal wave, was really somebody else,
perhaps Hilda, then it would kill me and without
ever touching the Death-Spot at all. l" (p. 128)

To this Peter Bien remarks: "In the case of the bath

which is the Death-Spot scene, it is clear that though Eustace

may be the destroying force, the object of his destructions is

himself. This is consistent with his masochism."3

It is also meaningful that Rome is Eustace's favourite

victim. As one of the main symbols of Christianity Rome means to

Eustace the rigid religion which oppresses and suffocates him,

the Scarlet Woman of Protestant polemic.

Itls significant that soon after Miss Fothergill's death
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Eustace should be depicted as having a bath.

Water, in this case, conveys one of its most universal

symbolic meanings, that of purification.

The bath becomes a ritual: Eustace is to be purified

from Miss Fothergill's inhibiting influences, but, paradoxically,

the bath is also to be his baptism- his initiation into another

life which is going to begin with the old lady's legacy.

On the other hand the bath-scene is basically a repetition

of the first image of the book: the mutual destruction of the

shrimp and the anemone is clearly re-lived here, through

Eustace's fantasies. Instead of a ritual liberation, the bath

reveals his fears and indicates he wil~ never be free. The bath

then acquires an ironic meaning. Eustace as once the shrimp did~

now lies in the water. Hilda associated to the anemone becomes an

equally destructive tidal wave, which will symbolically fuse the

bath and beach scenes.

The image of the half-eaten shrimp is re-created through

Eustace's morbid fantasies: the fear of his leg being 'sucked

in' by water down the waste-pipe and of his being torn into

two.

The bath and the initial scene of the mutual destruction

of the shrimp and the anemone are deply connected through the

use of similar imagery. In addition the same verb of action 'to

suck in' is used to convey the destruction of both the shrimp

at the beach and of Eustace in the bath. Both are killed by

being 'eaten' - sucked in-by someone stronger. Two quotations,

one from the initial scene and the other from the ritual bath

fit in here: "It was a sbrimp, Eustace decided, and the anemone
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was eating it, sucking it in." (p. 9) "If his whole leg were

sucked in he might be torn into two." (p. 125).

What is revealed is the perfect symbolic construction of

the trilogy: characters and images mingle tOfether forming a web

by means of which the relationship betweeen incest, castration,

and destruction is unfolded.

NOTES

Peter Bien, L.P. Hartley (London: Chatto & Windus, 1963),
pp. 84-85.

2 L.P. Hartley, The Shrimp and the ,Anemone (London: Faber and
Faber Ltd., 1969), p. 111. All other quotations from the
novel were taken from this edition and are indicated by page
numbers in parentheses.

3 Peter Bien, op. cit., p. 77.
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LEITURA CRTTICA DE UM TEXTO CIENTTFICO*

Else Ribeiro Pires Vieira

V.L.Casa Nova em II Elementos retori cos e ideo log i cos no

discurso do pai-de-santo" (1982:11-3). examinando 0 codigo

retorico da doutrina~ao dos mediuns. observa que a persuasao.

neste caso consciente. e a categoria central do discurso do

pai-de-santo:

Na simbologia do poder/saber. a figura do pai-de­
santo e centralizadora ..• 0 conhecimento das leis
de Umbanda e a melhor manipula~ao das tecnicas de
santo instituem seu poder •.• Pela necessidade de
manter 0 poder. 0 pai-de-santo~ durante a doutri­
nat recalca os questionamentos. afasta as posi~oes

perigosas •.. 0 medium concorda com 0 pai-de-santo
em todas as situa~oes. Dal a repercussao ideologi­
ca. 0 ideologico se fecunda na concordancia e se
irradia dentro e fora do terreiro. Assim e que a
umbanda surge como emissor e receptor de elementos
ideologicos ... "Pai-de-santo disse. ti dito".

*Traba1ho apresentado como parte da mesa redonda "Leitura Criti
ca e Conscientiza~ao" no I Encontro Interdiscip1inar de Leitu­
rat Universidade Estadua1 de Londrina. abril/maio de 1984.
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Como professores de leitura de textos cientlficos. temos

agido quase sempre como mediuns doutrinados -- "cientista

disse. ta dito ll
• Normalmente. nao verificamos nem mesmo se

ele recalca questionamentos ou afasta posi~oes perigosas.

(0 que, obviamente. gera tendenciosidade em seu texto).

Holmes (1983:l34).com pertinencia, explica 0 1imitado pape1

do professor, decorrente de uma atitude de extrema reverencia

pelo texto cientifico:

Usamos todos os recursos i nossa disposi~ao... para
identificar e extrair as informa~oes contidas. sem
nunca termos adentrado 0 text~ ... De muitas formas.
temos side humi1des demais, atordoadissimos pe10
aterrorizante papel do texto cientifico como urn
veiculo de verdade objetiva.

Tal atitude acrTtica nao traria maiores conseqUencias

se todos os textos cientificos fossem de fato objetivos, neu­

tros e racionais. Seria impraticavel enumerarmos todos os

casos de tendenciosidade de urn texto cientifico ou de irra-

ciona1idade da ciencia. No entanto, destacaria dois dos inte­

ressantes exemplos de irracionalidade da ciencia citados

por Holmes (1983:136) -- os gastos com transplantes de cora­

~ao ao inves de se fomentar campanhas publicitarias para a

preven~ao de doen~as cardiacas, bern como 0 maior desenvolvi­

mento da produ~ao de eletricidade a partir da energia nuclear

em detrimento da solar.

Essa irracionalidade sugere tambem a possibilidade de a

ciencia se colocar, as vezes. a serv;~o de jogos de interes­

ses economicos e politicos, urn aspecto que retomarei mais
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adiante. Todavia, seja quaJ for o.caso·-- tendenciosidade,

irracionalidade, jogo de interesses -- se mantivermos uma posi­

~io acrltica no ensino de leitura cientTfica, agindo como

"midi~~~ doutrinados", estaremos contribuindo para que 0

"ideo15gico,"fecundado na concordancia, se irradie dentro e

fora do meio acad~mico epara que a ciincia surja como emissor

e receptor de elementos ideo15gicos".

Partindo da premissa da sociologia da cultura de que nao

ha textos neutros, 0 presente trabalho reune contribui~oes

diversas, inclusive da crTtica literaria, para uma leitura

do ideo15gi~0 no texto cientTfico, concebendo a ideologia

num sent~do amplo (a expressa~ d~ urn ponto de vista pessoal

do autor, a expressao do autor como ser hist5rica e socialme~

te determinado, ou mesrno a expressao de interesses de domina­

~ao). Primeirarnente, baseando-rne em Vigner (1979), farei urna

distin~ao entre 0 texto objetivo 0 discurso "sem sujeito"

- e 0 texto "obde t tvado " -- no qual uma pri"tica discursiva

objetiva, neutra e impessoal IIdisfar~all 0 sujeito ideo15gico.

Em seguida i analisado 0 fenomeno da intertextualidade no

discurso cientlfico, pois este leva nao apenas as marcas do

sujeito/ernissor, mas e tambem urn discurso polifonico, no

sentido de conter uma multiplicidade de vozes. Posteriormente,

esbo~a-se uma tipologia do discurso cientlfico, usando como

criterio os velculos de difusao e recep~ao, que imprimem ao

texto uma configura~ao espec;fica, tambern vinculada a questao

da presen~a em maior ou menor grau do sujeito ideologico em

seu discurso. Segue-se uma proposta didatica que inclui urn

exame prospectivo do texto e a analise dos tres. principais

componentes semantico-funcionais -- 0 ideacional (conteudo
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e logical, 0 interpessoal e 0 textual (Halliday e Hasan,

1976)· Finalmente e abordada a valiosa contribui~ao de urn

estudo comparativo de textos para uma leitura do ideologico.

I. 0 texto cientifico objetivo

Como bem observa Vigner (1979:97-9), 0 discurso

cientifico se beneficia de um estatuto semiotico particular

que 0 distingue de todas as outras modalidades de discurso.

Assim esclarece ele a rela~ao entre metodo e discurso cien­

tifico:

A fun~ao do discurso cientifico e transmitir urn
conhecimento construido segundo urn protocolo
heuristico rigoroso, compartilhado por uma de­
terminada comunidade de pesquisadores, com os
objetivos de explicar o~ preyer pela descoberta
de constantes as regularidades, as leis e/ou
a elabora~ao de model os. [ proprio da atividade
cientifica que 0 sujeito se abstraia do processo
de pesquisa, que neutralize no ato de percep~ao

e interpreta~ao toda a avalia~ao pessoal, obje­
tiva,contingente, de tal forma que haja uma
identidade de resultados seja qual for 0 autor
da pesquisa, 0 lugar e 0 momenta de sua ativida­
de ... 0 discurso cientifico tera entao a missao
de transmitir urn conteudo ... sem perda de infor­
ma~oes, sem risco, mesmo que minimo, de ambigUi­
dade na interpreta~ao da mensagem, apagando
todas as marcas do emissor para dar prioridade
a exposi~ao de dados, das etapas da pesquisa e
do resultado. Por outro lado, a atividade de pe!
quisa visa a determina~ao de principios, de teo­
rias, de leis. 0 discurso cientifico devera fa­
zer desaparecer do seu enunciado toda referencia
a um caso particular, a um momento determinado
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e situar-se no impessoal e no universal.

Constituem exemplos bern conhecidos de recurs os de im­

personaliza~ao 0 uso da voz passiva e de nominaliza~oes no

discurso cientTfico. Todavia, a leitura do texto cientTfico

requer mais do que uma leitura do codigo lingOistico. 0 dis­

curso cientifico utiliza, geralmente, tres dispositivos se­

mioticos distintos (Vide Vigner, 1979:61):

- a linguagem natural, constituida pela lingOistica do

texto;

- a linguagem formal, constituTda por formulas;

- a linguagem grafica -- graficos, curvas, tudo 0 que

permite apresentar os dados atraves de outros disposi

tivos que nao sejam verbais ou formais.

Ha, entre estes tres dispositivos semioticos, uma rela~ao de

complementa~ao e 0 efeito global do senti do e 0 resultado da

soma desta multiplicidade de codigos. Pode haver, contudo,

uma comprometedora rela~ao de redundancia entre estes tres

codigos, como veremos mais adiante. No momento, podemos afi!

mar que a redundancia fere os canones do estilo cientifico

na sua objetividade, concisao e exatidao.

II. A parcialidade e 0 texto "obietivado"

Como mencionamos anteriormente, urn dos postulados da

sociologia da cultura e de que nao existe 0 texto neutro. De

fato, observa-se recentemente urn movimento de questionamento

da neutralidade da propria atividade cientifica. Nada mais

esclarecedor neste sentido do que o· titulo do livro de

Hilton Japiassu, 0 mito da neutralidade cientlfica. P.
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Georgen (1981:78) corrobora esta posi~ao em seu artigo sabre

a pesquisa em Educa~ao:

A sociedade apresenta-se como um todo organlco.
inter1igado em todos as seus aspectos. Lembrando
que "a ci~ncia i uma forma de a~io humana e so­
cial .•.• integrante da pratica vital da socieda­
de". faci1mente podemos concluir que a reflexao
desta pratica social i condi~ao "sine qua non"
para qualquer ci~ncia. pais i esta complexa
realidade que determina a situa~ao do cientista.
a sele~ao dos seus temas e a escolha do mitodo
par ele usado.

Esta reconquista da dimensao histerica tambim se faz

sentir na crltica literaria recente. Apes um perlodo de pre­

dominancia da crltica estruturalista. com a cren~a subjacente

na ;man~ncia do texto. aflorou novamente a importante consi­

dera~io do contexto social na produ~io literaria. Com a su­

porte teerico de Voloshinov Bakhtin. afirma M.H. Campos em

seu artigo "Para ler as letras" (1982:17):

Ler as mensagens produzidas por uma sociedade
i ler essa mesma sociedade. A compreensao cr;ti­
ca dos textos leva a uma compreensao crltica da
propria sociedade que os produz e que neles se
inscreve .•. "0 signa nio pode ser separado da
situa~ao social sem ver alterada sua natureza
semiOtica" ••. Vistos dessa perspectiva, os fe­
namenos de senti do trazem em si as marcas do
sistema produtivo que as engendrou ... Estabele­
ce-se a partir dai uma rela~ao entre produ~ao.

produto. circula~ao e consumo somente apreens;­
vel a partir de uma analise que se concentre
sobre 0 produto e remeta as condi~oes de sua



.98.

produ~ao que sao tarnbern aque1as que ragem
simu1tanearnente a organiza~ao de sua distribui­
~ao e consumo.

Tendo em vista esta configura~ao social e historica da prd­

du~ao, bem a proposito afirma M.H. Campos (1982:16) que "a

1eitura do mundo precede a leitura das pa1avras". Se a rea­

1idade determina a situa;ao do autor ou do cientista e sua

se1e~ao de temas, e compreensivel que surja urna pesquisa sobre

os efeitos da superalimenta~ao nos Estados Unidos, mas nao

em Biafra ou no Brasil. Por outro lado, a percep~ao do rnundo

pelo autor ou cientista e necessariamente parcial e vincula­

da a uma questao de Qtica. I. Walty (1982:26), ao discorrer

sobre as diversas formas de se perceber 0 mundo, cita dois

casos que muito bern exemplificam nossa coloca~ao da parcia1i­

dade inerente a capta~ao da realidade:

.•• como aquela crian~a que, diante de um tunel,
cisrna e per.gunta: --- "Por que sera que sempre
constroem um morro em cima dos tuneis?", ou da
outra que diante de uma casa em derno1i~ao,

observa: --- "Olha, pai~ Estao fazendo urn terre-
no:"

A percep~ao do mundo sob determinada otica confere ao

trabalho cientifico urn elemento de subjetividade e conseq6en­

te parcialidade. Assim sendo, a constata~ao da sociologia

da cultura sobre a inexistencia do texto neutro, hi que se

acrescentar a dimensao psicologica do autor/cientista. Esta

nova dimensao remete-nos a uma outra questao: existira 0 dis-
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curso cientTfico "sern sujeito"? Considerernos a seguinte co10-

ca~ao de Vigner (1979:103) sobre a necessidade psico1ogica

de gratifica~ao do cientista:

o discurso cientTfico ... ~ ..• irnpessoa1, quer di­
zer que 0 autor nao tern dentro do seu texto 0 es­
tatuto de pessoa, de indivlduo diferente e ori­
ginal. Escritor anonirno, e1e se esconde por tras
do objeto do seu discurso, avido de descrever.
antes de tudo e com grande exatidao, os resulta­
dos de suas pesquisas, 0 m~todo adotado, tudo
sern perda de informa~ao. Mas tal nao quer dizer
que 0 cientista queira permanecer no anonirnato.
r normal que e1e queira usufruir do prestTgio
1igado a sua descoberta, conso1idar seu estatu­
to no interior da comunidade cientTfica, em surna,
ter reconhecirnento. 0 primeiro meio eanunciar.
que e1e e 0 prirneiro a haver descoberto tal pr£
cedirnento ou id~ia.

As dimensoes psico1ogicas e historico-sociais 1evarn­

nos,consequenternente, a postu1acao da inexistencia do texto

cientTfico sem sujeito e axio10gicamente neutro. Torna-se

necessario, entao, reconsiderar a propa1ada objetividade e

irnpersona1idade do texto cientlfico que, na rea1idade, adota,

segundo Vigner (1979:99 e 103), "uma pratica discursiva que

visa a carnuf1ar 0 sujeito ideo1ogico ... daT a produ~ao de urn

discurso objetivado e nao objetivo".

Alguns dos marcadores da presen~a do sujeito ernissor

no discurso objetivado serao enumerados na proposta didatica

ao final deste traba1ho.
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III. 0 discurso cientifico po1ifonico: 0 fenomeno da inter­

textua1idade

o discurso cientifico, na sua concep~ao objetivada,

leva nao s6 as marcas do "eu" inscrito num espa~o mental his­

t6rica e socia1mente determinado. 0 discurso cientifico e

tambem um discurso polifonico, no sentido de que uma multipll

cidade de vozes nele se faz ouvir. £ 0 caso especifico das

notas, das referencias bib1iograficas e das cita~oes. Alem

do mais, 0 texto cientTfico se apoia tambem em um conhecimen­

to ja consolidado, 0 que assina1a a presen~a no novo texto de

uma voz "arquetipica".

M.Z. Cury (1982:117 e 122) com 0 suporte te6rico de

Julia Kristeva e Bakhtin (te6ric~que abordam 0 fenomeno da

intertextualidade em 1iteratura), fornece intravisoes signi­

ficativas a nossa coloca~ao:

Todo texto se constroi como urn mosaico de cita­
~oes, absorvendo e transformando outras produ­
~oes •.. Na estrutura de uma obra literaria con­
vivem em tensao dia1etica, 0 eminentemente novo,
o inedito e sua re1a~ao com os arquetipos que
formam a serie literaria. Frente aos modelos a£
quetipicos, a obra literaria ••• entra sempre n~

ma rela~ao de transforma~ao ou rejei~ao, imita­
~ao ou parodia. Mesmo quando a obra se apresen­
ta como a1go que difere inteiramente dos codigos
e padroes estaoe1ecidos, sua pr6pria estrutura
de nega~ao leva-os em conta, mesmo que para ne-
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ga-los radicalmente.

A pratica intertextua1, no discurso 1iterario ou cien­

tlfico, remete-nos ao que ja foi dito. No discurso cientlfico,

como afirma Vigner (1979:64), "a cita~io, como a refer~ncia

bib1iografica, t~m por fun~io estabelecer urn tipo de coniv~n­

cia, de inserir 0 discurso recem-produzido dentro do discurso

cientlfico gera1". Por outro 1ado, pode haver uma rela~io de

nega~io entre 0 discurso rec~m-produzido e os ~ue 0 antecede­

ram: todavia, ao negar os discursos anteriores, as vozes "ar­

quetlpicas" estario sendo ouvidas de qualquer forma.

Podemos entio conc1uir que, como 0 discurso literario,

o discurso cientlfico e tamb~m urn intertexto, ~ urn discurso

po1ifonico onde se fazem ouvir as vozes do eu/autor e dos

"outros" que 0 antecederam, seja essa re1a~io de absor~io ou

nega~io. Assim sendo, 0 discurso cientlfico nio ~ urn discurso

sem sujeitoj embora use recursos de impersona1iza~io, e1e

leva as marcas nio so do emissor, mas tamb~m de outros emis­

sores inseridos no discurso rec~m-produzido. £, pois, urn

discurso subjetivo e coletivo.

Cumpre ainda estabe1ecer uma rela~io entre 0 fenomeno

da intertextua1idade e a leitura critica. 0 cientista preci­

sa de evid~ncia empirica e teorica para justificar suas afir­

ma~oes. Mas ha nesta esco1ha de evid~ncias urn tra~o de subje­

tividadei a1em disto, podemos usar as evid~ncias de forma a

que haja uma adequacjio entre e1as e 0 que desejamos provar.

Assim como 0 pai-de-santo reca1ca os questionamentos, 0 cientis

ta, segundo Holmes (1983:135), "protege sua teoria:". Assim

sendo, a analise da intertextua1idade no discurso cientTfico
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pode r.eve1ar urn manancia1 de subjetividade e tendenciosidade,

na medida em que 0 cientista "usa e sa1ienta aqui10 que ap~ia

suas ideias, esquecendo e desprezando aqui10 que nao as ap~iall

(Carraher, 1983:30).

A considera~io do discurso cientTfico como urn intertex

to 1eva~nos tambem a uma analise qua1itativa do texto recem­

produzido -- a bib1iografia citada, as referencias e as cita­

~5es reve1am nao s~ 0 status quo da pesquisa em andamento~mas

tambem a fidedignidade da evidencia te~rica --- em suma, se 0

pesquisador reve1a-se bern informado ou nao.

A voz do eu/autor, ser tempora]J hist~rica e socia1me~

te determinado, e as vozes dos "outros" que 0 antecederam,es­

tario presentes em graus variaveis no "intertexto cientTfic~

objetivado", 0 que nos remete a uma taxonomia do texto cientT­

fico.

IV. Tipo109ia do discuro cientTfico

A tipo10gia que se segue e baseada em Vigner (1979:

100-6) que usa 0 criteriO de difusio (produ~io e circu1a~io)

que, por sua vez, esta relacionado ao pfib1ico-a1vo (receptor).

Argumenta Vigner que os circuitos de informa~io cientifica

imprimem aos textos uma configura~io especlfica, como teremos

oportunidade de verificar.

1. 0 1ivro c1assico

Trata~os, obras de referencia e manuais constituem

exemp10s de 1ivros c1assicos impressos. Gera1mente, sao obra~

de pub1ica~io 1enta'-- por nao versarern sobre a atua1idade

cientlfica imediata, a pesquisa em andamento, nio hi necessi-
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dade de rapidez na publica~ao. Via de regra t sao obras dida­

ticas t tendo alunos e estudantes como publico-alvo.

A impressao de urn livro classico representa urn investi

men to muito alto e t para que tal investimento seja justifica­

dOt e necessario que a obra possa ser lida durante anos conse

cutivos e ser re~editada sem maiores modifica~oes no texto.

Ancora-se t entaot em urn conhecimento ja consolidado t dar sua

validade em qualquer epoca t OUt pelo menost por urn perrodo

de tempo longo. Podemos depreender t dart que esta "atempora­

lidade"t a sua inscri~ao em menor grau no espa~o historico­

social t confere-lhe uma maior objetividade.

2. 0 periodico

o periodico e 0 veiculo principal de transmissao dos

conhecimentos cientrficos. Publicado em intervalos relativa­

mente regulares t ele reune urn certo numero de artigos de pe~

quisadores para urn publico tambem homogineo de pesquisadores

e especialistas.

Qual 0 estatuto do autor no discurso cientrfico do pe­

riodic01 Esta questao vincula-se ao fator de rapidez de publl

ca~ao e difusao do periodico. £ a publica~ao imediata que

garante ao cientista 0 reconhecimento da prioridade de sua

descoberta. Como 0 periodico esta fortemente associado ao fa­

tor tempot a neutralidade e 0 impessoal nao sao suas caracte­

rlsticas marcantes. 0 condicionamento historico-social e a

gratifica~ao psicologica t advinda do reconhecimento do tra­

balho original e inedito t contribuem para que 0 eu/autor es­

teja bastante presente em seu trabalho. Trata-se entaot gera!

mente t de urn texto objetivado e nao objetivo t onde 0 cientis­

ta em algurn lugar garante seu estatuto de pessoa t de indivi-
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duo diferente e original.

Esta presen~a menos "camuf1ada" do autor, associada i

premencia de pub1ica~ao do artigo, pode tambem suscitar duvi­

das quanto ao grau de amadurecimento dal ideias ne1e contidas.

Torna-se necessaria, entao, verificar ate que ponto 0 autor

apresenta fatos e leis cientificas ou uma opiniao pessoa1 en­

coberta sob uma capa objetiva de verdade cientifica. Ao con­

trario do que ocorre com 0 1ivro c1assico, a 1eitura do peri~

dico requer uma posi~ao mais critica. Nem todos os periodicos

gozam do mesmo prestigio, 1igado ao grau de credibi1idade da

informa~ao por e1es veicu1ada. Assim sendo, ha que se conside­

rar primeiramente a qua1idade e credibi1idade do periodico. £

tambem necessario fazer um exame prospectivo do volume e qua­

1idade das cita~oes e bib1iografia -- urn numero pequeno pode

ser indicio de informa~ao insuficiente por parte do autor.Ci­

taria, como exemplo, 0 comentario ironico do Prof. Affonso

B. Tarantino no "Jorna1 Brasi1eiro de Medicina" (46:63,1984):

"No Chest de abril de 1979,0 Dr. Jeffrey R.
Whiteside, do Centro Hedico da Universidade de
Indiana, usou a expressao target sign para tra­
duzir uma pequena e1eva~ao bilateral, averme1ha­
da, de aproximadamente 1,5cm, na face anterior
das coxas, proxima i rotu1a. Essa area de edema
resu1tava do traumatismo causado pe10s cotove10s
do paciente que. durante as crises de dispneia.
ao dobrar 0 tronco para a frente, apoiava a ca­
be~a nas maos e os cotove10s nos joe1hos~ Chamo
a aten~ao de nossos 1eitores para 0 seguinte:
esse sinal foi observado. ha mais de quinze anos.
pelo nosso ca1ega, Ismar C. da Silveira, que 0
designou "sinal do cotove10" •.. Portanto.o target
fign for emphysema nada mais e do que 0 "sinal
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do cotovelo~, de Ismar Chaves da Silveira, ji
bern conhecido entre nos, e para aque1es que so
acreditam na medicina em ingles. eu 0 denomina­
ria elbow sign. de Ismar Chaves da Silveira.

Em outras palavras, nao podemos aqui falar de intertextualida~

de, pois 0 autor americano ignora outras vozes.

A leitura critica do periodico envolve tambem a consi ­

dera~ao de sua data de publica~ao. Como os artigos de periodl

cos geralmente versam sobre assuntos ou abordagens ineditas.

o ana de apari~ao do mesmo indicari se se trata de urn artigo

ultrapassado. relegado a urn mero interesse historico. A estirna

tiva e de que a media de vida ou periodo de va1idade de um

artigo seja de 8 anos (Vigner. 1979:103).

Urna outra considera~ao importante no caso de artigos de

periodicos sao os motivos do autor ao fazer sua pesquisa e

pUb1ica-la. A pressao em torno de pUb1ica~oes nos meios acade­

micos atuais e urn fato notorio; a permanencia e a progressao

funciona1 do professor/pesquisador estao diretamente 1igadas

a sua produ~ao cientifica. Como dizem os arnericanos, a ques­

tio e "to publish or perish". Sob esta otica, a analise do rno

tivo do autor e fundamental. Trata-se de um traba1ho de cons-

ciencia ou de sobrevivencia? Na ausencia de informa~oes obj!

tivas sobre os motivos do autor. a propria credibi1idade do

periodico podera preencher esta lacuna.

3. 0 documento de pesguisa

Ernbora os periodicos pub1iquem e difundam trabalhos nurn

ritmo bern acelerado. rnuitos cientistas ainda os considerarn len

tos. Dai a pritica de troca pessoal de informa~oes. urna vez

que a transrnissao nao se efetua pelos circuitos convencionais
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de edi~ao e difusao. Podem tambem ser inc1uTdas nessa catego­

ria as comunica~oes feitas durante co1oquios, seminarios, co~

gressos, etc. Tais documentos apresentam urn estagio proviso­

rio da pesquisa, uma informa~io mais f1u\da e mais prob1emat!

ca. Sao gera1mente pre-impressoes, pre-artigos, de dados pro­

visorios da pesquisa. Mesmo assim, exercem urn pape1 fundamen­

tal na difusao cientTfica. Trata-se, todavia, de uma difusao

restrita a uma comunidade constituTda por pesquisadores de

certo nlve1.

Como 0 fator tempo e ainda mais crucial no documento

de pesquisa do que no periodico, as considera~oes feitas so­

bre a crTtica geral do periodico devem aqui ser ap1icadas

ainda com maior intensidade.

4. Re1atorios Cientlficos e Tecnicos

Estes trabalhos constituem uma fonte inestimave1 de

dados, embora de acesso difTci1. Pel0 carater restrito e ge­

ralmente particular dos re1atorios, nao entraremos no merito

dos mesmos.

5. A yu1garizacao cientTfica

A vu1gariza~ao cientlfica (como por exemp10 "The

American Scientist", "The New Scientist", se~~s especia1izA

das do "Time", "Veja", etc.) goza de estatuto ambtguo nos

meios cientlficos. Tendo como a1vo 0 grande publico, a vu1ga­

riza~ao cienttfica apresenta um discurso sui generis em alguns

aspectos:

-~ooleitor 1eigo geralmente nao tern a forma~ao espe­

clfica necessaria a compreensao do texto, 0 traba1ho visa a

formar e informar;
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- tambem em decorrencia do fato de serern os 1ei­

tores 1eigos, nao e possive1 uma exposi~ao cornp1eta e exausti

va do traba1ho, que pressupoe um embasamento na area; assim.

certos aspectos fundamentais do traba1ho sao omitidos;

- a1em da perda, ha uma modifica~ao na informa­

~ao, quando 0 jorna1ista da ao traba1ho urn tom sensaciona1is­

tao 0 resu1tado e entao uma combina~ao do discurso heuristico

e do discurso jorna11stico;

- a descoberta. a1em de tratada como urn aconte­

cimento sensaciona1. "e gera1mente vista na sua re1a~ao com

o autor, 0 que 1he confere urn carater anedotico e contingente,

quando 0 discurso deveria ser norma1mente atemporal ll (Vigner,

1979:l05}.

os diversos codigos, ao inves de se complemen­

tarem. como no discurso cientifico, sao geralmente redundan­

tes, pois 0 jornalista apela para todos os tipos de recurs os

(tipografia, lay-out, ilustra~oes) para tornar 0 texto acces­

stvel ao grande publico. Por outro lado, se esses recursos fa

cilitam a compreensao, eles atuam tarnbem como elementos de

dispersao da aten~ao;

- e urn discurso que faz uso abusivo de linguagem

figurada, principalmente rnetaforas e hiperboles ("o.maravilh~

so espetaculo da ciincia ll
) .

Ernbora nem sempre reconhecido ou pelo menos visto

com reticencia pela comunidade cienttfica, 0 fenomeno da vul­

gariza~ao cientifica existe e nao pode passar desapercebido.

A vulgariza~ao cienttfica tern ainda 0 inegave1 merito de ter

pUblica~ao e difusao ainda mais rapidas do que 0 periodico.

Ha tambem de se 1embrar que a vulgariza~ao cient;fica nao usa
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apenas 0 texto impresso como velcu10 de difusao. pois atuam

neste .sentido todos os metos de comunica~ao de massa. Gozando

ou nao de um estatuto cientifico definido. a vulgariza~ao

cientifica existe e se inscreve na consciencia coletiva. a
qual 0 cientista nao esta imune.

o entrela~amento ciencia vu1gariza~ao cientifica --

pub1icidade sub1iminar e tambem bastante freqaente para ser

considerado apenas uma coincidencia fortuita. Embora eu nao

tenha dados concretos suficientes para ~omprovar minha asser­

tiva. este entrela~amento e bastante sugestivo de a ciencia

se colocar a servi~o de um jogo de interesses economicos. 0

caso mais flagrante parece ser 0 da industria farmacologica

internaciona1.

o artigo "A Double Standard on Drugs?" publicado pe1a

revista "Time" (28-6-62. page 44). baseado no 1ivro

Prescriptions for death de Milton Silverman. denunaia a aguda

irresponsabilidade social da industria farmacologica interna­

ciona1. Os produtos que sao banidos ou a1tamente control ados

no mundo ocidenta1 (como por exemplo. cloranfenico1. clioqui­

nol -- nome comercial: Entero-Vioformio -- e a aminopirina)

sao jogados nos mercados menos control ados do terceiro mundo

e. sobretudo. com publicidade altamente elaborada. Silverman

denuncia tambem que as precau~oes sobre os efeitos co1aterais

desses produtos nao sio mencionadas nas bulas ou nos guias

medicos distribuidos no terceiro mundo. onde os medicos. por

nao terem facil acesso a periodicos. sao muito dependentes da

informa~ao recebida da industria famacologica. 0 autor relata

tambem que vitaminas e tonicos sao promovidos como "curas"

para a subnutri~ao no terceiro mundo. cuja popula~ao precisa



.109.

de a1imentos. nao de vitaminas. Neste sentido parece bastante

pertinente a co1oca~io de V.L. Casa Nova em seu artigo "A1ma­

naques de Farm~cia" (1982:59): "0 1aborat5rio farmac~utico e

a farmacia promovem e divu1gam a doen~a e sua subseqUente

cura". Em caso de dUvida. basta 1igar a te1evisio ever a cam

panha de esc1arecimento sobre 0 diabetes. "genti1mente" patr!

cinada pe10 Laborat5rio Pfizer.

Essa irresponsabi1idade social das multinacionais no

terceiro mundo nio constitui novidade para n5s. "0 esc~ndalo

da Nestl~" ~ muito recente para que dele nos tenhamos esqueci

do. A vasta difusio. atrav~s de diversos meios.dos maleficios

da amamenta~ao materna. tinha. como se constatou posteriormen­

te. 0 objetivo de incentivar a venda do leite industrializa­

do. Analogamente a ampla difusio. por diversos canais, dos

problemas decorrentes do uso do DIU (seus efeitos cancerige­

nos e aspectos morais),seguiu-se a constata~io posterior de

que houve, na realidade, uma tentativa por parte da industria

farmac~utica internacional de recuperar 0 mercado de anticon­

cepcionais orais (Vide E. Vieira, 1984).

Aflora novamente aqui 0 problema da 1iteratura cienti­

fica. £ fate bastante comentado no meio medico que as multina­

cionais patrocinam e financiam pesquisas de testagem de seus

produtos, sendo essa pesquisa direcionada a urn universe pouco

representativo. Todavia, os resultados sio publicados como g~

neraliza~~es "eficaz em 90% dos casos". Mas 0 numero de

casos tambem nio e mencionado. 0 que nos remete ao problema

da tendenciosidade mencionado anteriormente.

Apesar do estatuto ambiguo da vulgariza~io cientifica,

nao podemos deixar de leva-la em considera~ao ao propormos uma
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1eitura cr.itica do texto'cienttfico. Alem dessa 1iteratura

~cientifica~ tendenciosa patrocinada por grupos econ5micos p!

derosos, hi que se considerar 0 efeito cumu1ativo da repeti­

~ao do mesmo terna em meios de difusao diversos, pois e1e aca­

ba se inscrevendo na consciencia co1etiva.

As considera~oes acima nos remetem a necessidade de

uma outra dirnensao da 1eitura critica do texto cientifico,ou

seja, a 1eitura do ideo10gico. 0 ideo10gico e aqui entendido

na~ so como os IIpressupostos sociais, cu1turais, politicos ou

individuais escondidos sob a enganadora aparencia de fatos

objetivos ••. mas (como] puras doutrinas de interesses aprego!

das em nome de uma cirncia neutra ll (P. Georgen, 1981:65-91).

V. Proposta Didatica

Sugerimos que uma 1eitura critica de urn texto cientifi

co englobe duas etapas:

r Exame prospectivo do texto (Vide Vigner, 1979:115).

- Analise dos 3 principais componentes semantico-funci!

nais (Vide Halliday & Hasan, 1976):

1. Componente ideaciona1 {Expressao de conteudo
Re1a~oes logicas

2. Componente interpessoal

3. Componente textual

Exame prospectivo do texto

- 0 que se sabe sobre 0 autor e seus motivos?

- 0 que se sabe sobre 0 periodico/revista e sua credi-

bilidade?
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- 0 que se sa be sobre a pesquisa em andamento atraves

da bibliografia citada, referencias, cita~oes -- 0 pesquisa­

dor revela-se bern informado?

- 0 que se sabe sobre as condi~oes de produ~ao, circu

la~ao e recep~ao do texto?

Analise dos componentes semantico-funcionais

1.1. Leitura e analise do componente ideacional a nl­

vel de conteudo.

1.1.1. Analise explorateria (Vide Vigner, 1979:115)

~ leitura do tTtulo (se ele e bern redigido, devera

conter 0 essencial do conteudo do texto)

- leitura da bibliografia ( 0 autor dispoe de fontes

fidedignas?)

- leitura da conc1usao (e na conclusao que 0 autor,

apes expor os resultados, os avaliara; e uma informa~ao va­

liosa para 0 leitor, pois contem 0 julgamento do autor sobre

seu proprio trabalho)

- leitura da parte consagrada a exposi~ao

- re-leitura da conclusao, detectando as ora~oes ou

segmentos de ora~oes que constituem elementos de respostas

a questao colocada no tTtulo e na exposi~ao

- exame do conjunto de linguagens (natural, formal e

grafica) uma vez que 0 efeito global do sentido e 0 resulta­

do da combina~ao dos 3 dispositivos semieticos. E1es se com­

pletam ou hi uma rela~ao de redundancia?
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1.1.2. Analise da objetividade do texto (Vide Holmes,

1983:143)

- 0 autor esta realmente relatando uma verdade objetiva?

- 0 que ele selecionou como evid~ncia ou fatos?

- seus desvios do racional, da objetividade se justifl

cam?

1.1.3. Analise de informacoes nao dadas

a. "Todo texto requer que 0 leitor forne~a algumas in­

forma~oes nao dadas. Algumas informa~ees podem ser omitidas,

pelo autor, sem problema, confiante que ele esta de que seu

leitor ira extraT-las, porque a informa~ao esta "obviamente"

- "ali, no campo de referencia (Scott, 1983:106).

- Enumere algumas das informa~ees nao dadas que nao

comprometem a compreensao do texto.

b. ~s vezes a informa~ao nao e dada por outros motivos.

Geralmente os autores fazem urn uso seletivo de fatos. Nesse

caso, trata-se de omissao e, como resultado, 0 texto pode ser

tendencioso.

- Ha omissees de fatos relevantes no texto? Essas omis-

sees comprometem 0 raciocinio como um todo?

Por outro lado, 0 autor pode enfatizar elementos rela­

tivamente irrelevantes. Ha casos de ~nfase excessiva?

c. Muitas vezes 0 autor, por motivos diversos, sugere

alguma coisa, ao inves de afirma-la categoricamente. Ocorre

que 0 leitor interpreta e, posteriormente, recorda 0 que esta-



va impl1cito como um f.ato (Vide Harris; 1982}. f necessario,

portanto, fazer uma distin~ao clara entre 0 que esta impl;ci­

to ou expllcito no texto.

Sao varios os recursos que os autores usam para expre!

sar alguma coisa parcialmente verdadeira sem afirma~oes categ~

ricas. Os anuncios pub1icitarios usam frequentemente tais re­

cursos:

*Uso de pa1avras ou expressoes vagas (110 produto X e !.!­

petacular"), que pouco ou nada esc1arecem.

*Uso de comparativos nao qua1ificados (110 produto X e
melhor ll

) , isto i, 0 segundo e1emento da compara~ao nao esta

presente e nem tampouco a justificativa da superioridade.

*Justaposi~ao de dois imperativos ou duas ora~oes

0Nao adoe~a neste inverno. Tome nossas pl1u1as"). A omissao

de uma conjun~ao leva 0 1eitor a inferir uma re1a~ao de cau­

sa e efeito, sem que 0 autor a tenha exp1icitado.

*Uma pergunta negativa pode imp1icar uma resposta afir

mativa, que pode ou nao ser verdade. (IINao i urna ~tima op~io

para sua famtlia passar um fim de semana no Rio?")

*Uso de dados estatisticos incomp1etos (1195% dos den­

tistas recomendam 0 dentifrlcio XII)~ pois nao ha a ;nforma~ao

sobre 0 universo pesquisado.

- 0 autor usa recursos semelhantes aos descritos aci­

ma? Analise-os.

1•1•4. Ana 1is e dali n9ua9 em fig ur ada

liAs ana10gias [podem ser] uma maneira clara de apresen­

tar as idiias ••• mas tambem sao, reconhecidamente, formas de

apresentar idiias meio cruas ll (Holmes, 1983:140).
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- 0 autor usa analogias1 Elas sao esclarecedoras ou en­

cobrem ideias meio cruas?

o autor, as vezes, usa tambem outros tipos de linguagem

figurada (metaforas, similes, etc.). Como ocorre com as analo­

gias, a linguagem figurada, que e urn recurso literario, pode

ser mais esclarecedo~a do que urn termo cientlfico. Por outro

lado, a linguagem poetica tern urn efeito encantatorio e gera

uma cadeia associativa de valores que podem desviar a aten~ao

do leitor do r ac t ocIn t o.

- 0 autor usa linguagem figurada? Seu efeito e escla­

recedor ou a linguagem figurada e usada para desviar a aten~ao

de urn racioclnio cambaleante?

1.2. Leitura e analise do componente ideacional a nlvel

da logica

(Questionamento do poder explicativo dos textos, adap­

tado de Holmes, 1983:137-8).

Considere os exemplos abaixo:

Todos os gases se expandem quando aquecidos (lei cien

tifica).

- Todos os membros da Academia Brasileira de Letras

sao carecas (generaliza~ao baseada em evidencia estat;stica).

Esses exemplos tern a me sma estrutura, inclusive 0 ver­

bo no present~ simples, geralmente usado para expressar leis

cientificas e verdades absolutas, como "Todos os homens sao

mortais". Apesar da semelhan~a estrutural,nem todos expressam

uma lei cientifica. £ necessario, entao, distinguir as genera­

liza~oes estatlsticas disfar~adas em leis. Ha dois processos.
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Primeiramente, se se tratar de lei, ela comportara uma expli­

ca~ao; 0 mesmo nao ocorrera no outro caso.

- 0 gas se expandiu porque foi aquecido sobre pres sao

constante.

*Ele e careca por ser urn membro da Academia Brasileira

de letras.

Em segundo lugar, podemos preyer eventos futuros no

caso de uma lei, mas nao no caso de uma generaliza~ao estat;s­

tica disfar~ada em lei:

- Se este volume de oxigenio for aquecido sob pressao

constante, expandira.

- Se 0 Chacrinha se tornar urn membro da Academia Bra­

sileira de Letras, ficara careca.

- Teste 0 poder explicativo das afirma~oes do texto,

nao se esquecendo de que opinioes pessoais tambem podem ser

apresentadas como verdade cientifica.

2. Analise do Componente Interpessoal

(Verifica~ao das representa~5es das "marcas" do emissor

em seu discurso -- suas escolhas, atitudes, julgamento, etc).

Embora 0 texto pare~a objetivo, ele manifesta de algu­

rna forma a presen~a de seu autor. As vezes, essa manifesta~ao

e explTcita, por exemplo, se ele disser "nao concordo", "corr£

boro a opiniao ... ", "concluo", "considero tais afirma~6es ir­

relevantes", etc. Outras vezes a presen~a do autor e camuflada,

mas se faz sentir.

- Verifique se 0 autor sutilmente marca sua presen~a no

texto atraves de alguns dos meios abaixo (a lista nao e exaus
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tiva):

*a primeira pessoa e usada no texto, apesar da omissao

do sujeito ~ ou nos?

*0 autor uti1iza termos subjetivos ou emotivos, por

exemp10, inconcebive1, perp1exo, etc?

*e1e ~sa pa1avras que sugerem duvida, por exemp10, t!l­
vez, parece, etc.?

*e1e introduz comentarios e ava1ia~oes pessoais no tex

to ou nas notas?

*ha comentarios ironicos? A ironia pode ser uma forma

de reca1car questionamentos.

*ele usa auxi1iares que expressam atitudes e ju1gamen-

tos pessoais, como poder, dever, etc.?

*ha a1guma referencia a prioridade da descoberta?

*0 autor usa eufemismos?

*ha redundancia no texto? A informa~ao contida nas fo~

mulas e/ou graficos comp1ementa 0 texto ou repete 0 que e ex­

posta verba1mente? A redundancia pode ser indicio da presen~a

do autor no texto, atraves do ju1gamento imp1icito de que seu

1eitor e incapaz de entender a informa~ao, a men os que e1a se­

ja repetida.

- Qual 0 efeito da presen~a do autor no texto?

3. Componente Textual

Em se tratando de uma 1eitura critica. que pressupoe

uma 1eitura anterior para extra~ao da informa~io que, por sua

vez,esta vinculada a referencia endoforica, considerarei aqui

apenas a referencia exoforica no seu sentido mais ample (Vide

Halliday & Hasan:1976). A referencia exoforica e vista aqui
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na sua fun~~o de remeter a situa~ao extra-textual.

A referancia exof5rtca esti diretamente ligada ~ inte~

textualidade e as condicoes de producao, publicacao, difusao

e recepCao do texto. Como esses aspectos ja foram considera­

dos no exam~ prospective do texto e na analise do conteudo

ideacional, julgo desnecessirio repeti-los aqui.

VI. Contribuicao de urn estudo comparativo de textos para uma

leitura do ideologico

M. Scott (1983:115-20), ao discorrer sobre as sete ha-

bilidades de raciocTnio necessarias i ~leitura nas entr~linhas~,

refere-se a habilidade de distanciamento do texto:

Esta •.• habilidade de racioclnio significa ~ver a
floresta em vez das arvores~ (0 significado glo ­
bal do texto e nao 0 das palavras) .•. 0 leitor
precisa distanciar-se do texto para levantar que~

toes como:
Por que 0 autor esta me dizendo isso?
A quem interessa que esta informa~ao se torne

publica?

De fato, se 0 ato de ler se tornar automatico, ~a auto­

matiza~ao levara a inconsciencia, ao esvaziamento da perce£

cao dos objetos" (M.H. Campos, 1981:27). Alim da proposi~io

de perguntas que 1evem 0 leitor a distanciar-se do texto, ha

outra pratica interessante para se ampliar a percepcio e ~des­

velar" 0 ocu1to nas entrelinhas. Trata-se do estudo comparati­

vo de textos sobre 0 mesmo tema. Esta pratica tern side comum

nos cursos de Teoria da LIteratura da Faculdade de Letras da
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UFMG, onde 0 estudo se inicia com uma analise comparativa de

jornais. Nesta abordagem "a realidade camuflada emerge compl~

xa e contraditoria e 0 trabalho se revela uma pratica de

leitura extremamente rica e fecunda" (M.H. Campos, 1982:20).

Por que uns autores omitem certos aspectos e enfatizam outros?

A leitura do ideologico, as vezes urn pouco abstrata, torna-se

palpavet concreta.

Elaborei ,neste sentido, uma proposta didatica para

alunos principiantes de ingles instrumental (Vide Vieira,

1984), baseando-me na coloca~ao de Bakhtin (1981) de que a

ideologia determina a linguagem. Meu proposito nesse trabalho

e sensibilizar 0 aluno para a intera~ao autor/leitor e para a

detec~ao da intencionalidade do autor e dos efeitos persuasi­

vos por ele usados. Em se tratando de alunos principiantes,

sugeri a analise contrastiva de material da midia, pois alem

de utilizar linguagem accessivel, seu uso seletivo de fatos,

de omissoes, etc., torna-a 0 exemplo por excel~ncia de tende~

ciosidade. ~ maioria das atividades~subjaz uma compara~ao en­

tre material mais objetivo e outros mais tendenciosos. Sugiro

tambem a utiliza~ao de textos sobre 0 mesmo assunto, mas sob

perspectivas contrastantes, por exemplo, remedios para emagr~

cer sob a perspectiva do fabricante e do medico. Ao utilizar

esta abordagem em sala de aula, observo que os resultados sao

bons, tornando a aula agradavel e gratificante nao so para os

alunos 'como tambem para 0 professor.

VII. Conclusao

Adams-Smith (1981:18} conclui seu trabalho sobre as ha­

bilidades de raciocinio iner.entes a leitura critica dizendo
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que espera ter fornecido um instrumento que auxilie futuros

medicos a dar diagnosticos precisos e futuros engenheiros a

projetar pontes que permanecerao de pe alem do proximo secu­

10.

Situando-rne numa pratica intertextual~ e sa benda-me

ser historica e socialrnente determinado pelas contigencias

do terceiro mundo~ espero ter fornecido aos alunos brasilei­

ros urn instrumento que lhes permita tambem analisar a valida­

de e repercussoes da difusao~ no Brasil~ de uma pesquisa sa­

bre as efeitos da superalimenta~ao nos Estados Unidos~ enqua~

to metade de nossa popula~ao morre a m;ngua.
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UBER DAS HORSPIEl

Hedwi 9 Ku x

"H6rspie1" heiBt eine literaturgattung unseres

Zeita1ters. Sie entstand etwa zug1eich mit der Erfindung des

Rundfunks. Das erste H6rspie1 wurde 1925 im August in Hamburg

gesendet: "Danger" von Richard Hughes, in deutscher

Ubersetzung: "Gefahr". Die Kunstform "H6rspie1" wird

gegenw8rtig im Ku1turprogramm von 10 Rundfunkansta1ten der

Bundesrepub1ik Deutschland gesendet, von 7 Sendern

Osterreichs und der Schweiz. A11e Sender haben ~igene H6rspie1­

a bt e i 1un9en. An fan 9sOb er t rug man dramat i sche 0i chtun9en

oder auch Bearbeitungen, im Studio vorge1esen. Bald ste11te

sich heraus, daB damit die M6g1ichkeiten des Mediums nicht

ausgenutzt wurden. Man begann, H6rspie1texte fOr den Rundfunk

in Auftrag zu geben.

1m Verg1eich zum Film, der ja auch a1s Kunstform die

modernen MBg1ichkeiten der Technik benutzt und zum Theater,

arbeitet das H6rspie1 mit ganz anderen Mitte1n. Zum

Schauspie1 geh6rt das Sichtbare, das Theater, die Menschen

nicht nur die Schauspie1er auf der BOhne -- auch das

Pub1ikum: "Die Damen zeigen ihren Putz und spie1en ohne Gage

mit" -- sagte Goethe. 1m Theater will man doch sehen, wer in

der Ehren10ge sitzt und was die Gattin des Ministers tr8gt

und wer das ist, der immer so 1aut app1audiert, und anderes

mehr. Das H6rspie1 hat ein sehr vie1 gr6Beres Pub1ikum a1s



das Theater- oder irgendein gedrucktes literarisches Werk.

Die erste Auflage von Werken berOhmter Autoren betr!gt

vielleicht 10 000 bis 20 000 Exemplare. Ein H6rspiel

erreicht durch die Ursendung schon Millionen von H6rern.

Die Zeitdauer eines HBrspiels ist 30 bis 40 mitunter

75 Minuten. Die Sendezeiten sind abends, auch nachts und

eventuell sonntags nachmittags. Man hat die Wahl zwischen

mehreren H6rspielen pro Woche, dazu mindestens eine oder

zwei Ursenaungen.

1951 wurde der "Ehrenpreis der Kriegsblinden"

gestiftet vom "Bund der Kriegsblinden Deustchlands e.V.

"Diese Auszeichnung, sehr begehrt, ist nicht mit einer

Gelddotation verbunden. Der Preis wird fUr ein urgesendetes

H6rspiel des jeweiligen Vorjahres verliehen. FUr 1980

erhielt Walter Kempowski und fOr 1981 Peter Steinbuch den

Preis. Seit 1951 also seit 33 Jahren besteht diese Einrichtung.

Sie hat sehr anregend gewirkt. Die Jury des Bundes der

Kriegsblinden besteht aus 9 Kriegsblinden und 9 Kritikern.

Damit ist schon klar, daB man wMhrend eines H6rspiels nichts

sieht. Das Wo~t allein baut die Szene auf. Technische Mittel

helfen, den Raum zu charakterisieren, besonders seit es die

Stereophonie gibt. Man kann eine Stimme in einer Halle, auf

einem Flugplatz, in einer Kirche oder im Zimmer ert6nen

lassen. Es gibt auch den sogenannten "schalltoten" Raum ohne

Echo oder ein freies Feld.

Eine andere M6g1ichkeit, die das H6rspiel ausnutzt,

bietet die Blende. WMhrend einer Szene kann man einen Vorgang

aus der Vergangenheit einblenden, oder etwa w!hrend eines

Dialogs die Gedanken des einen oder anderen Sprechers. Zur
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Begrenzung der B1ende greift man zur Ver8nderung des

Seha11raums. Diese teehnisehen Voraussetzungen er1eiehtern

die Wiedergabe des inneren Mono10gs und der sogenannten

inneren Hand1ung his hin zum Traum. HeiBen nicht die ersten

H6rspi~e Ganter Eiehs "Tr3ume"?

Besonders bedeutsam ist far das H6rspie1 die Gestaltung

des Spielbeginns. Es ist unbedingt wiehtig. den H6rer in den

ersten Minuten far das Spiel zu interessieren. Die ersten

Minuten werden daher oft vom Autor und dem Intendanten

gemeinsam gesta1tet. Das Wort allein ist far die richtige

Einstimmung verantwortlich (:). Das Wort erriehtet eine

Vorstellungswe1t. Diese ersten Worte massen also optisch

sein. Geb~n die ersten gesprochenen S3tze nicht genagend

AnstoB zum Aufbau eigener Vorstellung. stellt der H6rer seinen

Apparat abo

EinigeBeispiele zum Spielbeginn:

Beispiel 1: "Die Panne" von Friedrich Darrenmatt.

Ursendu ng 1956

"Leichte Seh1agermusik. ein fahrendes Automobil.

Traps: Dieser Wildholz! Der soll was erleben. Junge.

Junge: Racksiehts10s gehe ieh nun vorl rUcksiehtslos. Dem

drehe ieh mal den Hals urn. Wird sich wundern. Unnachsiehtlieh!

Kein Pardon. keine Gnade Nee. Mir nieht. Meint wohl. ich sei

bei der Heilsarmee. FUnf Prozent will er mir abkippen. FUnf

Prozent: Ieh rieehe den Braten. Zum GlUck. daB es mit StUrler

klappte. Das ist ein Gewinnchen. den habe ieh seh6n

hereinge1egt. - Nanu. was ist denn auf einmal mit dem Wagen

los?
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Wagengerllusche.

Traps: WeiB. Nichts zu machen. Wenigstens eine Garage in der

Nllhe. He, Sie da~

Garagist: Was ist denn mit Ihrern Studebaker los?

Traps: WeiB der Teufel. Wollte eben diese kleine Steigung

nehmen, da rUhrt er sich nicht mehr von der Stelle."

Die Handlung beginnt mir einer Situation, in die Jeder

kommen kann, ob mit Studebaker oder VW. Vielleicht gibt es

deshalb in D6rfern gute Reparaturwerkstlltten? Die Umstllnde

sind leicht mit wenigen Ger8uschen darzustellen. Der Monolog

der Hauptfigur lllBt kaum einen Zweifel Uber den Charakter

des Sprechers.

Beispiel 2: "Das Schiff Esperanza" von Fred von Hoenschelmann

Unrsendung 1953, Hamburg

"Zimmer. Eine Schreibmaschine tickt: Von drauBen gelegentlich

das Tuten der Hafenschlepper.

Mann: Name?

Axel: Axel Grove.

Mann: Alter?

Axel: Dreiundzwanzig.

Mann: Sie suchen eine Heuer als - ?

Axel: leichtmatrose.

Mann blllttert: Sie sind auch als Heizer gefahren?

Axel: Ja, auf der dBatavia".

Mann: Wenn Sie drei Wochen warten ­

Axe1: 0asis t la n'g e •

Mann: -k6nnten Sie auf die "Aurora" gehen. Belgisches Schiff.
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1iegt gerade auf Doc k, A1s Heizer ­

Axel: Orei Wochen .•.

Mann: ... oder eigent1ich als Aschenmann. Ich wOrde Ihnen

raten, auf die "Aurora" zu warten. Sonst ist da nHmlich

nichts fOr Sie. Allenfalls die "Esperanza".

Axel: Spanien?

Mann: Panama.

Axel: Oh, je.

Mann: DafOr geht die heute Nacht in See. StOckgut nach

Wilmington, USA. Sucht einen Leichtmatrosen. Sofort.

Axel: Das ist mein Schiff! Panama? Egal!

Mann: Hier unterschreiben. Aber an Ihrer Stelle warde ich ­

Axel: Geben Sie her~

(Federkratzen).

Mann. WOrde ich auf die "Aurora" warten.

Axel liest.: "Esperanza" Kapitan Grove ... Was? (liest

nochUl a1s ): Capita n Gr 0 ve. Dasis t me it\ Name.

Mann: Kennen Sie Kapitan Grove? Ein Verwandter von Ihnen?

Axel aufgeschreckt: Was sagen Sie?

Mann: Ob Sie mit dem Kapitan verwandt sind?

Axel: Wahrschein1ich nicht. Ich weiB nicht. Aber ..• m6g1ich

ware es schon. Es gab einen Korvettenkapitan Grove. Das

war mein Vater. Ich habe seit dreizehn Jahren nichts von

ihm geh6rt. Erst kam der Krieg. Dann ging alles bei uns

kaputt. Dreizehn Jahre •.. Ich habe immer gedacht, er 1ebt

nicht mehr.

Mann: Es gibt viele Leute, die Grove heiBen.

Axel: Aber merkwOrdig ist es.
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Mann:Obrigens, was ich vorhin von der "Esperanza" gesagt

habe --

Axel: Ja, was sagten Sie doch?

Mann: Nichts, Jedenfalls nichts Nachteiliges. Ein altes

Schiff, sehr alt sogar, und etwas verbaut. Hat schon einen

krummen Racken bekommen •.. Wissen Sie, wenn Ober so ein Schiff

die Jahre hinUbergestrichen sind die StOrme.•• Das ist wie

bei einer Katze, die macht auch einen krummen Buckel, wenn man

ihr Uber den RUcken streicht ... bei einem Schiff sieht das

vielleicht etwas komisch aus, zugegeben, aber -

Axel: Wenn es wirklich mein Vater ist, der die "Esperanza"

fah~t, dann ist sie ein prima Schiff.

Mann: NatUrlich.

Das HeuerbOro wird durch das Ger8usch einer Schreibm~­

schine charakterisiert.Das Tuten der Hafenschlepper l6st

Fernweh aus. Das Gespr8ch ist bewuBt sachlich, nur auf das

Notwendigste beschr8nkt und doch wird dam1t die wichtigste

Person vorgestellt. Der Konflikt des StOckes wird erst durch

den Namen des Kapit8ns und des Schiffes angedeutet. Die

kurzen Bemerkungen Uber das Schiff "Esperanza" erwecken die

Spannung. Sie entsteht aber erst, als der zu sachliche Dialog

aufgelockert wird.

Biespiel 3: "Allah hat hundert Namen" von Ganter Eich, Ursen-

dung 1957.

"1m Treppenhaus der Xgyptischen Botschaft zu Damaskus."

JUngling: Euer Wort, Vater der Weisheit:

Hakim: Nicht Vater der Weisheit~ Ich bin Hausmeister der
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Herr. ich habe die Treppe zu fegen.

Jangling: Weist mich nicht ab: Ich komme von weit her. meine

FaBe sind wund •

Hakim: Zu FuB? Wie unsinning: Es gibt Schiffe. Autos.

Flugzeuge.

Jangling: Der Prophet sagte zu mir: Geh: Er sagte nicht:

Fahre!

Hakim: Mohammed starb im zehnten Jahr unserer Zeitrechnung.

Jangling: Er erschien mir und sagte -

Hakim: Er erschien Euch? Das ist etwas anderes! Setzt Euch

hier neben mich auf die Stufen!

Jangling: Er sagte: Mache dich auf und gehe nach Damaskus zu

Hakim dem Agypter. Er wird dir sagen. wie er den hundertsten

Namen Allahs erfuhr.

Hakim: 1st Euch der Prophet oft erschienen?

Jangling: Dieses eine Mal.~

Die Apostrophierung "Vater der Weisheit" l8Bt schon an

eine Begebenheit im Orient denken. Als Hakim die modernen

Verkehrsmittel aufz8hlt. ist auch die Zeit bestimmt. Der

Prophet ist verantwortlich far die Hand1ung. aber nur a1s

Stimme!

Beispiel 4 "Biedermann und die Brandstifter". Max Frisch

Ursendung 1953. Bayerischer Rundfunk.

"Liebe H6rerinnen und H6rer! Herr Biedermann. der Held

unserer unwahrscheinlichen Geschichte. wartet bereits im
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Nebenzimmer,· ich sehe ihn hier durch die groBe Scheibe, aber

er kann mich nicht h6ren ... Sie al1e, 1iebe H6rerinnen und

H6rer, kennen Herrn Biedermann. wenn auch vie11eicht unter

anderem Namen."

Die Hauptfigur wird vorgeste11t, kommt aber noch nicht

gleich ins Spiel. Mit den Worten des Ansagers oder gar des

Autors ist auch zug1eich eine gewisse Distanz zur Hauptfigur

geschaffen. Die Sprache kann eben auch Distanz schaffen im

H6rspie1. Der Ansager ist am Spiel meistens unbetei1igt j

will aber den H6rer interessieren: "Sie a11e kennen Herrn

Biedermann."

Nach der Einstimmung in unser erstes Beispiel, "Die

Panne" erlebt der HOrer ein hartes Psycho- Spiel. Sein Fall

ist klar, Mord, Todesurteil. Am SchluB sitzt der "Held"

wieder in einem Studebaker und monologisiert Ober seine

Absichten mit der Konkurrenz: Halsumdrehen, rUcksichtslos

Oder ist es eine Parodie auf die Justiz? Hier mag der H6rer

nachdenken. Daselbe gilt fUr den Ausgang von Herschels "Das

Schiff Esperanza." Nachdem Axels Vateridea1 g3nz1ich

zerst6rt ist, 13Bt er sich freiwi11i9 mit den Auswanderern

aussetzen. Er rettet damit einem von sieben das Leben.

WeiB er, daB er ertrinken wird? WeiB er, was das fUr ein

Mensch ist dessen Leben er rettet? Damit mag s1ch der

H6rer auseinandersetzen, genug, daB er den DenkanstoB bekam.

GUnter Eichs Spiel, "Allah hat hundert Namen" ist eben so wie

~ie Panne-zyklisch angeordnet. Hakim erz3h1t dem JUng1ing

mit ihm auf der Treppe sitzend seine Irrfahrten. Die

eizelnen Szenen werden eingeblendet: Paris, Dmaskus u.a. Es
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gibt ihn wirk1ich. den hundertsten Namen A11ahs. Man kann ihn

aber nur abersetzen, wie Hakim meint, zum Beispiel in dem

Glanz einer gefegten Treppe. Nebenbei bekommt man eine

Serie von Schimpfw6rtern zu h6ren aus dem Munde des

Botschafters. Die sind ja wohl eher bekannt als die Beinamen

Allahs, Ganter Eichs Humor a1s Ausk1ang:

Max Frisch beendet sein H6rspiel "Biedermann und die

Brandstifter mit der Absage des Autors, die immer wieder von

Detonationen unterbrochen wird. Dieses,H6rspie1 l8Bt viele

Interpretationen zu. historische. allgemeine und ist wie

kaum eines wieder aktuell:

Die vier angefahrten Beispiele be1egen die Bedeutung

des optischen Wortes fUr das H6rspiel. Das Wort fUhrt ein,es

kann aber auch Distanz schaffen. Ger8usche untermalen eine

Szene. Stimmen im Verlauf des Spiels motivieren die Handlung.

Wichtig ist, daB die Anzahl der Stimmen begrenzt ist, zwei

h6chstens drei kann ein H6rer gleichzeitig unterscheiden.

Kamps sagt in seinen Ausfahrungen "Aspekte des H6rspie1s":

"Je weniger real und urn so unbestimmter die Szene, desto

h6her f~llt im allgemeinen die Wertsch8tzung des Stacks als

H6rspiel aus."

Sicher ist berechtigt. was Walter Jens sagte. daB unsere

jangeren Autoren nicht im Roman sondern auf anderen Gebieten

das H6chste geleistet hatten, dabei auch im H6rspiel.
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ABORDAGEM CRITICA DE UM TEXTO FANTAsTICO: "A QUEDA DA

CASA DE USHER"

Julio Cesar Jeha

o objetivo deste trabalho e examinar urn texto fantastico

segundo 0 pensamento de alguns teoricos do seculo xx. A omissao

de varios nomes se justifica tanto pela inadequa~ao de sua abo!

dagem teorica ao texto escolhido, quanta pela necessidade de

se limitar 0 escopo do trabalho proposto.

A obra a ser estudada e "A queda da Casa de Usher", de

E.A. Poe. l Eis a historia: 0 narrador e chamado por urn amigo

de infincia, Roderick Usher, para auxilii-lo a sair de urn esta

do depressivo. Durante sua estada na Casa de Usher, Madeline,

irma de Rod~rick, sofre urn ataque cataleptico e e enterrada vi

va pelos dois amigos. Uma semana mais tarde, ela volta e sua

apari~ao causa a morte de Roderick e dela propria.

Poe articula esta fabula em uma trama que se tornou urn

dos classicos da fic~ao fantastica. Este ramo de fic~ao carac­

teriza-se por {re)velar um desejo proibido, urn interdito.Freud

definiu 0 fantastico como sendo 0 'Unheimliche ', isto e, uma

sensacao de estranhamento de algo no entanto vagamente fami ­

liar. 2 0 discurso fantastico seria, assim, uma revela~ao de de

sejos e medos reprimidos pelos diversos codigos de controle a

que 0 homem esta submetido.
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Tal fantasmagoria se realiza em duas instancias no texto:

na linguagem e na estrutura. Chklovski considera 0 trabalho

po~tico nada ~mais que a acumula~~o e revela~io de novos proc!

dimentos para dispor e elaborar 0 material verbal, e este con­

siste antes na disposi~~o das imagens que na sua cria~io.~3 r
a 'dispositio' de Horacio, que ha mais de dois mil anos ja d~

va enfase ao arranjo das imagens no discurso. Tal arranjo n~o

visa, segundo Chklovski, a urn reconhecimento imediato, mas a~

tes, a uma visao do objeto. A arte seria, entao, 0 obscurecime~

to da forma, 0 aumento da dificuldade e da dura~~o da percep­

~~0.4

o narrador de Poe compartilha dessa opiniao ao relatar

suas sensa~oes diante da Casa de Usher:

Fui obrigado a recorrer a conclusao insatisfato­
ria de que existem, sem a menor duvida, combina­
~oes de objetos naturais muito simples que tem 0

poder de afetar-nos desse modo, embora a analise
desse poder se baseie em considera~oes que ficam
al~m da nossa apreensao. Era possive1, refleti,
que um arranjo simplesmente diferente de particu­
laridades da cena, dos detalhes do quadro, fosse
o bastante para modificar, ou, talvez, para ani­
qui lar aquela f mp re ss ao dolorosa. (p. 4)

r essa no~io quase matematica de arranjos e combina~oes que faz

Eikhenbaum dizer que "a 'differentia specifica' da arte nao se

exprime atrav~s dos elementos que constituem a obra, mas atra­

v~s da utiliza~ao particular que se faz de1es.~5 0 texto ~,

ent~o, urn tabuleiro de xadrez onde 0 narrador move as pe~as de



· 134.

acordo com as infinitas possibilidades que 1he permite a posi­

~ao de 'master 1udi'.

o jogo e (des)ve1ar 0 leu' numa narrativa que e urn misto

de confissao, contri~ao e,-tambem, de1eite. ( (re)viver urn pas­

sado que nao quer se mostrar como passado: a impossibi1idade de

defini~ao e 0 tra~o que 0 marca:

Nao sei como foi ( ... ) Que era aqu i l o - detive­
me a pensar - que era aqui10 ( ... )? (p. 3)

A entrada do jogo/texto e 0 1ago, ponto focal de uma pal

sagem extrema, de uma geografia de fantasmas. Contemp1a-10 e

fruir 0 movimento, a vertigem, a antecipa~ao de urn des10camen

to sensorial feroz, num universe onde nao ha outro Tempo, mas

uma outra dimensao regida por leis espaciais e temporais pro­

prias. 6

o narrador e Narciso que se descobre ao ver-se ref1etido

na agua e nao sobrevive ao espe1hamento fatal:

Contemp1ei a cena que tinha diante de mim ( ... )
com uma comp1eta depressao de alma, que nao po~

so comparar, apropriamente, a nenhuma outra sens!
~io terrena, exceto com a que sente, ao desperta~

o viciado em Opl0, com a amarga volta a vida coti
diana, com a atroz descida do veu. (p. 3)

Veu de maya, a i1usao, que e rasgado em franga1hos reve1ando a
unidade primordial do leu l com 0 universo. Do choque dia1etico
entre 0 apo11neoe 0 dionislaco renasce 0 indivlduo, nauseado
com a intrusao da rea1idade. Nausea que e 0 efeito do conheci­
mento e 0 conhecimento inibe a a~ao, pois, a a~ao do indivlduo
nao mudara jamais a ordem eterna das coisas. 7 Resta-1he 0 pa-
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pel de espectador no 'theatr~m mundi', onde se desenrola a

"corpo a corpo de Eros e Tanatos onde Eros tende em dire~io a

Tanatos e onde a morte e mais viva que a vivente. DQnde a hor­

ror. Seri necessirio entia matar a morte."8

o olhar do narrador e uma infra~io a ordem natural do

lago/espelho, que vai detonar uma narrativa estruturada em

circu10s concentricos. 9 Sua viagem ao centro do circu10 e a

descida de Dante ao Inferno em busca de Beatriz, e a prova~io

que a heroi deve sofrer antes de ascender aos ceus, e a do10­

rosa busca de si mesmo.

o primeiro circu10 e a da casa antropomorfica de estabi

1idade preciria:

Aquila me 1embrava muito a enganadora integridade
das. estruturas de madeira apodrecidas, durante

.10ngos ahos, em a1guma aboboda esquecida, sem
cantata com a sopro do ar exterior. (p. 6)

A casa/tumu10 esconde a marta incriminador mas nio par muito

tempo:

Ta1vez a olhar de urn observador meticu10so pudes­
se ter descoberto uma fenda mal perceptivel, que,
estendendo-se desde a te1hado da fachada des~ia

em zigue-zague ate perder-se nas iguas sombrias
do lago. (p. 6)

£ a fenda que separa a discurso consciente do discurso incons­

ciente.
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Uma vez dentro da Casa, 0 narrador encontra-se com seu

fantasma: Roderick, que por sua vez tern seU proprio fantasma:

Madeline, sua irma. t 0 segundo circulo, onde Eros e Tanatos

tomam nomes interditos: incesto e fratricldio. A re1a~ao entre

os t rmaos e de vida-morte, amor'-fidt o. Madeline eo oposto de

Roderick: 0 que lhe falta para adquirir 0 equilibrio: a hiper­

estesia dele se contrapoe a cata1epsia dela. Donde a atra~ao/

repulsao.

Outra vez 0 olhar infringe a ordem, penetrando e matan­

do. Medusa cfimplice que petri fica 0 fantasma do fantasma. Ro­

derick nao ve a irma; e 0 narrador que serve de ' r elayeur'

entre 0 fantasma e 0 texto:

En quanto fa 1ava, Lady Mad eli ne ( ... ) pas sou,
1entamente, pela parte mais distante do aposen­
to e, sem ter notado rninha presen~a, desapareceu.
Olhei-a tornado de profundo assombro, nao desti ­
tuido de terror -- ( ... ) e soube que 0 olhar que
dirigi a sua pessoa seria, provavelmente, 0 fi1ti
mo, pel0 menos enquanto vivesse, ja nao seria
vista. (p. 9-10)

testa mulher muito proxima muito distante que subver­

te 0 texto ao usurpar 0 1ugar da Mu1her e se oferecer ao olhar

do narrador. E1a e, em todos os sentidos, estranha ao narra­

dor.E no entanto, ela e 0 fantasma de Roderick, que e 0 fan­

tasma do narrador:

... sinto que logo chegara 0 momenta em que deve­
rei abandonar, ao mesmo tempo, a vida e a razao,
em alguma luta com 0 horrendo fantasma -- 0 MEDO.
(p. 9)
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o fantasma e ~ao horrendo que e inominavel: olMEDO· e 0 medo

de ser enterrado vivo, e 0 medo de enfrentar seus fantasmas e

assumir a vida. E "a vida e 0 nome tnpr-onunc t sve l da morte." 10

A acumula~ao de marcas indiciais colabora para criar 0

cenario do enterro em vida:

As janelas, compridas,estreitas e ogivais, acha­
vam-se a tal distancia do negro assoalho de carva
lho que se tornavam inteiramente inacesslveis por
dentro. ( ... ) 0 olhar, no entando, esfor~ava-se

em vao para alcan~ar os cantos mais distantes do
aposento, ou os recessos do teto abobadado e
trabalhado a cinzel. )p. 6-7)

Urn pequeno quadro representava 0 interior de uma
abobada ou tunel imensamente longo e retangular,
de muros baixos, lisos, brancos e sem interrup­
~ao ou adorno. (p. 6-7)

Este cenario de duvidas, trevas e impotencia paralisa 0 leu l:

o fantasma do sepultamento envolve de maneira imprecisa porem

avassaladora aquele que exuma seus mortos. Roderick escreve

10 palacio assombrado' para exorcizar seus fantasmas mas e

inutil, a exuma~ao so serviu para fortalece-los. Ele realiza

a metafora e enterra Madeline viva, sem se aperceber do erro

fatal. Nao ha Casa/tumulo que possa aprisionar urn fantasma.

A res s urr-e t cao de Madeline e a imagem perfeita do estranho

familiar de Freud. Ao se deparar com 0 interdito Roderick

sucumbe, arrastando a Casa consigo para dentro do lago. Dessa

vez, 0 lago/espelho e a salda do jogo/texto, a morte de Nar­

ciso, a liberta~ao do narrador. Com urn ultimo olhar, 0 narra-
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dor devolve 0 texto a ordem do mundo exterior.

Esta 1eitura do texto fantastico como fantasmatico, isto

e, articulado como urn fantasma, e, provave1mente, a mais ade­

quadada a tal tipo de texto. 0 que nao exclui a possibilida­

de de varias outras 1eituras serem viaveis e mesmo aconse1ha ­

veis. Por exemp10, pode-se chegar a poetica e a cosmogonia

de Poe partindo deste mesmo texto, sem que uma 1eitura inva1i

de a outra. Se nao, vejamos.

Ao se atentar para 0 fate de que os irmaos Usher "eram

gemeos, e que sempre existira entre ambos certa simpatia de

natureza quase inexp1icave1" (p. 16), pode-se considera-los

como uma unidade antes de nascer. Ao virem a luz, foram movi­

dos por for~as de atra~ao e repulsao, ate se re-unirem num

abra~o final. Esta, em poucas linhas, e uma metafora da cosmo

gonia de Poe, onde a unidade inicia1 so e reconquistada apos

uma rela~ao dialetica de atra~ao e repulsao e, mesmo assim,

atraves da destrui~ao. Aqui talvez esteja a chave para se en­

tender 0 porque de Poe escrever textos tao macabros: e1e nao

ve sa;da a nao ser atraves da aniqui1a~ao material. 0 que nos

leva a sua poetica: se de urn lade temos Roderick/Madeline, de

outro temos a Casa/tumulo, que se confundem. Igualando-se a se­

gunda parte ao mundo material, a forma, tem-se por oposi~ao

o esp;rito, 0 conteudo, na primeira parte. Donde que para

Poe 0 esp;rito so se liberta do material pe1a decadencia f;­

sica, pe1a aniqui1a~ao total. Com respeito ao conteudo e a

forma ha uma diferen~a: do divorcio de ambos nao resta cria­

~ao poetica, nao resta literatura digna de tal nome.

o fantastico, entao, serve indubitavelmente de caminho
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de acesso ao ~eul e tambem ao social, uma vez que ele espelha

nao so os fantasmas de um indivlduo como ainda os de uma cu1-

tura. Funciona igualmente como solu~ao para a misterio do pr£

prio processo literario: "tudo se 'pas s a como se a literatura

tivesse esgotado ou ultrapassado os recursos de seu modo re­

presentativo, e quisesse refletir sobre seu proprio discurso.~l
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MISS HELLMAN'S MOOD PLAYS: The Autumn. Garden AND

Toys in the Attic

Junia de Castro Magalhaes Alves

The Autumn Garden and Toys in the Attic are probably the

most mature plays ever written by Miss Hellman. They, as well as

The Little Foxes and Another Part of the Forest, belong to the

Southern cycle family dramas and, as such, deal specifically with

the Southern background and way of 1ife.

The Autumn Garden intertwines the lives of several couples,

long-time "guests" at Constance Tuckerman's summer resort home,

her living. Sophie, Constance's French niece, helps her with the

housework. Among the guests are Nick Denery (Constance's girlhood

love) and his wife Nina, General Ben Griggs and his wife Rose,

Carrie Ellis (her mother Mrs. Mary Ellis) and her son Frederick,

Sophie's fiance. No all iance is entirely successful, Nina despises

Nick for his philandering, but need his company. Ben does not love

Rose, but decides to go on living with her because it is easier

and because he pities her. Frederick relies on an homosexual

relationship with a man called Payson in order to escape from his

mother Carrie's possessiveness. Sophie blackmails Nick after the

neighbors find out that he has slept in her room. She wants the

money to return to Europe. Constance discovers that she should

have married Crossman, but that it is now too late. Little

changes: the characters only become more aware of their realities.

Toys in the Attic is set in the Berniers house in New Orleans. As

the action begins Julian Berniers is returning back home with his
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wife, Lily. Anna and Carrie, his sisters, receive them effusively,

but the fact that he is now rich disappoints them. They would

rather have him dependent upon them for the rest of their lives.

Lily suspects that he has married her for her fami1y's money.

Only Albertine Prine, Lily's mother, rejoices over Julian's

success. The climax comes when Lily learns that Julian has extorted

money from a powerful lawyer, whose wife had been Julian's lover.

In a fit of jealousy and despair she informs against her husband.

Warkins, the lawyer, has Julian spanked and robbed. As the play

ends Julian is again dependent upon Lily and his sisters' money.

These plays differ from the Hubbard sequence in that they

stress mood. In their own ways they show the social phenomena of

their time more through characters than through plot and action.

The Little Foxes and Another Part of the Forest present Miss

Hellman's protest against the exploitation of man and land. She

now changes her thesis to the more personal theme that existence

is only meaningful in action. The psychological atmosphere carries

the message. The scene and the season suggest the tension which

manifests itself in the conflicts between the characters.

Situations are shown, nothing is explained, nothing is proved. The

dynamics of plot and action gives way to the statics of mood and

idea. The change in method and theme provokes an equally

meaningful change in language. The dialogues are less abrupt, more

subtle, less obvious, more loosely constructed. There is a tendency

to lyricism and" as a consequence, a movement from the objective

to the symbolic, as, for example, when Lily remembers her wedding

day and her feelings connected with it: "(smiling, suddenly

uplifted, happy). Did it rain? I don't remember. It was all days
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to me: Cold and hot days, fog and light, and I was on a

high hill running down with the top of me, and flying with

the left of me, and singing with the right of me--{Soft1y)

I was doing everything nice anybody had ever done nice"l

(po 699). The characters gain a third dimension. Unlike the

previous plays where Miss Hellman takes sides, here she

exposes facts and feelings without judging them. Mood, without

judgement, finds its most natural expression in setting and

scene.

The scene of The Autumn Garden and Toys in the Attic

is the Deep South. The first play is set in a summer vacation

town on the Gulf of Mexico, about a hundred miles from New

Orleans, a place and situation Lillian Hellman knows from her

childhood. Born in New Orleans, she moved to New York when

she was six. But she kept coming back to her native town to

stay at her aunts' boarding house for six months each year.

There she observed the life of the boarders, although she, at

the time, "did not connect the grown men and women in literature

with the grown men and women"2 she saw around her. The second

play also draws on her experience, perhaps more so. It is set

in New Orleans, not in a vacation house, but still people come

and go. Miss Hellman had meant to make Julian the center of

her play. She could not. She explains: "I don't think characters

turn out the way you think they are going to turn out. They

don't always go your way. At least they don't go my way,"3 "I

can write about men, but I can't write a play that centers on

a man."4 The result of her efforts was a play focusing on

women and place. The women were Julian's sisters, his wife,
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her mother. The place was the same "solid middle class"

(p. 685) New Orleans house she had known in her childhood.

In both plays the setting shows a house once luxurious,

but now becoming old and shabby and decadent, like its

inhabitants. In both plays the season is summer. The characters

are lethargic. Heat affects them as it does the crops. Hellman

is not alone as a Southerner writer in expressing this en~ronmenta1

influence. Such influence is, for example, the particular

hallmark of Tennessee Williams' plays. He too uses heat as a

metaphor for the oppressive human conditon of the Southerner.

It is not simply a fictional device. The Southern economy

and life traditionally relied upon agriculture. Produce is

dependent upon the weather: too wet, too dry, too hot, too

cold. It can make the difference between eating and starving,

between success and failure. The Southerner has always

related his happiness to his environment. When the environment

reacts unkindly, as when it is too hot, the people, rooted

to their land like the plants, can only stay and suffer. So

it is with Miss Hellman's characters. The oppressive heat ,of

Toys in the Attic wilts the characters. It also expresses

their depression. The opening dialogue (Act One) establishes

the mood and prepares for the violence to come:

Carrie (as she hears Anna moving about in the kitchen).
That you, Anna?

Anna (her voice). Just got home.
Carrie. Hot.
Anna. Paper says a storm.
Carrie. I know. I'll take the plants in.
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Anna. I just put them out. Let them have a little
storm air.

Carrie. I don't like them out in a storm. Worries me.
I don't like storms. I don't believe plants do,
either (p. 685).

Carrie transfers her feelings to the plants.

People and vegetables are exposed to the same natural

laws and subjet to the same catastrophes. Carrie, as her name

suggests, is as passive as the plants and so are several

characters in the play. They moan and groan and suffer, but

have no control over their deeds, no capacity to change.

This passage from Toys in the Attic as well as the

title The Autumn Garden emphasize the influence of weather

and season on living beings and convey Miss Hellman's intention

to relate mankind with nature, characters with setting.

In these plays the archetypal motif is that man's life

is a natural life. Mankind is translated into nature. The

garden functions as the microcosmos for the world of humans.

The end of summer equals the end of growth, be it plant or

human. The symbolic meaning attached to the plant-man metaphor

is not new. This basic archetypal motif is particularly

appropriate to the South, where one's fate as a human is

directly affected by the fate of the vegetable kingdom of

crops, of plants, of the Southern climate, of long hot summers

and dreary winters.

Two connections can be made. One, as the economy goes,

so goes the happiness of the characters. And two, as climate,

setting, and weather must be endured, attempts to surmount

them do not succeed. The truth is that the characters only
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approach greatness as they try to get rid of the environmental

influence. The greater their failure to break out of the

grip of circumstance, the greater they take on tragic

characteristics. This is the closest that Miss Hellman comes

to dramatizing the tragic condition, and that, in the

twentieth century, is more successful than the attempts

of most dramatists. Still Miss Hellman suggests that the

characters are no more responsible for their misfortunes

than they are for the heat or for the condition of nature

in general. So Carrie relates to Anna her conversation

. with her boss:

Carrie. He let me leave the office after lunch.
"You're looking a little peaked, Miss
Berniers, from the heat." "I said I've
been looking a little peaked for years
in heat, in cold, in rain, when I was
young and now" (po 686).

Such psychological, rather than economic or environmental

determinism, recurs throughout the play. Later Carrie mentions:

"Oh, it's too hot tonight," and, when Lily remarks "My. it's

awfully hot to go to work" (p , 713), Carrie replies: "Yes..

And sometimes it's awfully cold" (po 713).

Lillian Hellman makes good use of the antithesis cold­

heat. She contrasts Albertine's aloofness and self~eliance

with Anna, Carrie and Lily's emotional dependence. When the

eccentric lady comes to inform the two sisters about Julian's

arrival, she makes a movement to enter the house, then hesitates'

and says to Henry: "Perhaps it would be best if you went in.

I'm not good at seeing people anymore, and there will be'much
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chatter. (He doesn't answer her. She laughs). Very well. But

I'm sure it's hot in there.Would you tell them I'm out here?"

(po 692). Heat here stultifies people into a lack of action

and incapability.

This same opposition of heat to cold recurs meaningfully

throughout the pl.ays, and is an important device to convey

the mood. Heat and cold support life when well used-destroy

it if abused. Both can be measured scientifically, but in the

mind of the individual they have subjective connotations.

They can express one's degree of emotional balance, dependence,

and self-reliance. In Toys in the Attic Lily "toils not." She­

like Anna and especially like Carrie--is weak, inactive and

emoti onally dependent. She calls for Al berti ne: "Where' s Mama? II

(po 742) and not finding her turns to Carrie, as impotent as

herself: IIDon't you want to help ~e? It's hot" (p.742).

The notion of heat is also implied in the very title

of the play. The attic is a room in the top of the house,

immediately under the roof. No insulation is used in attics

and consequently they are very hot in the summer and very cold

in the winter. The attic, moreover, is a place where things

are put away for being either useless or infrequently used.

As they are things they are passive and as they are passive they m~st suffer

both heat or cold according to the season. There are two

different levels of interpretation for the word II toys II in

the title. In a first level the characters are living

playthings. They are submissive, dependent, and unable to

control their feelings even though they can tell right from

wrong. They lack self-assurance and self- control and so are
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driven by their emotions-too hot, too cold. A second

interpretatibn is that the "toys" stand for mementos of

past happiness or past life, future wishes and future

dreams. Toys are objects which stimulate the imagination

of the child, but they do not intrinsically have the

quality to fulfill its necessities. Toys beget illusions

and not reality.

The same change from hot to cold is implied in the

title of The Autumn Garden. Here again the metaphor is

plants. In this play Lillian Hellman moves a step along

in the season and instead of having toys in a hot summer

attic she focuses on an autumn garden somewhere between

the end of summer and winter as the middle--aged characters

are somewhere between ripe and rot. Once more she evokes

heat to convey the psychological tension of her characters.

Rose Griggs tries to start a conversation w"ith her husband

about thei r impending divorce and so s he says: "I t wa s not so

hot in town. Henry's got that wonderful air conditioning, of

course, but it's never like your own air. I think Sunday's

the hottest day of the year anyway" (p. 539). This disjointed

speech is symbolic of her equally disjointed state of mind.

Rose hates the idea of losing her husband's affection, and

her emotional uns t abl enes s is expressed by means of the

antithesis heat/cold, as it appears in the form of hot

weather/air conditioning. Heat is connected with Rose, her

anxieties, her insecurity, her desire to be young again or

at least to look young, her need to lure General Griggs

back to her. The air conditioning represents the artificiality
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of town life, its coldness and impersonality. In both plays

the heat is oppressive. It has slightly different connotations

in different contexts, but the basic meaning is that life

vanishes and people will achieve very little. The equation

is: heat equals emotional dependence and inaction, cold equals

aloofness and artificiality. And people equal toys and plants.

People and plants must achieve ripeness, but it will only come

after a continuous process of maturation. They need warmth and

water, but not. heat and cold and storm.

The philosophical problem of relating being, growing,

and doing is what Miss Hellman attempts to present in her Mood

Plays. For that reason she creates her characters and lets·

them, like unstable compounds, wander from one mode of existence

to another. Some of them revert to what they had always been

but others evolve from toys into plants and from plants into

individuals, who are, as Lorena R. Holmin says, "forced

simultaneously into self-confrontation."5

This self-confrontation results in the characters'

recognition of their failure in life and their responsibility

for it. It co~es suddenly through the unexpected influence of

a catalyst. He is Nick in The Autumn Garden and Julian in Toys

in the Attic. There are obvious similarities. Nick and Julian

are Southerners who had been away in Europe and Chicago,

respectively, and were anxiously expected back. They are

superficial, simple-minded, emotionally dependent and psychologically

weak. Their wives Nina and Lily, are both rich women. They

recognize their busbands' flaws and yet cultivate them. The

reason for such an apparent contradiction is that these very
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flaws keep busband and wife together. Nick tells Nina that she

hates herself for loving him because she has contempt for his

inconstancy, his shallowness, his ostentation and his lies.

And when she mentions she would not have married him if she had

known him well, he replies: "You would have married me. Or

somebody like me. You've needed to look down on me. And to be

ashamed of yourself for doing it" (p. 531). The relationship

between Nick and Nina is described as that of a weak and

superficial man, unfaithful but dependent on his wife, whose

unconscious sadomasochism needs the company of such an immature

husband.

Julian is incapable of earning money and keeping it. His

sisters are aware of that, and when he suddenly comes back

home without even a short notice, they wonder what might have

happened to the shoe factory business he had started with Lily's

money:

Carrie." ••• What do you think?
Anna. 1 think it's happened again. And he feels bad

and doesn't want to tell us.
Carrie. Well, that's natural enough. Who wants to come

home and say they've failed? (p. 695).

Lily and Carrie want Julian to remain poor and consequently

dependent on them. Lily suffers when he succeeds. She says to his

sister: "I feel most bad and sad, Miss Carrie, because what he

married me for, he doesn't need anymore" (p. 740). Albertine,'

Lily's mother, is shocked and advises her:"Are you really saying

that if Julian stayed dependent on you, all would be safe"(p.719),
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be happy that Julian has finally had a little luck. Lily, he

would have come to hate your money" (p. 719).

Nick is basically indifferent to the feelings of his

companions and too superficial to care. Julian, in turn,

unconsciously unbalances the apparent harmony of the family,

bringing its hatred, frustrations, complexes and inertia into the

open. Nick and Julian function in these plays as catalysts that

bring on action in a chemical compound, but it is Griggs who has

vision" and like the Greek chorus., echoes, in the last act of. The

Autumn Garden, Miss Helman's thesis that existence is only

meaningful in our daily acts: "So at any given moment you're only

the sum of your life up to then. There are no big moments you can

reach unless you've a pile of smaller moments to stand on. That

big hour of decision, the turning point in your life, the some day

you've counted on when you'd suddenly wipe out your past mistakes,

do the work you'd never done, think the way you'd never thought,

have what you'd never had-it just doesn't come suddenly. You've

trained yourself for it while you waited-or you've frittered

yourself away, Crossman" (pp. 541-42). The symbolic meaning of

the plant-man metaphor can be extended here. Both plant and man

grow slowly. Their movement from birth to maturation and then to

age is gradual though imperceptible to the eye. Its result,obvious.

A plant needs everyday care to yield good fruit. A man's successful

life is not made of one heroic moment. It is the sum of everyday,

simple, positive good deeds. Men, like plants, cannot easily

change their place, situation, condition. They may be destroyed.

Even Sophie shows that her strength comes from her natural habitat

and must go back to Europe at war, where she belongs. Carrie, like
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Griggs, feels the inefficacy of her existence, empty of smaller

but firm moments for her to stand on. She, like Griggs,recognizes

the tragedy of her 1ife, of Anna's 1ife, hers and Anna's .hubr-is •

They also frittered themselves away waiting for that big hour of

wealth, power, self-reliance. They have dreamed of getting rich

and making Julian rich, of going to Europe, of family love, and

when their dreams come true they hate those dreams and they hate

themse1ves m0 st.

Carrie wants to be rich to increase Julian's dependence on

her. She wants to pet and spoil him. But it is Jul ian who contrives

to acquire a fortune. Carrie's revolt unmasks her. She turns her

anger against her house and the trip to Europe, now the symbols of

Julian's wealth: "This house. This awful house, always, always,

always" (p.708). "Go to Europe. \~hat are you talking about ••.•

Well, you go to Europe and I'll go to work" (p. 713). She turns

her anger against the symbols of Julian's status: "I hate caviar.

The one time I ever ate it, hated it. Just hated it" (p. 707),

and against her sister, who had perceived her incestuous love for

Julian: "I told you I didn't love you anymore. Now I tell you that

hate you" (p. 737).

Carrie is too sensitive for the world she lives in. She,

1ike Griggs and most of the .characters of Miss Hellman's Mood

Plays, is a symbolic representation of the l~ngings and frustrations

of a society that is past its power, a lost and frightened society,

whose feelings of incompleteness, boredom and fear are apparent in

various dialogues throughout the plays:
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Carrie. There is no need to worry about me anymore.
Lily. Oh, I do. And I will. I'm frightened of you.
Carr~e (angrily). Your favorite word. Did it ever

occur to you that other people are frightened
too?

Lily. You? No. No. indeed. Of what. Miss Carrie?
Carrie. Of my hair which isn't nice anymore. of my

job which isn't there anymore, of praying for
small things and knowing just how small they
are of walking by a mirror when I didn't know it
would be there - (She gasps) People say "These

Berniers girls. so devoted. That Carrie was
pretty, and then one day she wasn't; just an
old maid, working for her brother" • They are
right. An old maid with candied oranges as a
right proper treat each Saturday night. We
didn't see people anymore. I guess. because
we were frightened of saying or hearing more
than we could stand. (Very angrily) There are
lives~that are shut and should stay shut, you
hear me. and people who should not talk about
themselves, and that was us (p. 739).

Carrie's nice hair, her pretty figure~ her youth, her job are

past and gone. She has lost her sister and her brother's

affection. She may never have had them. Nothing is left to

Carrie but her incestuous desires disguised in fraternal love,her

fancy dreams - those eandtedcranges she had been sick of for so

long. Carrie's big moment has not arrived, will not arrive.

She has no smaller moments to stand on. Carrie is afraid.

Griggs takes life seriously. He dreams of starting it again,

of basing it on meaningful everyday ~ction.Griggs shudders as he

recognizes that,like everybody else, he will take the easier path

of giving up wishes and ideals. In his weakness he dreams of

seeing his sister again because she looks like his mother -- a
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psychological regression in search of support. Griggs notices

people's daily faults- Rose's faults, his own faults. He knows it

is difficult to assume them, but cannot forgive his wife's pretens~

He hates simulation and is afraid of lies:

Griggs. What point did you come to about my decision?
Rose. Decision? Your decision-
Griggs (tensely). Please stop playing the fool. I'm

afraid of you when you start playing that game.
Rose. You afraid of me?
Griggs. Yes, me afraid of you (p. 540).

Rose and Lily are insecure. Lily is a child-wife who cannot

tell love from sex. She cuts her hand and hits her leg against a

table on purpose to lure her husband to bed. She says to him:

"Make me cured, Julian. Let's go to bed and maybe you'll be

pleased with me- Maybe. (She puts his hand on her breast. Anna

turns away, Carrie stands staring at them) And if you're pleased

with me, then all the bad will go away.•• " (p. 730). Rose is even

more pathetic. Griggs does not actually love her and she fights

desperately to prove him to the contrary. Her weapons are

ineffectual, phony. She pretends to be younger than she is, uses

extravagant clothes, tells him about her love affair with his

cousin, Ralph Sommers.

Rose •••. I'm frightened, Ben. I play the fool, but
I'm not so big a fool that I don't know I haven't
got anybody to help me •.•. I've got nobody and
I'm scared. Awful scared (pp. 540-41).
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Lily and Rose are afraid of losing their husbands. They are afraid

of loneliness.

And Anna is afraid of telling the truth- of bringing to

the surface Carrie's desires and the family hatred:

Carrie •••• You used to tell us that when you love,
truly love, you take your chances on being hated
by speaking out the truth. (Points inside) Go in
and do it.

Anna. All right. I'll take that chance now and tell
you that you want to sleep with him and always
have. Years ago I used to be frightened that you
would try and I would watch you and suffer for you.

Carrie (after a second, in a whisper). You never said
those words. Tell me I never hear'd those words.
Tell me, Anna. (When there is no answer) you were
all I ever had. I don't love you anymore.

Anna. That was the chance I took (p. 732).

Both plays, The Autumn Garden and Toys in the Attic contain

a collection of twentieth century middle-class Southern types who

might well be descendants of the Hubbards, without their energy,

their strength and their drive for power.

Lily is a modern blend of Birdie and Lavinia. The combination

of the two personalities produces another rather bad outcast. Like

Birdie she is insecure: "Mama, don't go. Please. I need he1p.Your

help" (p. 714). Like Birdie she is bewildered in her romantic

simplicity: "Did you sell me to Julian, Mama?" (p. 718). Like

Birdie she is too apologetic: "I'm sorry you don't like me. I

wanted you to" (p. 738), "I'm sorry I spoke that way" (p. 714).

"Well, tell him. I'm sorry." (p.71S), "Are you angry with me?"(p.

701), "Tell me you're not angry with me" (p. 701). Like Lavinia

she sometimes acts insane and seeks refuge in the supernatural:
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Lily (sits down, speaks quietly}. Everyboby left and

there was. The woman said, IIYou want me, child?"
And I said, IICould I buy your knife?1I IINo,1I she
said. liThe knife is not for sale. 1I But I wanted it
more than I ever wanted anyting and, well- (Smiles,
slyly)-finally, we swapped something-And when
it was in my hand, for the first time in life, I
just said everything, and asked. The lady said the
knife of truth would dress me as in a jacket of iron
flowers and though I would do battle, I would march
from the battle cleansed. Then I fell asleep-

Albertine. Your many religious experiences have always
made me uneasy, Lily- (pp. 717-18).

Lavinia's and Lily's fanaticism is connected with IItruth. 1I Lily

calls her mother at two in the morning to speak about struggling

II Up the mountain of truth ll (p. 718). Lavinia talks to IIGod ll and

hears his voice compelling her "to tell the awful truth" (p.382).

Lily in a fit of jealousy informs against Julian provoking his

financial ruin. Lavinia in her insanity reveals Marcus' crimes

against the South causing him to fall from his comfortable position

of pater fami lias .. Both Lily and Lavinia ignore the range of their

acts and because of this they harm their husbands most.

Lily, Birdie and Lavinia are fragile, dependent, too

sensitive, neurotic, naive. They need protection and ask for it-­

they are 10nely.Lily is one more plant responsive to the heat of

summer. She consciously despises her mother's fortune: IIDid you

sell me to Julian, Mama?~(p. 718), Julian's expensive gifts: "I

want my ring, I was married in my ring. (She holds up her hand)

This is a vulgar 'r i nq" (p. 708); and her own money: liMy money?

Doesn't matter about my money. I don't want money" (p. 699).III'm
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not worried about money, MisS Carr1ea (p. 699}. Birdie and

Lavinia's names also relate them to their environment and

circumstances. Birdie is a delicate, light and restless fowl,

trapped and caged within the Hubbard family. Lavinia senses her

people's sins and longs to purify them.

Gus and Henry are the representatives of the Southern black

race of the twentieth century. Like Addie and Coralee they are

patient and self-reliant. Although still the servants they have

gained more prestige and exercise more control, over their masters.

Julian. ,Gus, my old friend Gus. You're going to have
that farm, kid. Go find it and start with this.
(He hands Gus several large bills. Gus looks at
them, but doesn't take them).

Gus. You at that again?
Julian. This time I made it. Throw the ice away..­

(He shoves the money into Gus's hand).
Gus. Ju1i an J I don' twa nt t hat kin d 0 f t r 0 ub1e aga in.
Julian. Nobody'l1 come for it this t tme ; I'm telling

you the truth. And there's as much more as you
want. Now get going and find the farm.

Gus. Who the hell wants a farm? Got enough trouble.
Where'd you make up the farm from? (p. 724).

Henry is both the chauffeur 'and lover of Albertine, Lily's mother.

Albertine is a rich and eccentric lady. She represents democracy

of feeling, inviolability of personal whim, intense and se1f­

-asserting Southern individualism. She has Regina's strong

personality and nearly becomes the center of the play, as Lillian

Hellman felt while writing it. She said in an interview at the

University of Chicago: ~I've left out telling you about the second
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most important character- who almost dominates the play now. She's

just"going to have to stop dominating it or the play's not going
6to be done U But Henry seems to be even stronger than A1 bertine.

He is her support and adviser. He helps her in her relationship

with Lily.

Henry. You are not wise with Lily.
Albertine. No. I never was. Well, it's been a good

year ,hasn't it? The best I ever had.
Henry. Nothing has happened.
Albertine. I know Lily. You do, too.
Henry. She's jealous and scared- (po 728).

The connection between Henry and Albertine provides Miss

Hellman with the means to deal with the theme of miscigenation in

the South. Lily has no alternative but to accept her mother's

association with a black man,even though she doesn't approve of

it. She says to Albertine in a fit of rage: uYou have talked this

way about my friend because you want to bring me pain. Henry makes

plans to pain me--{Outside the fence, Henry turns). As you lie in
,\

bed with him, Henry makes the plans and tells you what to do (p.

747). And when Albertine offers her to come back home if she ever

needs it she retorts: uThank you, Mama. Nice of you. But I couldn't

go home to you anymore, as long as-U(p. 7~8), and of cours~ she

means as long as Henry is there.

There are still some other notable parallels among the

characters of Miss Hellman's Southern Plays. John Bagtry is as

weak as Nick and Julian, and he also functions as a catalyst.

His presence prompts the action of Another Part of the Forest.
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It is because of John that Regina fights Ben and disobeys Marcus.

John's chivalric dreams establish the difference between him,Nick,

and Julian. These idealistic dreams place John within the socia1­

-philosophical context of the Reconstruction. He is, because of

these dreams, bigger than the other characters.

The last outstanding similarity is between Alexandra and

Sophie. In the early stages of the Mood Plays they are both

characterized as naYve, young and obedient. They have both Greek

names meaningful when related to their personalities in the plays

and to Miss Hellman's conception of altruism and wisdom. One minor

dramatic question that arises during the course of their plays is

whether Alexandra and Sophie will be capable of awakening to the

evil and deceit around them. This question is directly connected

with Miss Hellman's main t~esis: the immorality of those who

"stand around and watch" (p. 199),~of those who fritter themselves

away~(p. 542). At the denouement Alexandra and Sophie suffer a

radical change. Miss Hellman makes this change too abrupt to be

convincing. There is, in the development of the action, no concrete

evidence of strength in the girls to justify their rebellion against

the Southern family life patterns ~nd their break from that to a

more meaningful life. The parallel between Alexandra and Sophie is

still evident in the outcome of their loveless engagements.

Although Alexandra's marriage is planned by her family and Sophie

decides hers by herself, neither marriage takes place. The

different times are responsible for the situational differences.

Alexandra is a nineteenth century young lady: pure, uncorrupted:

an American revival of the Greek defender ·of man. Sophie is her

modern paraphrase: a realistic twentieth century version of the
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European common sense both influencing and sUffering influence

from the American way of life. Sophie is a mixture of good and

evil, reminding us that the human personality is round and

composed of aggressive as well as tender impulses in an organiz.:d

equilibrium. Although often p~udent and sensible, she does not

hesitate to blackmail and lie in order to achieve her aims.

Alexandra is idealistic and romantic. Her character retrace~ the

Southern aristrocratic modes of living. Sophie is materia1iitic

and pragmatic, prepared to face the hardships of a modern lnd

depersonalized society. Both girls have in common the on~ quality

that Lillian Hellman most admires: the capacity to stand up and

do- be it right or wrong. In her book of memoires, Scoundrel

Time7, Miss Hellman shows her disappointment towards people,

particularly intellectuals, who think but do not act. When Hammet,

her" closest" and "most beloved friend,"9 was called before

McCarthy's House Committee on UnAmerican Activities, not one

intellectual, as Miss Hellman recalls, testified on his behalf, a

fact which shocked the British editor, Richard Crossman.

Coincidently Lillian Hellman has given the name Crossman to

a peculiarly lonely character, her spokesman in The Autumn Garden.

Crossman, like the other characters in the Mood Plays, is mainly

concerned with his own problems. He is nostalgic for the past and

skeptical in his frustrating search for the meaning of life. He

says: "I've often thought that if started allover again, I'd go

right back to where I started and start from there. Otherwise, it

wouldn't prove anything" (p. 477). And then he asks: "Does anybody

improve with age? Just tell me that, Sophie, and I'll have

something to lie awake and think about" (p.490). Crosssman's remarks

convey one of Miss Hellman's central themes: that an ~imless life

is not a life, but a burden and a tragedy. She also uses his words

ironically, to show the Southerner's narrow conception of honor
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and gentility: "Nick is still a Southerner. With us every well-'

-born lady sacrifices her life for something: a man, a house,

sometimes a gardenia bush" (p. 482), and to criticize the

comfortable position of those who label environment and society

as responsible for both collective and individual action. He

says first to Griggs: "Havenlt you lived in the South long enough

to know that nothing is ever anybody's fault?" (p. 477), and then

to Constance: "Remarkable the things that make people nervous:

coffee, brandy, relatives, running water, too much sun, too little

sun. Never anything in themselves •••• "(p. 478). Crossmanls words

illustrate the thesis that actions are not determined by external

forces alone, that genes and will also influence the behavior of a

person, a group, a nation-mankind.

Miss Hellman brings to the theatre not only her art, but

also a study of the people, place and time she knows. The Hubbard

Plays had questioned the social, political, religious and economic

trends of the Southern Reconstruction. They had pointed out the

corrupt life of a new rich Dixie aristocracy and analysed its

origins in human evil. The Mood Plays similarly describe a certain

people and a certain era, not by means of local color, but by

showing the sterility and emptiness of a decadent society trying

to justify itself. Miss Hellman uses the inductive method to prove

her points. Her arguments move from the particular to the general,

from the concrete to the abstract. Her character's personal

situation reflec~ the national one. There is no conclusive

solution. In the end of the plays Constance, Carrie and Anna are

left alone- as they had been before the arrival of their guests.

Few people change. Many moments of crisis and decision were past
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and missed. It is true that the characters recognize their lies

and rationalizations, but only to admit that it is too late for

them to look for a new and satisfactory answer. Nick and Nina,

Rose and Ben, Carrie and Anna decide to stay together, not

because they care for each other, but because it will be easier

for them.

The Autumn Garden and Toys in the Attic are, like the

Hubbard Plays, set in the American South. But in this latter pair,

Miss Hellman displays more maturity and detachment in dramatizing

controversial facts--in her mode of emphasizing setting, relating

character and action. The Mood Plays mark a step forward in

Lillian Hellman's craftsmanship. She displays a Chekhovian grasp

for unconscious motivations, not previously achieved in the Hubbard

sequence.



.164.

NOTES

Lillian Hellman, Another Part of the Forest, in her The

Collected Plays (Boston: Little, Brown and Company, 1971),

p. 699. All the quotations from Miss Hellman's plays are taken

from this editon. Subsequent references are cited parenthetically

in the text.

2 Lillian Hellman, An Unfinished ~Joman (Boston: Bantam, 1974),p.8.

3 John Phillips and Anne Hollander, "The Art of the Theatre:

Lillian Hellman; An Interview", Paris Review, 33 (Winter-Spring,

1965), p.71.

4 Lillian Hellman, Pentimento: A Book of Portraits (New York:

Signet, 1973), p. 170.

5 Lorena Ross Ho1min, The Dramatic Works of Lillian Hellman

(Stockholm: Almquist and Wikse11., 1973), p. 135.

6 Richard C. Stern, "Lillian Hellman on Her Plays," Contact, 3

(1959), p, 117

7 Lillian Hellman, Scoundrel Time (Boston: Little, Brown and Co.,

1976), pp. 153-55.

8 Hellman, An Unfinished Woman, p. 224.

9 Op.cit., p. 224.



· 165.

TRAGEDY AND TRAGIC ELEMENTS IN MURDER IN THE CATHEDRAL

Magda Ve10so Fernandes de Tolentino

The word Tragedy comes from the Greek -- TRAGOIDIA, and

is thus subdivided:

TRAGOS
01DE

goat
ode, song

According to Aristotle, the origin of the tragedy is in

Dionysus' rite, when the song was accompanied by the sacrifice

of a goat, which might explain the origin of the name.

Although various dramatic games had been played before

by different peoples, it is generally accepted that the

origin of the tragedy is Greek, its peak having been reached

in the 5th Century b.C. with Aeschylus. Sophocles and

Euripides.

So, to Ar i s tot1e, t rag edy s pr i ngs fro mari t ua1

dedicated to Dionysus -- god of wine and fertility. As many

gods who represent the vital forces of nature, Dionysus dies

in Autumn and is reborn in Spring. This explains the cheerful

and comic aspects as well as the sad and tragic ones in the

rites devoted to the god.

As Dionysus was the god of mask and. by extension, of

the metamorphosis, this might explain the use of masks on the

stage (Romeo wears a mask in the first scenes of Romeo and

Juliet). In the performance of a tragedy on the stage, a

few artists play many parts only by using different masks
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at different times.

There are other schools of thought, however. William

Ridgeway ascribes the birth of tragedy to mimic dances of

masked actors in honour of dead heroes. Its origin would thus

be a mournful ritual, not the cult of Dionysus.

The Greek tragedy undoubtedly pays homage to this god.

whose altar stands in the'midd1e of the orchestra -- so

much so that the Dionysian chorus remains as the ritualistic

center of the cult. But, in the interchanges between the

characters, the god is not the center, but the destiny of

the Greek heroes is performed; their myths constitute the

whole history of the nation.

Aristotle gives a definition of tragedy in his Poetics:

"it is the imitation (MIMESIS) of a good action, which is

complete and of a certain length, by means of language made

pleasing for each part separately; it relies in its various

elements not on narrative but on acting; through pity (ELEOS)

and fear (PHOBOS) it achieves the purgation (CATHARSIS) of

such emotions."

The tragedy aims at this catharsis of the audience: it

must therefore have a beginning, a middle and an end and also

present unity of action. The plot must have some verissimilitude

in order to entangle the spectator in its action and finally

lead him to the catharsis. The audience must feel an

emotional identification with the hero, otherwise no

catharsis will have been reached at the end.

Plato conceived MIMESIS to be a great danger because

of this identification. The character's presented sUffering
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seems to be real, and the compassion and fear evoked in the

spectator undermine the stoic attitude he should cultivate.

Aristotle, on the other hand, thought that people release such

pent up emotions like fear and pity by witnessing the

spectacle of a tragic plot. They could then be relieved and

purged of such strong emotions. The pleasure brought by

catharsis is linked to the relish created by the equilibrium,

after the audience's feeling of freedom from emotional

excesses.

Racine proposed a conception of catharsis similar to

the conception of its having a didatic-moralist function:

"Exciting terror and pity, the tragedy purges and flavours

such passions. That is, in raising them, it takes f r-om thes e

passions what is excessive and vicious, and leads them back

to a state of moderation and conformity to reason."

In Aristotle's definition of tragedy we find the expre!

sion "good action". By that he means a noble action of heroes

that belonged to the heroic age. In order to provoke~

and phobos (pity and fear), the tragic plot must present

heroes who go through and ordeal from a state of happiness

to one of suffering, from good fortune to bad fortune. As

Chaucer says is his Prologue to the Monk's Tale:

Tragedie is to seyn a certayn storie,
As olde bookes maken us memorie.
Of hym that stood in greet prosperitee,
And is yfallen out of heigh degree
I nto mys e r ie, and ende t h wr ecched1Y.
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But if the tragic hero were to be "ou ts t andf nq in virtue

and righteousness,lI the plot would be too shocking to evoke

eleos and phobos, but would rather arouse indigation and

cause people to question divine justice. So, the tragic hero

must fall not because he is evil, but through some hamartia,

or lItragic f l aw ;" as the English call it. Hamartia is an

intellectual ignorance rather than a serious moral fault; it

may designate, in Butcher's words, an lIerror due to inadequa­

te knowledge of particular circumstances ll or an act that is

lIconscious and intentional, but not deliberate,lI for example,

one lI committed in anger or passion,lI or it may be a mere

"defect in character."

The tragic flaw of the protagonist entails his tragic

responsibility. The tragic her~ must besides be someone who

enjoys great reputation and fortune, like Macbeth, Oedipus,

or Hamlet. Sometimes the punishment to the hero in his change

of destiny - the per-i pe te t e (in English: reversal) is

out of proportion with his crime, or flaw, which is a

characteristic of the tragedy.

The hero possesses HYBRIS, or arrogance. Pride, when

out of proportion, harm$ the "measure,lI or universal

equilibrium, or inter-relation between human action and

universal forces, between micro and macrocosm. Anagnoris is

a process through which the hero goes: it is the recognition,

or realization of his flaw or of the other forces acting

around him.

Hegel, the German philosopher, believes that the

spectator's spiritual response to the function of tragedy of
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eliciting pity and fear (according to Aristotle) is very

important, because the spectator is not touched by suffering

alone, but by suffering derived from a conflict.

This conflict arises from man's ethical behaviour and

beliefs, which rule man's relationships within the bonds of

the family and the state: relationships of parent and child,

brother and sister, husband and wife, citizen and state,

citizen and citizen. These ethical beliefs sustain personal

love, honour, ideals of religion, science or social welfare.

Each of these powers is good and righteous, for they are

equally justified and there is no essential conflict between

them. The kind of conflict that brings about tragic actions,

according to Hegel, arises when two individuals start

making claims each on behalf of one of two different powers,

dividing the ethical substance and disturbing the harmony.

In a tragic conflict there must be a collision between

men who are committed to high positive values, and their

clash is inevitable, unavoidable. It is not the destruction,

however, that elicits pity and fear, but the division of the

ethical substance and the suffering it entails. Death alone

does not make a tragedy. Death is only sad; for it to become

tragic there have to be various essential moments: conscious

action, a complete adoption of important values against power­

ful resistances, either internal or external, conflict, etc.

Death, to be tragic, must imply a sacrifice of the gift

of life;death as an aim to triumph over the world and life

is not tragic. Plato's ideas imply that the life one leaves

behind is not particularly important, since the world is
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only a semblance to the true reality: So, one must leave this

world without pain, to pass into a higher, divine level. Death

is only tragic when one values it deeply, but has to

renounce it for the sake of a cause one values higher than

life itself. Antigone's' conflict is tragic: she loves life

but deems it necessary to give her brother a dignified burial,

even if it means death for her; giving up life is a sacrifice;

however, she must renounce it to stand for what she believes

is more important still. Jean Anoui1h's Antigone cries out

in a hymn to life:

"Go on living: Who was it that was always
the first out of bed because she loved the touch
of the cold morning air on her bare skin? Who was
always the last to bed because nothing than
infinite weariness could wean her from the
lingering night? Who wept when she was little
because there were too many grasses in the
meadow, too many creatures in the field, for her
to know and touch them all?"

Death, coming upon such lust for life, as a result of

conflict between different ethical values, IS tragic.

Of the three units related to tragedy -- action, time

and space -- Aristotle insists only on action. "Tragedy

endeavours, as far as possible, in not exceeding the time of

a revolution of the sun, or at least only slightly." Sometimes

it takes longer, then we have the abstraction of it.

Tragedies take the significant points in time, which are put

together, disregarding the in-betweens. Through this idea a
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new conc1us~on was arrived at: time concentration implies

space concentration -- action should take place in the same

premises.

Shakespeare's tragedies differ from the classic Greek

model insomuch as they go through long periods of time and

through various spaces the unity swerves from the action

to the hero. We notice that in the Elizabethan playhouse the

stage is projected into the audience -- it surrounds the

stage. Most of the action takes place in the main stage, in

the middle of the audience. There is no scenery. or very

little. For example. the play is usually acted in the

afternoon, so the illusion of night must be created by words.

(Romeo: "lady. by yonder blessed moon I vow •... ") There is

no way of closing down the stage; everything is created

through the medium of words; so the tragedy is a verbal

universe.

The chorus is a distinct characteristic of the tragedy

even in ancient times. The chorus separates the action in

various "episodes" with dialogues. while it sings in rich

and metrified verses. It has a quantity of functions. besides

being the centre of the ritual: it represents the ~,the

collective, which amplifies the action beyond the individual

conflict. The heroes of Aristocratic origin live their drama

publicly, before all the people. And. as the £.2..!~ represents

universal order, the chorus broadens the drama in a cosmic

scale.

The chorus is like the public opinion: it contemplates,

objectivates, generalizes, comments. interprets and evaluates.
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positively or negatively, the dramatic action of the

characters. Sometimes it is the mouthpiece of the author. Never

theless, insomuch as the chorus tends to be the voice of

tradition, the author does not necessarily have to

identify himself with it.

In T.S. Eliot1s Murder in the Cathedral we can detach

various elements of tragedy, although we will at the end of

this work arrive at the conclusion that the play is not a

tragedy.

The chorus is an outstanding tragic element, foretelling

what is going to happen and commenting on what has already

happened. The chorus of the Women of Canterbury separates

the action and acts as evaluators of the events. In the

beginning their speech is explanatory of circumstances.There

is an expectancy on the part of the chorus as to future

events. They wait; they are passive.

Their second speech, after the appearance of the

tempters, shows fear at what they feel is inevitably going

to happen to the Archbishop and consequently to the people.

At the beginning of the second act, waiting is mingled with

fear, to be followed by the chorus' acceptance of the

inevitable.

The last pronouncement of the chorus comes when the

Archbishop is being murdered; we can clearly feel the hope­

lessness in their words; the horror of the deed which is

being performed and their cry for the cleansing of souls.

All the while, acting as commentators or spokesmen
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for the people, the chorus is representative of the ~. It

starts and ends the play,acting as the centre, the voice of

tradi ti on, the uni versal order.

The ancient tragedy was destined to be performed in

the sacred temple of Dionysus, as part of a public religious

service. In Murder in the Cathedral we feel the whole of the

drama is also like a religious service being performed, the

action of the play all being enacted inside the Cathedral,

which brings to the play another element of tragedy. One

other factor is having the same actors performing the roles

. Tempters and Knights,just like in ancient tragedies the

actors used masks to represent more than one character.

But the most important element of tragedy to be

considered in the play is the study of the character Thomas

o Jecket. Is he or is he not a tragic hero?

Here we have the hero undergoing a fall from good to

b~d fortune, and this fall can be ascribed to a flaw in his

character: his pride. His pride can be interpreted in either

of two ways: the pride of righteousness, of choosing what

is the right road to tread; or the pride of becoming a

martyr. The latter seems to be the pride Becket possesses.

We can even feel in his words of the sermon that he is

foretelling the event of a new death and the birth of a new

martyr. His sermon is a renewal of the Passion of Christ and

he harps on the subject of glory and martyrdom, referring

to Christ but also reminding the congregation that other

martyrs may come. He even says:
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A Christian martyrdom is never an accident,
for Saints are not made by accident. Still less
is a Christian martyrdom the effect of a man's
will to become a Saint, as a man by willing and
contriving may become a ruler of men. A martyr­
dom is always the design of God, for His love
of men, to warn them and to lead them, to bring
them back to His ways. It is never the design
of man; for the true martyr is he who has
become the instrument of God, who has lost his
will in the will of God, and who no longer
desires anything for himself, not even the glory
of being a martyr. l

The second part of this speech may well be his endeavour

to answer the fourth Tempter, who is the instrument which

shows us that Thomas has this kind of pride. The fourth

Tempter is the only one who has any meaning to Thomas. He is

like a mirror: he challenges Thomas with his pride and makes

him own to it. As Fraser says:

The real action of the play lies not in the
violent killing of the archbishop at the end but
in his confrontation of various temptations, of
which the most serious is this te~tation to
accept his martyrdom for the wrong reason; not
out of Christian humility and obedience and the
need to bear witness, but out of spiritual
pride. 2

So, in the sermon, what Thomas is really saying to the

audience is that the murder they are just about to see

committed by the Knights is a matter of religious
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significan~e. When they see him die they must remember his

death is in the pattern of all the deaths that have been

suffered in the cause of Christianity since the Crucifixion

itself. His death should be recognized as a symbol of other

things than the mere decease of Thomas, a colourful archbishop

of Canterbury, one of the things being "blood": blood that

Christ shed that we might be saved. Christ's death

inevitably means any Christian's life is dedicated to Him

and that the supreme confirmation of this dedication lies

in giving up his life to Him.

Thomas is in a way, in his sermon, inviting the

audience to look at the Cross on the altar as they see him

die and in so doing identify the two deaths. Then, if

Thomas has the pride of martyrdom, his acts lead to the

belief that he considers his death as an occasion to triumph

over the visible world and life, and reach through it that

higher, divine level where Saints dwell. So, the reckoning

is: NO, Thomas is nota tragic hero. He is not renouncing life,

he is only using it to achieve higher levels of being.

As for the Knights, they illustrate Hegel IS theory of

conflict in tragedy: they did what they thought was their duty,

they stood for their ethical beliefs. Their speeches after

the killing remind us of Mark Anthonyls speech, in

Shakespeare's play, after he has killed Julius Caesar: both

try to persuade the people of their righteousness, and of

their reasons for killing.

Despite the presence of so many elements of tragedy in

the play, the conclusion arrived at is that Murder in the
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Cathedral is more a passion-play than a tragedy, the true

drama is interi~r: th. crucial moment being when the most

dangerous tempter uses Thomas' own words to lure him into

temptation. Thomas is the area where a crisis occurs rather

than a living person. The chorus has a richer theatrical

impact than the character of the archbishop himself.
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2G.S. Fraser, The Modern Writer and his World (Great
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A READING OF WHAT MAISIE KNEW

Maria da Concei~ao Magalhaes Vaz de Mello

Thesis: "Maisie finally chooses to live with Mrs, Wix because

with her she can be most free and consequently most

truly human" (Henry James and the Dramatic Analogy,

by Joseph Wiesenfarth).l

In a sense, we can say that in this novel, Sir Claude

and Mrs. Wix are the only characters, among those who surround

Maisie, who are really human. Maisie doesn't choose Sir Claude,

though she loved him more than Mr~ Wix, because he wasn't free.

He was, as Mrs. Wix herself had said, "just a poor sunk slave.,,2

He was a slave to his passions, to the women he loved. In the

final chapters of the book many people are said to be free.

Sir Claude and Mr~ Beale are free. But Maisie is then mature

enough to find out that the only person who is really free is

Mrs. Wi x , Therefore she comes back to Eng 1and wi t h her.

Maisie is a little girl but her parents and step parents

were so irresponsible that they realized that no one but the

girl herself could decide about her future. And I think she

was right in remaining with her governess and we will see why.

Maisie's parents, Beale and Ida Farange, were immoral and

selfish. After their divorce they used Maisie as an instrument

to continue their quarrel~
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She was the little feathered shuttlecock they
could fiercely keep flying between them. The
evil they had the gift of thinking or pretending
to think of each other they poured into her little
gravely-gaging soul as into a boundless
receptacle .••

But one day Maisie found out that·

She had been a centre of hatred and a messenger
of insult, and that everything was bad because she
had been employed to make it so.

And she deci ded to change her behav t our:

Her parted lips locked themselves with the deter­
mination to be employed no longer. She would
forget everything, she would repeat nothing ••.

When her parents found out that she was no longer useful

to them, and was only a financial burden, they began to call

her "a little idiot" and lost any interest in her. Then each

began to 1eave the gi rl with the other for peri ods much

longer than the agreedsix months, and they finished by

completely giving her up. But she had a s~epfatherf Sir

Claude, a stepmother, Mrs. Beale, and a governess, Mrs. Wix,

to take care of her. Maisie's stepparents were really

interested in her. But theirs was also a selfish interest

because they were in love and Maisie was an excuse for them

to meet each other. They repeated over and over again: "You
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brought us together". But Sir Claude really loved Maisie

in spite of all his weaknesses though Mr~ Beale loved her

only because of him. That's why, at the end, Maisie asked

Sir Claude to give up MrL Beale. But we know that he would

give everything up for her, except her stepmother. Maisie

knew that this woman had many things in common with her

mother and was very different from her governess, Mr~ Wix.

We can say that Henry James presented Mr~ Beale and Mrs.

Wix as two opposed characters. How does he do this? He

assigns to each adjectives with opposite meanings. When

writing about Mr~Beale he uses adjectives like: young, pretty,

lovely, beautiful, charming, handsome and clever. But when

he describes Mrs Wix the adjectives are: poor, old, ugly,

dingy, melancholy, terrible, queer. When Maisie, speaking of

Mrs. Beale, once said: 'She's beautiful and I love he r ; I love

her and she's beautiful ~ I, Mrs Wix replied: "And 1 1 m hideous

and you hate me?"MrL Beale was much more educated than Mr~

Wix. She "could say lots of dates straight off, state the

position of Malaba~ play six pieces without notes and, in a

sketch, put in beautifully the trees and houses and difficult

parts ." And these were things Mrs. Wix couldn't do. Another

imp0 r tan t differe nce betweenthe two worn en was t hat Mrs. Wi x I s

reactions were almost always related to silence while Mrs.

Beale's were related to words. The first lines in chapter

five are:

The second parting from Miss Overmore had been
bad enough, but this first parting from Mrs Wix
was much worse •.• It was dreadfully silent, as it
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had been when her tooth was taken out; Mrs.Wix
had on that occasion grabbed her hand and they
had clung to each other with the frenzy of their
determination not to scream.

And a little further:

Embedded in Mrs. Wix's nature as her tooth had been
socketed in her gum. the operation of extracting
her would really have been a case for chloroform.
It was a hug that fortunate~y left nothing to say.
for the poor woman's want of words at such an hour
seemed to fall in with her want of everything.

Then Mai s i e. t hink i ng 0 f Mis s 0verm0 r e (Mrs. Beale) •

remembered the difference when. six months
before. she had been torn from the breast of that
more spiritual protectress. Miss Overmore•.• had
been thoroughly audible and voluble; her protest
had rung out bravely and she had declared that
something - her pupil didn't know exactly what ­
was a regular wicked shame.

r~rs. Beale had repeated several times that she adored Maisie

and would never give her up. But we know Sir Claude was the

only person she would never give up. MrL Wix opened her

mouth only once to say to Maisie: uI can promise you that.

whatever I do. I shall never let you out of my sight." And

this is the only promise in the novel which is entirely

fulfilled. Even Sir Claude had repeated to Maisie several

times that he wouldn't lose sight of her. But at the end he

prov~d t~ be too weak to keep his promise.

In spite of a11 her fau 1ts Ma is i e knew that Mrs. Wi x
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had been, with passion and anguish, a mother,
and that this was something Miss Overmore was
not, something (strangely, confusingly) that
mamma was even less.

She also knew that

in her ugliness and poverty, she was peculiarly
and soothingly.safe; safe~ tha~ anyone in the
world, than papa, than mamma, than the lady with
the arched eyebrows; safer even, though so much
less beautiful, than Miss Overmore, on whose
loveliness, as she supposed it, the little girl
was faintly conscious that one wouldnlt rest
with the same tucked-in and kissed-for-good-night
feeling.

Mrs. Wix was the only one who could be a mother. She had
transferred all the love she had for Clara Matilda, her late
daughter, to her pupil. Though being ugly, uneducated, and
having a limited "moral sense," she was selfless and had no
other interest but the child. When she lost Clara Matilda
she lost everything because she "had had absolutely nothing
else in all the world ..• " Nothing is said in the novel
about her husband. His name appears only once, in the
following passage: " •.. Mr. Wix, her husband, as to whom
nothing was mentioned save that he had been dead for
ages." The only man she loved was Sir Claude. But
she loved him like a mother. She wanted to save him from the
women he loved, especially from Mrs. Beale. Sir Claude. too,
could have loved her only as a mother. Once, while speaking
abouther • he sa i d toMa i s i e: "I don't 10 ve her, don I t you
see? I do her perfect justice," he pursued, "but I mean I.
donlt love her as I do you. and 11m sure you wouldn't
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seriously expect it. She's not my daughter -- come, old

chap~ She's not even my mother, though I dare say it would

have been better for me if she had bee~. I'll do for her

what lid do for my mother, but I won't do more." And he

had really done something for her. He had supported her

after she had been dismissed by Maisie's mother. He had been

human with her as he had been human with Maisie. But when

he refused to give Mrs. Beale up Maisie realized that he

was not being hu~an and that he was not free. This was what

made her choose Mrs. Wix who was more free and more human.

It is interesting to note that throughout the novel

the author makes us feel that Maisie and her governess are

linked together by some mysterious lace. When Maisie met

Mrs. Wix for the first time, at her mother's, she "took her

and, Maisie felt the next day, would never let her go."

Maisie knew this though Mrs. Wix didn't tell her. In

Boulogne they had quarrelled because of Mrs. Beale, but

they rushed together again too soon for either
to feel that either had kept it up, and though
they went home in silence it was with a vivid
perception for Maisie that her companion's hand
had closed upon her. That hand had shown al ­
together, these twenty-four hours, a new capacity
for closing, and one of the truths the child
could least resist was that a certain greatness
had now come to Mrs. Wix.

And a little further: "She still bore the mark of the tone
in which her friend had shown out that threat of never
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losing sight of her." When the two were together on the

bench in the rampart we are told that "their hands remained

linked in unutterable sign of their union." Then we have:

"Their hands were so linked and their union so continued "

And also: "They had touched bottom and melted together "



.186.

NOTES

1Joseph Wies~nfarth, Henry James and the Dramatic
Analogy (New York: Fordham University Press, 1963), p. 65.

2Henry James, What Maisie Knew (Hardmondsworth: Penguin
Books Ldt, 1975). All quotations from the novel were taken from
this edition.
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TRAGIC ELEMENTS IN DEATH OF A SALESMAN IN THE

LIGHT OF OEDIPUS THE KING

Maria Helena Lott Lage

Arthur Miller's Death of a Salesman may be considered

one of the most effective pieces of dramatic art in the

Twentieth Century. It is a tragedy in the classical concept

of the term, and it contains several elements in common with

Sophocles' Oedipus the King, the best known of classical Greek

tragedies. It is the purpose of this paper to discuss such

tragic elements, although concentrating more on Miller's play.

I would say Death of a Salesman is a classical modern tragedy,

since it deals with modern subject-matters and speaks to a

modern audience. Willy Loman, the protagonist of this tragedy,

is a lower-middle class, ordinary man who does not sit on a

throne but in a car with which he earns his living. In spite

of this big difference with the protagonist of Sophocles'

play, both Willy and Oedipus can be considered equally success­

ful tragic heroes. Both of them are human beings whose ideals

of achieving human perfection have been frustrated.due to

their incapacity to face their weaknesses, cope with their

limitations, and confront their real selves.

In both plays, the protagonists are guilt-ridden, and

their tormented consciences claim for an expiation of their

"sins,"and this is what holds the action. The effectiveness

of these two characters is that, although the audience is
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aware of their faults, it sympathizes with them and is even

tempted to consider them innocent or merely unaware victims

of external forces. Oedipus, a victim of his fate, might not

be judged guilty because he does not know that the man he

killed on the road is Laius, his father, and that the woman

he married is his own mother. Willy Loman, a victim of

society, might not be guilty because he is trapped by an

unjust system that does not consider a man's devotion to

his job, and by his two sons who turn their backs to a

father who deposited all his aspirations on them. Never­

theless, both Oedipus and Willy Loman are guilty. Although

to a lesser extent in Miller's play, the heroes' actions

are the result of their free will and both of them are

trapped by their own ambuscades. The inevitability of trying

to escape their real selves, and their inability to overcome

a confrontation with the truth is what makes these two

characters tragic heroes.

Another tragic element common to these plays is their

structure. Both of them start with the consequences of a past

action whose revelation constitutes the climax of both stories

and leads to the catastrophe at the end. In the beginning

of Oedipus the King, the plague is already allover the city

of Thebes, as a consequence of Oedipus' crimes. Death of a

Salesman starts when Willy Loman is near the "breaking point"

due to an excess of work, preoccupation, and reppressed

guilt. Neither his wife, Linda, nor his sons, Biff and Happy,

can do anything to prevent it, and the Loman fami ly is in

a terrible condition as a consequence of Willy's faults. In
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both plays the audience becomes aware that some fatality

will occur, but the tragic flaws or "hamartias," which are

the reasons for the present chaos,are only gradually

revealed and explained. As in a detective story, the

narrative of Sophocles' play is inserted in the dialogues and

speeches, and Wil1y's subconsciousness gradually unfolds the.
whole story as some present word or event reminds him of the

past. Such technique of gradual revelation of the truth is an

effective characteristic of tragedies, since it provokes

strong emotions, creates tension, and builds suspense.

The action of both plays consists of a pursuit of the

truth, flight from the confrontation with this truth, and

the conflicts or "agons" deriving from the heroes' indecision,

pride, and fear. At the same time that Oedipus wants to know

Laius' assassin, he evades the answer. He osci1ates between

listening to Tiresias and ignoring him, and he does not

know whether to believe in Jocasta or not, whether to blame

Creon or not, because he is afraid to face the truth about

himself. Although aware of what the oracle has predicted for

him, Oedipus prefers to ignore the facts about his origin

after he commits the murder on the road, as he also ignores

the murder itself. It is more convenient for him to rely on

the fact that he is the only man who could solve the riddle

of the sphinx; that he is superior to all men and even

has supernatural powers because he believes he has escaped

the gods' determinations. Willy Loman wants to find an

explanation for the questions he has in his mind, but at the

same time he tries to avoid it, hiding behind his illusions.

He should know that the episode in Boston may be the cause
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of Biff's failure, but he refuses to admit it. He prefers

to ignore this fact and look for some other justification.

He simply cannot see himself and the ones around him as they

really are. Both Oedipus and Willy Loman are involved in

terrible conflicts with others, as well as with themselves.

Such conflicts constitute the essential element of a

tragedy because of the violent emotions they stir in the

audience. In Sophocles' tragedy, there are "agons" between

Oedipus and the will of the gods} when he tries· to escape

his fate. Later, Oedipus has conflicts with Tiresias, Creon,

Jocasta, and also with himself. According to some psychologie­

al theories, Oedipus's true guilt is to have unconsciously

wanted to beget himself through his mother and from her --

a double conflict of an individual who wants to be neither

father noc son but himself only. Oedipus was born as a result

of his father's drunkeness one night, an indication that he

was not actually desired; he was rejected by his parents

when he was still a baby; so now he places his ego above

anything and anyone else. Oedipus is tortured by his

"agons" throughout the whole play, and his flight ends only

when he finally calls the shepherd who had saved his life,

instead of disappearing wtth him, when he was a baby.

The "agons" in Death of a Salesman involve Willy Loman

and the people around him -- his family, employer, and

friends. But, like Oedipus, Willy's greatest conflict is

with himself, with his own conscience. Miller's hero is a

man who has built his life on the illusion that he is

respected, well-liked, and thus destined to be successful.

He has raised his sons by conditioning them to follow his
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dogma and beJieve that they are the best in everything, and

that they will never fail. But his eagerness for success and

power, his selfishness and excessive pride, have led him to

anihi1ate his wife's and his sons' personalities. He is

actually an immature and insecure man who contradicts himself

all the time, and whose inconsistent values and false ideals

have confused his sons in such a way that they are totally

unable to get settled in life. Happy is the personification

of mediocrity whose self-assertion consists of the vulgar

idea that having his own apartment and sleeping with every

woman he meets are all a man needs to be "happy". He actual­

ly deludes himself with the false ideals he has inherited

from his father. His apparent good humor and happiness are

merely a way to avoid admitting that he has always been

rejected by his father, who worships Biff.

Why this obsession Willy has for his oldest son? It

is not merely a question of preference, but mainly because

Biff, who had been the projection of Willy's false image of

himself, turned out to be the exact representation of his

real image -- a failed, "low man". As a teenager Biff used

to be a leader, a high school hero, popular, admired, and

well-liked. He had the potentialities of becoming a success

in the future, and his motivation was his father's incentive

and "example", or the image Willy "sold" of himself. Biff

idolized this image, but exactly at the moment he mostly

needed his father's moral support, he was confronted with

the real Willy. He saw that what his father said did not

correspond at all with what he did. Biff's disappointment

caused a trauma that prevented him from doing anything
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worthwhile thereafter, as if his life had stopped in Boston.

But not even the audience becomes aware of Willy's greatest

tragic "flaw" until the climax, towards the end of the play.

Linda suspects there must be a reason for the gap

between Willy and Biff because, whenever there is a letter

from Biff or he comes home, Willy gets worse, but she does

not even get close to the truth. She never realizes that it

is Willy's repressed guilt that forbids her to mend

stockings in the house because it reminds him of what he

wants to forget. Only Biff can understand what is destroying

Willy, because it is the same thing that is destroying him­

self. Sometimes he can hardly control himself, as when he

cries out to his mother once, "I know he's a fake and he

doesn't like anyone around who knows."l But Linda tries to

justify Willy all the time. In fact, she contributes to her

husband's and her sons' failures with her passivity, omission,

and weak personality that lead her to perpetuate Willy's

illusions and false ideals before himself and their sons.

The only time Linda tried to influence Willy's decisions was

disastrous when ·she convinced him that he should not

follow his brother Ben to Alaska. At the end, Linda cannot

understand her husband's suicide (although she had somehow

predicted it), because she has never gotten to know the real

Willy. She has the same false image of him that he had of

himself, as she also holds the same false values that Willy

cultivated. She has never realized that Willy's failure as a

father, and his need to expiate before Biff, were more crucial

to him than his failure as a salesman, the supporter of the

family.
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Wi11~ Loman is forced to admit his failure as a salesman

much before he is confronted with his failure as a father,

and his resistance against the former is not as great as that

against the latter. Moral and personal defeat are far more

difficult to cope with than professional and economical

defeat. It has been claimed that Death of a Salesman is a

social criticism and that Willy Loman is a victim of the

American society of the time; that he represents the

distorted dreams of the American myth which failed because

of excessive individualism, pride, and ambition -- an over­

competitive system. It is true that there were faults with

the system, and that some of Wi11y's complaints were just.

He was right to claim for some garantee when it was time for

him to retire, as he was also right when he complained about

the exploration of employees by employer. and about the

discrepancies of a consumer's society. But Willy Loman is not

merely a victim of his environment; he is a consenting victim,

and the driving forces were his pride. his uncontrollable

ambition, his false ideals. In spite of the system, he

could have succeeded. The "ghost" of his brother Ben is there

to remind him that he had other chances in life which he

deliberately threw away. Willy simply could not distinguish

between the real and the ideal. and this conflict may be

considered the tragic force on the play.

Such conflict makes Willy postpone the confrontation

with his real self throughout the whole play. At the begin­

ning. in the stage directions. Miller says that the atmos­

phere of the setting is one of "dream rising out of reality."

The expressionistic scenes, showing the inside of Wil1y's
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mind from his own point-of-view, display a co-occurrence of

past and present, dream and reality, which have a powerful

drama~ic ~ffect. As Willy's subconsciousness is gradually

revealed, the audience accompanies this man's struggle

against admitting his own faults and guilt. There is enough

evidence that Willy might have been happier in a rural

environment, working with his hands, thus following his

father and his brother. But there is much more evidence that

if Willy had been more responsible and realistic, conscious

of hi.s limitations and weaknesses, he would not have failed.

Willy's true guilt is that he had a false image of himself

and of others. Because he thought he was better than anyone

else, he humiliated his best friend, Charley, and Biff's

best frien~, Bernard. Not even after he realized that he had

been defeated as a salesman, did Willy accept Charley's help.

He would accept Charley's money, but he would never work for

the man he had mocked all his life.

Willy's refusal of Charley's proposal of job gives

evidence to the fact that Willy gave more importance to his

image as a father than his image as a salesman before his

sons. T~e death of the salesman precedes the death of the

father and the latter involves a much greater conflict.

Willy saw how Bernard succeeded, in spite of his insignificance

as a teenager in high school, just the opposite of Biff. He

also saw that Charley succeeded, mainly as a father, in spite

of his lack of ambition and non-interference in his son's

life, just the opposite of Willy's concept of education. And

he finally understood that it was his betrayal of the image

Biff had of him as a father that caused the son's failure.
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