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Introduction: Ninth Grade Program

The first unit in the ninth grade literature program sets the theme for
the whole literature program at the level., It concerns the concept of genre.
The idea of genre is, of course, not simply an idea having to do with
marrative structure; it has to do with kinds of diction, decorum, and literary
postures which g> with the narrative structure. A4s a consequence, the first
vnit studies not only the conception of genre but some of the shorter genres:
the literary attitudes ond devices which go with them (attitude, tone,
perspective). The literature program then turns to the study of three signi-
ficant classical genres: satire (formal and menippean satire) comedy, and
epic. The satire unit draws on a variety of periods but concentrates most
heavily upon two relatively modern satires: George Orwell's Animal Farm and
Leonard Wibberlyis The Mouse That Roared.

(1) The comedy unit takes up comedy as it appears in three separate
historical periods--the "Mcdern" period, the "Classical" period and the
"Renaissance" pericd. In order to prepare students for thc study of comedy
and, indeed, for the study of dramatic literature generally, "The Idea of a
Play", a unit concerning the stage machine, the stage company, the acting
traditions of three great theatres, is included hefore the comedy unit. Its
purpose is not tu force students to become producers or directors or actors.
Rather, it is to give them some sense of the kind of reading and the kind of
interpietation which is appropriate to the understanding of dramatic literature.

(2) The unit on the epic takes up the most ancient of classical epics,
the Cdyssey; it is a unit which should be related to the eighth grade unit
on the epic hero (Beowulf and The Song of Roland). Whereas the emphasis of
the eighth grade unit is upon the claracter of the epic hero, the emphasis of
the ninth grade unit is upon the epic form as it was adumbrated by Homer. The
form of the epic as it is known to classical and neoclassical writers is
essentially that created by Homer: the journey and the great battle. This
was the form which was adopted by Virgil and the form which exercised a heavy
influence upon such writers as Spenser and Milton,

Cne set of language and composition units for this level is concerned
with dialects, geographic and social dialects, and phonology and the uses of
language. These three subjects are interrelated. Dialects are partially
defined by phonological differences, The history of the language and the study
of dialects are very closely related. One cannot understand the varieties of
American dialects apart from some understanding of the linguistic history
which lies behind them. (See eighth grade unit "History of the Language).

Cne further gain which may be implicit in these two units is that they may
give students some understanding of the nature of usage, of how they came

to have the usage concepts they do have and how it is that opinions differ
rather radically in the area of usage. To understand the evolution of English
and its varieties is to understand something of the futility of prescriptive
attitudes toward usage. To understand the history of the language is also to
understand that the efforts of the pedagogue to eradicate so-called usage
errors are pretty largely futile efforts, The third unit concerning language
which has been devised for the ninth grade is a unit which builds both upon
the eighth grade unit concerning "Morphology and Syntax" and the eighth grade
unit concerned with "Words and Their Meanings". "Syntax and the Rhetoric of
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the Sentence" is very closely related to the linguistic description of syntax.
The fourth unit, "The Uses of Language," also builds upon the eighth grade
units "Syntax" and "Words and Their Meanings." This unit makes students conscious

of eight common purposes for which language is used.

Once any language unit has been taught, the teacher should apply its sub-
stance to the literature of the literature units which he teaches thereafter.
Phonological insights may be developed further in the study of literature,
especially in the study of poetry. Dialectal variation, both geographic and
so~ial, is displayed in hoth the satire and the comedy units. An understanding
of "Syntax and the Rhetoric of the Sentence" and "The Uses of Language" may
intensify the students! understanding and appreciation of the professional
writers' work. The teacher should have the student exa’iine the principles of
both vuits as he studies the succeeding literature units.
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Attitude, Tone, Perspective

The fact that a piece of writing has been created by a human being
means that in many ways that human being is involved in his work and with
his audience or reader; he must decide who he will present himself as being--
who will be the main speaker in his work-—and how this speaker will talk to
his audience and about his subject., No matter how objective any writer
might choose to be,no matter how much he might want to conceal himself,
he cannot avoid establishing a relationship with his subject anc audience
and presenting himself in relationship to that audience as a certain kind
of man. Even the natural scientist involved in the process of describing
or explaining a natural rhenomenon reveals something of himself. Needless
to say, a literary man, dealing as he so often does with the inner life of
man, makes certain commitments and expresses a vision. No two writers will
treat the same subject in the same way because no two writers have sets of
senses which enable them to see and communicate their visions of the same
subject in an identical fashion. For exanple, the truth of this condition
of men is made evident when we examine the work of the graphic artist or
painter. If we take a painter's picture of a natural scene, such as Cezanne's
picture of Mont Sainte-~Victoire, and place it beside a photograph of the
same scene, we will see more clearly how the artist's vision is uniquely
hie own and how his creative skills operated with the same uniqueness. Or
if we place the picture of one painter beside that of the other, both of
which used the same physical scene and position, we shall see how much the
two artists differ. A case in point is Chiang Yee's "Cows in Derwc itwater"
and the same scene painted by an anonymous artist. A writer can write only
what he can "conceive," whether it be as macabre a view as that of Poe in
"The Masque of the Red Death" or in "The Fall of the House of Usher." Any-
one who has read Mark Twain, Charles Dickens, Jane Austen, or any other
author of recognized reputation is acutely zware of the differences of their
respective conceptions, their views of the world, in fact, their individual
worlds. We may separate into three categories the ways in which literary
works present materigl:

(1) The author's attitude: the assumptions that he makes about his audience,
his stance toward it, i.e., in rhetorieal terms, his pathos.

(2) The author's tone: the manner in which the speaker in the work, the
voice which we hear talking, presents himself and his character—in
rhetorical terms, ethos.

(3) The authorts perspective: +the slant of "light" in which he presents
his subject--in classical rhetoric implicit in choice of genre and
stylistic level,

A, Attituge: an author and his audience.

The attitude of an author implicit in his work may be defined as his
attitude toward his reader (pathos). Originally, literature was oral.
The orator or post addressed himself to a living audience. As cccasion
detanded it, he cculd alter his work to suit a particular audience.
Speaking to an audience who has just lost an important battle demands
an attitude quite differsnt from that which the same poet or orator
might use with an audience which has just won an important battle. The
writer, as opposed to the orator or post, does not have this same kind
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of flexibility, Once it has been written, his work remains the same.
It camnot adjust itself to varying kinds of readers. Writers may
assume various kinds of readers. Although these readers may be widely
varied, writers usually try to have in mind some one or some kind of
person with whem they cen establish rapport. Thewriter assuming a
friendiy reader is likely to be informal in his style; a writer assuming
a hostile reader is likely to be formal, even guarded, in his manner
of writing. Thus the writer's attitude toward either kind of reader

is reflected in his choice of vocabulary, his allusions, his figurative
language, his examples, his structure, even his choice of literary
form. Between these two extremes in the natures of the readers, we
will find gradients of attitude paralleling the several kinds of
readers to whom a writer may address his work.

B. Tone: the dramatizing of the speaker's '"character" (ethos).

The word tone has its origin in oral communication. For example, a
person may say, "You are my best friend." But whether these words
communicate an honest attitude of the speaker toward thz one addressed,
making the one addressed feel that he is a truly valuable person to
the speaker, or whether the words communicate an ironic intention,
suggesting that, "You aren't mach, but still you're my best friend,"
depends upon the tone of voice, the stress, and perhaps even the facial
signals of the speaker. Since the writer has few means of including
these signals in the written language, he has to use whatever the
written language affords him to suggest the intention of his commu-
nication: what his mettle is at the moment he writes and what his
general character is. The choice the writer makes between two words
which have almcst the same meaning--for example, plump or fat--may
mean the difference between presenting oneself as friendly or unfriendly,
indulgent or critical. The choice of figurative language suggests

the lightness or seriousness of the writer; his honesty, serenity,

his simplicity or complexity, his intellectual or anti-intellectual
character. The selection of examples to illustrate a generalization
suggests what a man wishes to be taken for. Whichever tone the writer
wants to establish, he attempts to make sure that all the elements

of his writing come into harmony and work toward establishing a
rarticular tone. For example, read William H, White's account of the
death of his daughter, the obituary which he prepared for the Emporia
(Kansas) Gazette. (See activities addressed to the student.) The
language is collognial, and yet it serves, primarily because of the
contrast between it and the seriousness of the subject, to evoke
without false sentiment the genuine expressions of gri:f that the
father feels for a daughter who had died before reaching maturity.

It tells us about the father's character as it is tried by death.

C. Perspective: The author's stance toward his subject (genre and
stylistic level).

We may consider perspective apart. The simplest stance which a writer
ray take toward his subject is that of direct confrontation. Few
literary writers take this stance because few who have written en-
during works previously have used this simrle position. The literary

©
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man may be more successful when he assumes an oblique stance. He
may feel that, in certain contexts, literature which is characterized
by suggestion and implication is more likely to appeal to the dis-
criminating reader than that which states directly.

The perspective frem which the writer views his subject and the manner
in which he manipulates the properties of his subject provide rec-
ognizable kinds of literature. Two of these are what may be called
the epic perspective and the satiric perspective and are at opposite
poles from one another, These patterns of literary kinds depernd upon
various types of distortion.

The epic perspective tends to magnify things, to take historical men
or putative historical men such as Roland, Odysseus, or Aeneas and

cut away their faults, to simplify their virtues and their virtuous
actions, and to present them in the language suggestive of the high,
sometimes fervid, praise found in the ode. The satiric perspective
tends to take historical situations such as the Russian revolution
and present them viewed through a language and a fable which magnifies
what is evil, disgusting, or foolish in then,

Attitude, tone and perspective are very closely related to matters
of genre. The sense of '"genre" is a quite flexible thing, depending on our
sense of the kind of plot which tends to go with the genre, the kind of
meter and so forth. But it is also very clesely related to our sense of
a work's stance toward its audience, toward its subject, and its presen-
tation of the character of the man who speaks in the work, The following
chart may assist in clarifying how attitude, tone, and perspective go with
generic considerations:

Attitude Tone Perspective

(Pathos) (Ethos) (Styl%stic level, fable
etc.
(1) Cde - Audiences treated (1) A noble, dispassion- (1) The subject is treated
seriously, invited to ate voice sings the in an elevated style
awe, adoration, praise. praise of virtue. as excellent, perfect,

triumphant, etc.

(2) Satire - Audiences may be(2) Author may present  (2) The subject is treated

played with, triated himself as indignant in a low style generally
with contempec or with scourge of folly or often under a fable
condescensicn as worthy wise, old sage, or which displays its
itself of satire or retired objective faults and grotesques.

may be treated as reason- ccmmentator,
able, ordinary, capable

of perceiving faults in

others.

(3) Epic -~ Audiences general-(3) Author may keep him- (3) The subject is treated
ly treated as "members of self pretty well cut in a high elevated

the group," people who have of the story or pre- style and given mag-
the same ideals as the sent himself only as nificence of virtue

s speaker, who wish to hear a singer of stories or by all kinds of marvel-
story of the nation or a rather transparent lous fables which

tribe again,
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A
etc. Author empha- singer in praise magnify rather than
sizes his oneness with of virtue recognized diminish its great-

his audience, by everyone. The ness.
voice may be quite
like that in the ode.

Comedy - Audiences are  (4) Author may keep him- (L) The style is generally
often invited to become self pretty largely a low style, plain,
part of the act, to throw out of the work or he rustic, full of vule
things at the foolish~ pay,by one means or garities and often
villainous, to laugh, to another, enter the woerk the subject 1s treated
come to dinner (end of and point to cne or in a manner which dis-
Platus Rope), and to hee- another of the objects plays its faults,
haw. at which we are to hee-= though generally more
haw. by way of example than

by way of fable.

One can obviously make similer kinds of distinctions for other kinds of

fiction~- both those to come in the ninth grade and after and those which
have ccme earlier. .

Procedure:

In teaching this unit, the teacher should direct the student to a
close reading of each of the rassages to be analyzed and considered. The
teacher should read the materials of this unit which are directed to the
student. He will notice as he does that attitude, tone, and perspective
are introduced in these materials in the same order in which they are
presented in the materials directed to the teacher. He will find with
each of these three literary elements one or more short selections which
he may use in helping the student to develop his understanding of these
elements. The teacher should also be aware of the units, especially those
dealing with literary forms, which the student has studied in the past. By
reviewing these forms, the teacher can make the student more conscious now
of the effects that the form chosen by an author has on the matter which he
communicates. ILikewise, the teacher should anticipate the succeeding units
of the year: satire, epic, and comedy. And when he teaches these units,
he should return from time to time to a reconsideration of the present unit
and should help the student to apply the principles learned here to the
units which follow.

Bibliography for the Teacher:

Brooks, Cleanth, and Warren, Robert Penn. Modern Rhetoric. New York:
Harcourt, Brance and Company, 1958. Second edition,

Gombrich, E. H. Art and Illusion: A Study in the Psychologv of Pictorial
Representation. Bolligen Series XXXV, 5. New York: The Fantheon
Books, Inc., 1960.

Martin, Harold C. The Logic and Rhetoric of Exposition. New York: Rinehart
& Company, 1958.
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- Booth, zhyne. The Rhetoric of Fiction., Chicago: University of Chicago,
1561.

ITI., Genres
Introduction:

The study of genres (or kinds) is based on analogies in form. In
primitive cultures the idea of 'kind' does not appear because these cultures
do not have a literary past. Cur kinds of literature come from the Greek
‘and Roman literatures. The earliest literature was a religious ritual
from which tragedy and comedy developed. Gradually other distinct forms
arose. Some of these were the epic, mock-epic, comedy, tragedy, satire,
beast-fable, ode, pastoral, epigram, and elegy. Many of our verse forms
developed during the Middle Ages, and all of these types were modified
and changed in later ages in order to conform to different social cultures.
Not all of our types of literature come from Western civilization; the
Haiku, for instance, came to us from Japan.

The teacher could introduce this unit on genre informally by asking
the students how they play rummy, solitaire, hop-scetch or some other game
that has many variants. When they realize that there are many ways to play
similar games, the teacher should ask some girl to summarize the rules of
football. This should bring a variety of answers and also the realizations
that high school football differs from college football and professional
football and that to enjoy the game more completely, it is impertant to
know what the teams are doing on the field. The teacher could also ask
the students to name the different kinds of literature and give the charac-
teristics of ecach if they can. Finally, the teacher might summarize and
add to any of the types that the students have mentioned.

A. The Epigram

Objectives:

1. To examine another type of literature to develop further the con-
cept of '"kinds." ,
2. To gain experience in the new type by studying its characteristics.

Procedures:

1. Write several epigrams on the blackboard or distribute copies to
each studeat.

2. Read them aloud to the students, or, if the students are good readers,
have the students read them aloud.

3. Have students point out the idea expressed in each epigram; have
them discuss the attitude, tone, and perspective of each.

The students will probably develop the idea that an epigram is a short
poem, or a prose saying which cleverly expresses a single idea. The study
or examination of other epigrams will bring out the idea of the number of
subjects treated. Finally, a discussion of-attitude, tone, and perspective

}
|
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o as these appear in the epigram--if they do in any meaningful way~-will
S help them get clear about how works establish a stance toward audience

and subject.

It is not necessary to spend more than two days on this part of the
unit. The material here could be used the first day and then students
may wish to look for other examples to bring to class for discussicn.

Encourage students to ccmpose original compositions,

Here are some famous epigrams that are definitions of epigrams:

"What is an epigram? A dwarfish whele,
Tts body brevity, and wit its soul."
--Coleridge

"The qualities rare in a bee that we meet,

In an epigram never should fail;

Tne body should always be little and sweet,

And the sting should be felt in its tail."
-=-Unknown

"An epigram is tut a feeble thing
With straw in tail, stuck there by way of sting."
--Cowper

"He misses what is meant by epigram
Who thinks it only frivolous flim~flam."
--Martial

"A brilliant epigram is a solemn

platitude gone to a masquerade ball."
-=Iionel Strachey

"An epigram is only a wise crack

that'!'s played Carnegie Hall."
~-=0Oscar Levant

And others:
EPIGRAM

"Sir, I admit your general rule,
That every poet is a fool,
But you yourself may serve to show it,
That every fool is not a poet."
--Coleridge
(attributed to Pope in another
reference work)

"To John I owed great obligation;

But Joln unhappily thought fit

To publish it to all the nation;

So John and .I are more than quit."
~-Matthew Prior

©
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B.

A WIFE

Lord Erskine, at women presuming to rail,

Calls a wife "a tin canister tied to one's tail";

And fair lady Anne, while the subject he carries on,

Seems hurt at his Lordship's degrading comparison.

But wherefore degrading? considered aright,

A canister's useful, and polished, and bright;

And should dirt its original purity hide,

That's the fault of the puppy to whom it is tied.
-<Richard Brinsley Sheridan

SOME LADIES

Some ladies now make pretty songs,
And some make pretty nurses;
Some men are great at righting wrongs
And some at writing verses.
-~Frederick Locker-lampson

TO A BLCCKHEAD
You bear your pate, and fancy with will come;
Knock as you please; there's nobody at home.
~-Alexander Pope

The Limerick

Objectives:

1. To show that this is one of the many kinds of literature (poetry)
that follow certain patterns. (This is one of the first lessons. )

2. To display the light tone, the familiar attitude and the "“irreverent"
or satiric perspective of the limerick.

Frocedures:

1. Copy the first, second and fourth limericks on the board.

5. Have students determine the rime scheme (aabba). Is there anything

different about the rime schemes in these limericks? (Note that

the rime scheme in the second and the fourth limerick includes

the same word as a rime in the first and fifth lines--this is

typically English)., Also try to determine the number of main

stresses. Generally the first, second and fifth lines have three

main stresses, and the other two lines will have two main stresses.

The students will notice many variations.

Read the other limericks (or make selections).

Have all the students write a first line for a limerick.

Fut the best first lines on the board, and have the class select

the one or two that they like the best.

. Assignment: Everyone write a limerick using the first line selected
by the class,

o wnidP\Ww
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- The second day: The students could read some of the best ones. A
Sy review of the Haiku (see pp. 92d-94d in A Curriculum for Fnglish).
Limerick:

Well, it's partly the shape of the thing
That gives the old limerick wing:
These accordian pleats
Full of airy conceits
Take it up like a kite cn a string.
~-=Anonymous

A flea and a fly in a flue
Were imprisoned, so what could they do?
Said the fly, "ILet us flee."
Said the flea, "Let us fly."
So they flew through a flaw in the flue.
—-=Anonymous

An epicure, dining at Crewe,
Found quite a large mouse in his stew.
Said the waiter, "Don't shout,
And wave it about,
Cr the rest will be wanting one, tool"
-=Anonymous

) There was an Old Man with a beard,
Who said, "It is just as I feared!--
Two Owls and a Hen,
Four larks and a Wren,
Have all built their nests in my beard."
~-Edward Lear

There was a young man of Devizes,
Whose ears were of different sizes;
The one that was small
Was of no use at all,
But the other won several prizes.
~=~Anonymous

A silly young feliow named Hyde
Tn a funeral procession was spied;
When asked, "Who is dead?"
He giggled and said,
"I don't know; I just came for the ride."
-=-Anonymous

There was a young lady of Twickenham,
Whose shoes were tco tight to walk quick in tems
She came back frem her walk,
Looking white as a chalk,
And took ‘em both off and was sick in tem.
—-Qliver Herford
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The bottle of perfume that Willie sent

Was highly displeasing to Millicent;
Her thanks were SO cold
They quarrelled, I'm told,

Through that silly scent Willie se
~=Anonymous

nt Millicent.

As a bezuty I am not a star,

There are others more handsome by far,
But my face--I don't mind it
For I am behind it.

Tt's the people in front get the jar!
~-Anthony Euwer

A tutor who tooted a {iute,
Tried to teach two young tooters to toot.
55id the two to the tutor,
nIs it harder to toot, or

uPo tutor two tooters to toot?"
~-Carolyn Vells

There was a young fellow named Hall,
Who fell in the spring in the fall;
tTwould have been a sad thing
If he'd died in the spring,
But he didn't--he died in the fall.
—-ANOnymous

There was an old perscn of leeds,
And simple indeed were his needs.
Said he: "To save toil
Growing things in the soil,
111 just eat the packets of seeds!"
~=AnOnymous

There was a Young lady whose chin
Resembled the point of a pin;
So she had it made sharp,
ind purchased a harp,
And played several tunes with her chin.
--Edward Lear

C. The Parable

Objectives:

rables have qualities of

1. To review evidence that pe
certain intrinsic chara

2. To show that parables have
the parables are short,

goed writing;”
cteristics.

an inherent moral

(The language is simple,
is apparent, and they point out common faults: thoughtlessness,
pride, selfishness, jealousy, etc.)

which generally

3, To display the attitude, tone, and perspective
go with the parable.

i
1




Procedure:

1. Pass out dittoed or mimeographed copies of *The Good Samaritan,"
"The Prodigal Son," "The Rich Man and lazarus," and "The Two
Foundations." These could possibly be dictated or put on the
board if there are no duplicating facilities. Read aloud as the
students read with you. Then discuss:

a. "The Rich Mam and lazarus." Possible discussion questions:

(1) What details contrast the two men?

Rich man: lazarus:

in purple and fine linen beggar had to be carried
(was laid)

faring sumptuously every day wanted the crumbs that fell
from the table

died and was buried full of sores

(he had a funeral) dogs licked the sores

the beggar died

(2) What "perspective" do the details create on the "subject"--
the responsibilities, under God, of the rich to the poor°
(3) What is the tone and attitude of this parable?

b. "The Good Samaritan." Possible discussion questions:

(1) What realistic details are included and what do they show
about current conditions and customs? (Road from Jerusalem
to Jericho was noted for robberies~-local interest. The oil
to heal. The wine to sterilize. The inns and means of
transportation.)

(2) Why did the priest and Levite pass on the other side? Were
they afraid for their safety? (Afraid to be contaminated.

1 implied rather than stated condemnation of their system
of humanity.) What would people do tcday in a similar
situation of seeing scmeone hurt by a road? Would they be
afraid of a trap, or would they stop and help?

(3) Vhy is the Samaritan chosen to be the rescuer? (This shows

. that neighborliness is no question of race.)

(4) What is a good neighbor?

(5) How does the story create a new perspective on Samaritans--
who were hated by the Jews? On neighbors?

(6) What is the tone and attitude here?

c. Have studenis read "The Drﬂingal Son," Have students discuss from
their noles o tlis ypoi-nlr why, [rom. 2. literary-or writing view-
point, it has very me,h¢;p¢al.

e
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"The Prodigal Son'"

The story is direct and rapid. The younger boy "wasted his
substance with riotous living. And when he spent all," he ate
husks tec fill his belly. "And he arose and came to his father."
When he returned, his father ordered a celebration. The elder
son's jealously is shown in a few words: "and yet thou never
gavest me a kid."

The symbols are concrete and familiar and this familiarity of
symbol in part establishes the work's attitude, its relation to its
audience: the boy had "wasted his goods," his father'!s servants
had "bread to spare," the father gave him a ring, killed a "fatted
calf," and put shoes on his feet (servants didn't wear shoes); and
"they began to make merry." In other parables, the "lost sheep" and
the "lost ring'" and the "lost boy" are equally concrete.

The son wasted all and said, "I have sinned against Heaven,"
the father "fell on his neck and kissed him," and so forth. These
in turn stand for man's relation to God and provide a parable per-
srective which renders the "distant" accessible without making it
contemptible.

The language is simple and direct: "There arose a mighty
famine," '"no man gave to him," 'sinned against Heaven," "devoured
thy living with harlots." The parables are addressed to the respecte
able people in ancient Israel and are concerned often with sins of
omission: people who don't use their talents; the rich men who don't
notice the beggars; the proud men who build their houses on the
"sand" and so forth. Students might consider what the parables
assume about their audience and why they establish the perspectives
on their subjects which they do establish.

Possible Assignment: Have the students discuss in a paragraph the
common characteristics of the parable and use examples from the
parables to support their generalizations. Then have them discuss
the attitude, tone, and perspective which commenly go with parables.

Farables:

THE GOOD SAMARITAN
(Luke X: 30-36)

A certain man was going down from Jerusalem to Jericho; and he fell
among robbers, who both stripped him and beat him, and departed, leaving
him half-dead. And by chance a certain priest was going down that way: and
when he saw him, he passed by on the other side. ind in like manner a
Levite also when he came to the place and saw him, passed by on the other
side.

But a certain Samaritan, as he journeyed, came where he was: and when
he saw him, he was moved with compassion, and cams to him, and bound up his
wounds, pouring on them oil and wine; and he set him on his own beast, and
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F J laid at his gate, full of sores, and desiring to be fed with the crumbs that
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brought him to an inn and took care of him. And on the morrow he took out
two shillings, and gave them to the host, and said, "Take care of himj and
whatsoever thou spendest more, I, when I come vack again, will repay thee."

Which of these three proved neighbor unto him that fell among the robbers? 1

THE PRODIGAL SON
(Iuke XV: 11-32) |

A certain man had two sons: and the younger of them said to his father,
"Father, give me the portion of thy substance that falleth to me." And he |
divided unto them his living. And not many days after, the younger son ,
gathered all together and took his journey into a far country; and there |
he wastec his substance with riotous living. And when he had spent all, |
there arose a mighty famine in that country; and he. began to be in want. |
And he weni and joined himself to one of the citizens of that country; and |
he sent him into his fields to feed swine. And he would have filled his
belly with the husks that the swine did eat: and no man gave unto him. j
Put when he cume to himself he said, "How many hired servants of my father's |
have bread enovgh and to spare, and I perish here with hunger! I will arise ‘
and go to my father, and will say unto him, 'Father, I have sinned against
heaven, and in thy sight: I am no more worthy to be called thy son: make
me as one of thy hired servants.'" And he arose, and came to his father.

But while he was yet afar off, his father saw him, and was moved with com-

passion, and ran, and fell on his neck, and kissed him. And the son said |
unto him, "Father, I have sinned against heaven, and in they sight; I am no

more worthy to be called thy son." But the father said to his servants, ‘
"Bring forth quickly the best robe, and put it on him; and put a ring on
his hand, and shoes on his feet: and bring the fatted calf, and kill it,
and let us eay, and make merry: for this my son was dead, and is alive
again; he was lost and is found." They began to be merry. Now his elder
son was in the field: and as he came and drew nigh to the house, he heard
uusic and dancing. And he called to him one of the servants, and inquired
what these things might be. And he said unto him,"Thy brother is come;

and thy father hath killed the fatted calf because he hath received him
safe and sound." But he was angry, and would not go in: and his father
came out, and entreated him. But he answered and said to his father, "lo,
these many years do I serve thee, and I never transgressed a commandment of
thine; and Yot thou never gavest me a kid, that I might make merry with my
friends: but when this thy son came, who hath devoured thy living with
harlots, thou killedst for him the fatted calf." And he said unto him,"Son,
thou are ever with me, and all that is mine is thine. But it was meet to
make merry and be glad: for this thy brother was dead, and_is.alive again;
and was lost, and is found."

THE RICH MAN AND LAZARUS
(Iuke XVI: 19-31)

Now there was a certain rich man, and he was clothed in purple and fine
linen, faring sumptuously every day: and a certain beggar named Lazarus was

fell frocm the rich man's table: yea, even the dogs came-and. licked his .sores.

©
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And it came to pass that the beggar died and that he was carried away by the
angels into Abraham's bosom: and the rich man also died, and was buried.

And in Hades he lifted up his eyes, being in torments, and seeth Abraham

afar off, and lazarus in his bosom. And he cried and said, "Father Abreham,
have mercy on me, and send lazarus, that he may dip the tip of his finger

in water, and cool my tongue; for I am in anguish in this flame." But

Abrehem said, "Son, remember that thou in thy lifetime receivedst thy good
things, and lazarus in like manner evil things: but now there he is comforted,
and thou art in anguish. And besides all this, between us and you there is

a great gulf fixed, that they that would pass from hence to you may not

be able, and that none may cross over from thence to us." And he said, "I
pray thee therefore, father, that thou wouldest send him to my father's house;
for I have five brethen; that he may testify unto them, lest they also come
into this place of torment." But Abraham saith, "They have Moses and the
Prophets; let them hear them." And he said, "Ney, father Abraham: but if one
go to them from the dead, they will repent." And he said unto him, "If they
hear not Moses and the prophets, neither will they be persuaded if one rise
from the dead.”

THE TWO FCUNDATICNS
(Matthew VIII: 24~27)

Everyone therefore that heareth these words of mine, and doeth them,
shall be likened unto a wiseman, who built his house upon the rock: and the
rain descended, and the floods came, and the winds blew, and beat upon that
house: and it feli not: for it was founded upon the rock. And every one
that heareth these words of mine, and doeth them not, shall be likened unto
a foolish man, who built his house upon the sand: and the rain descended,
and the floods came, and the winds blew, and smote upon that house; and it
fell: and great was the fall thereof.

D. The Fable

Objectives:

1. To review the fable as a type of literature.

2, To point out certain similarities among the fables.

3, To show that human characteristics are the same for all ages but that
a particular society (or person) could adapt the fabie (or other
stories) to a specific circumstance.

L. To examine attitude, tone, and perspective in the fable.

Procedures:

1. Use some of the familiar expressions or terms from the fables, and
have the students briefly tell the fables that these expressions are
from.

2. Read Aesop's and la Fontaine's versions of "Belling the Cat" and ask
them to point out the differences in attitude, tone, perspective in
all three. What do these differences show about the cultures of
each, about relations between artist, audience, and subject? Why
would Ia Fontaine's version have more appeal to the Frenchmenof-the
late 17th century (Ila Fontaine—-1621-1695) and.later?™ -
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3. Read some of the fables without morals and have the students supply
the morals. Also read Thurber's "The Little Girl and the Wolf" and
have the students supply the moral. ZFThe students might want to
compare the versions of the story which they know (Perrault or
Gpimmi7. Consider tone and perspective here.

L. Discuss whether these fables are for children only; could adults get
enjoyment out of them too? Discuss attitude here.

5. Discuss some local problems or faults that a fable could illustrate
(street conditions, school system, taxes, teen-age drivers, etc.)
How would one control attitude, tone, ete. to make one's discussion
persuasive?

. Composition or assignment suggestions:

1. Have the students write a fable that would point out some human
characteristic or some community need.
2. Have the students compare the fable and the parable.

Background Sketch on the Fable:

The durability and popularity of this ancient form of storytelling
can certainly be seen in the great number of expressions that are a part
of our everyday language: "The race is not always to the swift," '"kill-
ing the goose that lays the golden eggs," "pulling chestnuts out of the
fire," "fishing in muddy waters," "sour grapes," "don't count your
chickens before they're hatched," "the wolf in sheep's clothing," "the
boy nho cried wolf," "one good turn deserves another," "practice what you
preach," "the ant and the grasshopper," and "familiarity breeds contempt."

The simple moral lessons illustrated by the speech and actions of
animals, and sometimes people, certainly show that people today are just
as wise or foolish as their ancestors in Aesop's time. In fact the
beast-tale seems to have been a popular kind of folk story in most ancient
cultures. The Sanskrit colleciion from India called The Panchatantra
(The Five Books) contained many fables that eventually reached Greece.
Even before Greece had "free speech," fables were used in political speeches
to point out weaknesses of some of the leaders. Generally the fable
assumes a simple, serious audience interested in having the moral made
concrete; it assumes a capacity for perceiving irony; the style is
generally simple and the "perspective" indirect,--the medium of a story - ..
which stands for the subject. And usually the fable writer adapts the
tone of a familiar wit--laconic, honest, wise.

Although Aesop, the deformed Fhrygian slave of Xanthus, whom he
constantly outwitted, lived in the sixth century B.C., the first collec-
tion of his tales was made by Demetrius Phalereus about 300 B.C. under
the title of Assemblies of Aesopic Tales. ILater they were interpolated
and turned into neat Iatin iambics by Fhaedrus, a Greek freedman, in the
early years of the Christian era. Of course, the fable was used by the
Greeks as one of their many rhetorical devices for making a strong point.
Quintilian, in the first century, urged the Roman school children to
memorize and raraphrase the fables. Many French _generations followed the
same Learning”patterns,'usingmth%xFables_QfmlawFoptaine.
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After the invention of printing, Stainhowel published a collection
in Germany about 1480. Within a few years collections appeared in
France, England (by Caxton in 1484), Italy, Holland, and Spain. Thus
the oral tales became part of the folk literature of Western civilization.

Fables:
THE CCUNCIL HELD BY THE RATS

by
Jean de la Fontaine

Old Rodilard, & certain cat,

Such havoc of the rats had made,

Twas difficult to find a rat

With nature's debt unpaid. (i.c., death)
The few that did remain,

To leave their holes afraid,

From usual food abstain,

Not eatuing half their fill.

And wonder no one wilil,

That one who made on rats his revel,
With rats passed not for cat, but devil.,
Now, on a day, this dread rat-eater,
Who had a wife, went out to meet her;
And while he held his caterwauling,

The unkilled rats, their chapter calling,
Discussed the point, in grave debate,
How they might shun impending fate.
Their dean, a prudent rat,

Thought best, and better soon than late,
To bell the fatal cat;

That, when he took his hunting round,
The rats, well cautioned by the sound,
Might hide in safety under ground;
Indeed he knew no other neans.

And all the rest

At once confessed

Their minds were with the dean's.

No vetter plan, they all believed,

Could possibly have been conceived.

No doubt the thing would work right well,
If anyone would hang the bell.

But, one. by one, said every rat,

I'm not so big a fool as that.

The plan, knocked up in this respect,
The council closed without effect,

And many a council I have seen

Cr reverend chapter with its dean,

That, thus resolving wisely,

Fell through like this precisely.
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To argue or refute
Wise counsellors abound;
The man to execute
Is harder to be found.
(Translated by Elizur Wright, Jr.)

BELLING THE CAT

by
Aesop

Long ago, the mice held a general council to consider what measures
they could take to outwit their common enemy, the Cat, Some said this,
and some said that; but at last a yo mouse got up and said he had a
proposal to make, which he thought would meet the case. "You will all
agree," said he, "that our chief danger consists in the sly and treacherous
manner in which the enemy approaches us. Now, if we could receive scme
signal of her approach, we could easily escape from her, I venture , there~
fore, to propose that & small bell be procured s> and attached by a ribbon
round the neck of the Cat, By this means we should always know when she
was about, and could easily retire while she was in the neighborhood,"

This proposal met with general applause, until an old mouse got up
and sald: "That is all very well, but who is to bell the Cat?" The mice
looked at one another and nobody spoke. Then the old mouse said: "IT
IS EASY TO PROPOSE IINPOSSIBLE REMEDIES."

THE LITTLE GIRL AND THE WOLF
by

James Thurber

AESOPtS FABLES
(without morals)

"The Miser"
Once upon a time there was a Miser who used to hide his gold at the
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foot of a tree in his garden; but every week he used to go and dig it up
and gloat over his gains. A robber, who had noticed this, went and dug
up the gold and decamped with it. When the Miser next came to gloat over
his treasures, he found nothing but the empty hole. He tore his hair,
and ;-aised such an outery that all the neighbors came around him, and

he told them how he used to come and visit his gold. "Did you ever take
any of it out?" asked one of them.

"No," said he, "I only came to look at it."

"Then come again and look at the hole," said a neighbor; "it will do

you just as much good."

The Pastoral

Cbjectives:

1.
2.
3.
b

To show the characteristics of another of the literary genres -

the pastoral.

To teach the students to recognize through induction what these
characteristics are.

To indicate the importance of Theocritus and Virgil in the development
of this genre.

To study the attitude, tone, perspective developed by writers using
this genre.

Frocedure:

In the study of the pastoral, the student should come to recognize that
it is the following set of characteristics which distinguish the pastoral
from other forms:

1.
2.
3.
be
5.

6.
7.

8.

The characters are sherherds.

They are in a beautiful spot--usually a pasture (a place for grazing).
Flocks of sheep are nearby.

There are references to Greek gods, particularly Nature-Gods.

The names of the shepherds are musical and are repeatedly used by
most pastoral poets.

The poetry is written in hexameters (in Greek pastorals).

The conversation between the shepherds often becomes a debate or con-
test, sometimes in rustic language.

The attitude of the pastoral may vary--it may involve a direct treat-
ment of its subject, sherherds and shepherdesses, or it may treat
"something else" allegorically through the means of a story about
sherherds and shepherdesses. The style is usually "simple." The
audience is treated in a familiar, easygoing way except when the
pastoral concerns death. And the author generally presents himself
as witty and urban in contrast with his subjects and yet as respectful
of simplicity:

a. Place the poem by Theocritus in the student's hands; perhaps
read it aloud to them, Put the proper nouns on the board with
markings sc that the students will be familiar with these people
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before you begin to read.”
b. Ask the students such questions as these:

(1) What is the "perspective" on sheep~herding? (Note partic-
ularly the names of the shepherds, the concern for love,
for "idecalizing! etc.).

Who is Folyphemus?

Describe the setting. How is it made an "ideal spot?"

What references are made to the Greek gods?

There seems to be a debate between the two. What subject

are they debating? Who wins? Is the debate a debate such

as you have with your friends? What separates this debate
from ordinary debates?

c. Give the students as an assignment the reading of the second
poem by Rober.. Herrick. Have them show in writing how this poem
is like the other cne that you have discussed. Try to get the
class to formmlate through this comparison a description of what
a pastoral is like, Sugges* that they use lines from the poem ‘
to illustrate this descripvion.

d. Have them discuss how the two poems are alike in their perspective i
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on "sheep-herders" and how they are different.

e. A copy of the comic-satiric pastoral by Swift, "A Gentle Echo |
on Woman" has been included for the teacher to use in motivating |
the study of literary kind. It should scarcely be used until the
two serious examples of the pastoral have been studied; it should ‘
help to clarify what the common tone and perspective are in the |
rastoral by providing a contrastive sample,

Background information on the pastoral:

Pastoral is one of the kinds (genres) of literature, as are the epic,
tragedy, and satire. Tt is perhaps the earliest of all forms of poetry,
but there is little written evidence to this effect. The form is the
expression of instincts and impulses deeply rooted in the nature of humanity,
and concerns itself with the contrast between the simple and the complicated
ways of living. Its methcd is to exalt the naturalness and virtue of the
simple man at the ewpense of the complicated one, whether the former be a
sherherd, a child, or a working man. This is perfectly justifiable, although
the title given to this kind emphasizes that the natural man is conventionally
a shepherd. The poem shows his loves, his superstitions, and the natural
scenery in which he lives. Pastorals are graceful and full of imagery.

The sherherds in the roems may have a way of life which is admirable
because it is natural and is a local and contemporary version of Golden-Age
humanity, without the intrigue of the Court and the money-grubbing of the
city. The sherherd may lead a deliciocusly idle life and wile away the time,
playing a pipe. He becomes a symbol of the natural life, uncomplicated,
contemplative, and in sympathy with Nature as the townsman can never be.

Often the pastoral is addresszd to courtiers to remind them of the possibility
of living away from vain ambition--and sometimes it is an allegory for court
guings~on.

Theoeritus, the first pastoral poet of note, was born in Syracuse about

*See the attached pronmunciation glossary.
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310 B.C. and lived most of his life in Alexandria under the patronage

of Ptolemy Fhilaelphus. Little is known about his life, but he brought
the pastoral to such perfection that his name and the name of this
important form are closely associated. He made a fairly thorough attempt
to write in rustic language for he found the country folk interesting

in themselves and worth recording. 7o him then are credited the themes,
the meter, and the dialect of the pastoral.

The teacher may wish to read Virgil's pastorals for her own in-
formation~--to contrast them with the pastorals of Theocritus.

The Middle Ages did not quite let the classical pastoral die, and
by the time of the Renaissance in England, the rassion for allegory found
the pastoral a particularly congenial form of expression. In Spenser
alone one may study almost every aspect of Renaissance pastoral. It was
generally acknowledged that the publication of "The Shepherd's Calendar"
in 1579 was one of the most important events in the history of English
poetry. In the sixth book of The Faerje Lueene, we have the richest and
most impressive example of a distinctively English development of the
pastoral tradition, which was later imitated by Shakespeare and Milton.

Many poets wrote pastoral in one form or another, and the general
level of achievement was almost incredibly high; never had the pastoral
seemed a more natural mode of song. The third poem the class will study
was written by Robert Herrick, an English poet and critic. Cne will find
this poem has its roots in classical literature and has some of its
symbolism, Throughout his verse we see his love for nature and his use
of names that reflect the Virgilian eclogue,

FRONUNCIATION GLOSSARY

Alcippe Kl-sipZpi—-a shepherdess

Bacchus Ba¢ Kis--God of wine and revelry

Boreas Bé-ré-as--one of the winds; son of Aeolus, King of Winds

Codrus CodZytis--~the last Athenian king who gave his life to
obtain victory for his people over the Spartans

Corydon Cor-y-don~-an ideal singer of pastoral poetry

Cotyttaris CSt-i~ta-ris--an ancient nurse

Damoetas Da-mi-tae-—a herdsman in pastoral poetry

Daphnis Daf-nis--an ideal Sicilisn sherherd

Demophon Dem<o-fon—-a lover of Phyllis, and one of those who fought

before Troy

Galatea Gal-a-té a--a water nymph whom Polyphemus loved.




Bybla
Meliboeus
Micon
Mincius
Pan

Fhilomel

Phyllis
Priapus
Polyphemus
Telemus

Thyrsis

Introduction:
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Hi-bla--a mountain in Sicily abounding in flowers and bees
Mel-i-be-us--a herdsman of rastoral poetry
Mi-con--the name of a shepherd
Nﬁh-ﬁiius--a tributary of the Po River in Italy
Pan--God of the woods and shepherds

Fhil-o-mel~-granddaughter of Eruhthonius, ward of Minerva,
who was punished by being turned into a nightingale

Fil-is--an ideal maiden of pastoral poetry

Pri-a-pus--a Roman god of increase, promoter of horiculture
Pol-i~-fé-mis--one of the one-eyed Cyclops

Tel-e-zus--the name of a soothsayer

N/
Ther-sus--an ideal shepherd of Greek pastoral poetry

DAPHNIS AND DAMOETAS

by

Theocritus

The sherherds, Daphnis and Damoetas, meet and contend
together in song. Darhnis, at first, makes believe that
he is teasing the giant Polyphemus (cf. Odyssey) for his
love of Galatea, the sea-nymph; then Dampetas replies,
pretending that he is the giant and that he is a simple~
minded Sicilien shepherd,

Damoetas and the herdsman Daphnis had driven each his flock
To feed together in cne place~~golden down on the chin

Of one; half grown, the other's beard. Beside a water-spring
Both of them sat down in the summer noon and then they sang.
Daphnis began the singing; the challenge came from him.

"Don't you see Polyphemus! Galatea is relting
Your flock with apples? Fool-in-love she calls you, a

goatherd clown.

Yet you won't wolf-whistle, hard of heart; you still sit
Piping soft champagne music. There again, look how she

stones ycur dog--

The steady watchman of your sheep. Into the sea she stares

And barks, at the pretty waves, that splash so quietly;
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His image is reflected as he runs along the sand.
Take good care, or else he!ll leap right at the sea-nymph's

legs,

As she comes Irom the sea, and tear her fair flesh with his
teeth.

See how she stands coquetting there, light as the dry winged
seeds

Blown from a thistle in the lovely summer's noonday heat.

If a man loves her, she runs, and, if he "gives," she goes
after him,

And moves her last checker. Truly in Love's eyes

O Polyphemus, what is not at all fair seems fairest of all."

Then Damoetas struck a few notes and sang:

"I saw it, yes, by Pan, when she was torturing my flock:
I saw her, beautiful as she is, and to the end

I'll look at her. Yet--

To punish and torment her, I will not look!

Give it out I love some other girl: she's heard,

And pines with jealousy for me, by Pan, and from the deep
Comes in a frenzy forth to gaze uron my caves and herds, <
I hissed to my dog to bark at her. When I was in love,

He used to whine for joy and rub his muzzle on her knee.

Maybe, seeing me treat her thus time after time, she'll send
Some messenger: I'll shut my door until she swears to marry ne,
Truly, I am a pretty giant, as they pretend.

Not long ago I looked into the sea, when it was calm,

And my beard seemed beautiful, my one eye beautiful.

If I have any judgment; The gleaming of my teeth

Reflected, in the sea, was whiter than perfectly white marble."

Damoetas, when he thus sung kissed Daphnis,

Gave him a pipe; Daphnis gave his friend a shapely flute.
Damoetas fluted, and the herdsman Daphnis played the pipe.
Soon the calves were daneing about the tender grass.
Neither had won the victory: They were both invincible.

Note: In studying this poem, ask the students to consider what this
poem would say about love if the lovers were an ordinary boy and girl-—-
what change in perspective and humorous effect results from making the
lover an ugly, one~eyed, vain, coy giant and the lady a {ish-woman.

TO THE MAIDS THAT WALK ABROAD

by
Robert Herrick

Come, sit we under yonder tree,
Where merry as the maid we'll be;
And as on Primroses we sit,

; We'll venture, if we can, at wit;




Aruitoxt provided by Eic:

HEC

SHEPHERD:

ECHO:
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SHEPHERD ¢
ECHO:

SHEFPHERD:
ECHO:

SHEPHERD :
ECHO:

If not, at Draw-gloves we will play,
So spend some irinutes of the day;
Or else spin out the thread of sands,
FPlaying at Questions and Commands,
Cr tell what strange tricks Love can do
By quickly making one of two.
Thus we sit and talk, but tell
No cruel truths of Fhilomel,
Or Phyllis, whom hard fate forc't cn
To kill herself for Demophon.
But fables we'll relate, how Jove
Put on all shapes to get a love,
As new a Satyr, then a Swan,
A bull but then, and now a man.
Next, we will act how young men woo;
And sigh and kiss as lovers do,

talk of brides; and who shall make
That wedding-smock, this bridal-cake,
That dress, this sprig, that leaf, this vine,
That smoothh and silken columbine.
This done, we'll draw lots who shall buy
And gild the bays and rosemary;
What posies for our wedding rings,
What gloves we'!ll give, and ribanings;
And smiling at our selves, decree
Who then the joining priest shall be:
What short sweet prayers shall be said,
And how the rosset shall be made
With cream of lilies, not of kine,
And maiden's blush for spiced wine.
Thus having talked, we'!ll next commend
A KkKiss to esach, and so we'll end.

A GENTIE ECHO CN WOMAN
(In the Doric Manner)

by
Jonathan Swift

Echo, I ween, will in the wood reply,
And quaintly answer questions; shall I try?

d=d .y @

What shall we do our passion to express?
Press.,

How shall I please here, who ne'er loved before?
Be fore.

What most moves woman when we them address?
A dress.
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SHEFPHERD :
ECHO:

SHEPHERD
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Say, what can keep her chaste whom I adore?
A door.

If music softens rocks, love tunes my lyre.

ECHO: Liar.
SHEPHERD: Then teach me, Echo, how shall I come by her?
ECHO: Buy her.
SHEFHERD: When bought, nco question I shall be her dear?
ECHO: Her deer.
SHEPHERD: But deer have horns: how must I keep her under?
ECHO: Keep her under.
SHEPHERD: What must I do when women will be kind?
ECHO: Be kind.
SHEPHERD: What must I do when women will be cross?
ECHO: Be cross.
SHEPHERD: ILord, what is she that can so turn and wind?
ECHO: Wind.
SHEPHERD: If she be wind, what stills her when she blows?

| ECHO: Blows.

) SHEFHERD: But if she bang again, still should I bang her?
ECHO: Bang her.
SHEFHERD: Is there no way to moderate her anger?
ECHO: Hang her.
SHEPHERD: Thanks, gentle Echo! »right thy answers tell |

What woman is and to guard her well. |

ECHO: Guard her well.

F. The Cde - |
Objectives:

1. To discover the particular characteristics of the ode and to recognize
it as a certain kind of poetry having a characteristic form, and a
characteristic attitude, tone, and perspective.

2. To learn something of the history of the ode.

3. To compare different kinds of odes (personal lyric, choir song) as to
subject, matter, form, and spirit.

Procedure:

B a Skylark,"

1. Distribute copies of Pindar's "The First Olympian"and Shelley's "To J




2. Have the students examine the patterns:

@, How many lines are there in a stanga in each poem?
b. Which lines rhyme in each poem?
¢, Does each poem sound musical?

3. Have the students answer these questions:

8. What is the mood of each poem? What is its attitude, tone, per-
spective? -

b,  What kind of words are used? (simple, elaborate, etc.)

¢s To whom or what is each ode addressed?

The ode is lyricel (musical) in nature. Point out that it can be
traced to the Greek word melos, meaning song, and was originally a chant,
sung to instrumental accompaniment. The attitude is rather serious; the
perspective formal and elaborate., The ode, like Pindar's, had as its
subject some héro, important national event, that would be of interest
to many peorle. The ode was written in a "lofty" tone and magnified its
:gbject. cf, supra the treatment of attitude, tone, and perspective in

e ode,

Second day: review

1. What are the characteristics of the ode?

2., Who were the earliest people to use the ode form?

3. What type of ode did Pindar write? Shelley?

L. How were their odes alike? How were they different? '

5. Taat kind of audience do the odes seem to address themselves to,
what kind of speakers speak in them, and what is their pespective en
their subject?

Assignment: Have the student try to find at least one ode by a2 poet other
than those they have studied and examine it to see if it fits the "ode"
pattern,

ISTHMIA 3

by
Pindar

(For Melissos of Thebes who won the chariot race in the
Olympics; Melissos was also a fighter described by Lattimore
as small; tough; and probably dirty, The last stanza in ths
poem endeavors to account for Melissos' greatness as a
charioteer by telling of the greatness of his ancestors in
the handling of chariots.)




TO A SKYLARK

by
Percy Bysshe Shelley

Hail to thee, blithe spirit!
Bird thou never wert,
That from heaven, or near it,
Pourest thy full heart
In profuse strains of unpremeditated art.

Higher still and higher
From the earth thou springest
Like a cloud of fire;
The blue deep thou wingest,
And singing still dost soar, and soaring ever singest,

In the golden lightning

Of the sunken sun, :
O'er which clouds are brightning,

Thou dost float and run; )
Like an unbodied joy whose race is just begun.

The pale purpie even
Melts around thy flight;
ILike a star o heaven,
In the broad daylight
Thou art unseen, but yet I hear thy shrill dehght ’
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Keen as are the arrows
Of that si.ver srhere,
Whose intense lamp narrows
In the white dawn clear,
Until we hardly see, we feel that it is there.

All the earth and air
With thy voice is loud,
As, when night is bare,
From one lonely cloud
The moor rains out her beams, and heaven is overflowed.

What thou art we know not;
What is most like thee?

From rainbow clouds there flow not
Drops so bright to see,

As from thy presence showers a rain of melody.

Like a poet hidden
In the light of thought,
Singing hyms unbidden,
Till the world is wrought
To sympathy with hopes and fears it needed not:

1
Like a high-born maiden l

In a palace-tower ‘
Soothing her love-laden

Soul in secret hour 1
With music sweet as love, which overflows her bower: ]
Like a glow-worm gclden

In a dell of dew,
Scattering unbeholden

Its aerial hue
Among the flowers and grass, which screen it from the view:

ILike a rose embowered
In its own green leaves,
By warm winds deflowered
Tillthe scent it gives
Makes faint with too much sweet these heavy-winged thieves:

Sound of vernal showers
Cn the twinkling grass,
Rain-awakened flowers,
All that ever was
Joyous, and clear, and fresh, thy music doth surpass:

Teach us, sprite or birg,
What sweet thoughts are thine:
I have never heard
Praise of love or wine
That panted forth a flood of rapture so divine,




Chorus Hymeneal,
Or triumgrhal chaunt,
Matched with thine would be all
But an empty vaunt,
A thing wherein we feel there is some hidden want.

What objects are the fountairis
Of thy happy strain?
What fields, or vales, or mountains?
What shapes of sky or plain?
What love of thine own kind? What ignorance of Fain?

With thy clear keen joyance
Languor cannot be:
Shadows of annoyance
Never czme near thae:
Thou lovest; tut neter knew love's sad satiety.

Waking or asleep,
Tbou of death must deem
Things more true and deep
Than we mortals dream,
Or how could thy notes flow in such a crystal stream?

We look before and after,
And pine for what is not:
Our sincerest laughter
With some pain is fraught;
Cur sweetest songs are those that tell of saddest thought.

Yet if we could scorn
Hate, and pride, and fear;
If we were things born
Not to shed a tear,
I know not how thy joy we ever should come near.

Better than all measures
Of delightful sound,
Better than all treasures
That in books are found,
Thy skill to poet were, thou scorner of the ground!

Teach me half the gladness
That thy brain must know,
Such harmonious madness
From my lips would flow,
The world should listen then, as I am listening now.
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D. Animal Fable Satire
E. Indirect Satire
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I. Overview

This unit seeks to help the student understand the kinds and purposes of
satire. It builds on other units in thls and previous grade levels and it
prepares the student for several subsequent units, a matter which makes careful
preparation of the unit the more rewarding. The ninth-grade unit on "Attitudes,
Tone, and Perspective" is particularly relevant to this unit, since, as many
of the students! study questions indicate, the relationships of the reader and
writer, and of writer and subject are particularly complex and important in
satire. Other previous material has also provided the students with some
background for this unit: the fables in the elementary units, the satiric
fable in The Wind in the Willows, the portions on satire in the eighth-grade
unit cn the "Journey Novel," and parts of the eighth-grade study of A Tale of
Two Cities.

In this unit, students first examine the satiric devices of irony and
parody, then formal or direct satire, and, finally, Menippean or indirect
satire—animal and human fables. The readings in the Student Packet include:

A. a series of short poems in which the device of irony is prominent ;

B. a single parody, based on Longfellow's "The Children's Hour";

i . .. .G. a series of short poems which directly attack well-known and not-so-
(l o - --well-known. figures; the author's country; and war and prominent warriors.
| A1l -of these short-poems-exemplify direct satire and prepare for the




two core texts which are categorized as direct sgtire, one of which
attacks avarice and the other, second-and third-rate writers;

D. some simple animal fables by Aesop and some more complicated fables
with a political or topical reference, all of which prepare for the core
text of this kind of indirect satire, Animal Farm;

E. some human fables: two pictures of countries so grotesquely ugly that
they expose vice by virtue of their ugliness, one of a country so
beautiful it exposes vice by its perfection, and some more individual-
ized portraits which make their satiric points through less extreme
distortion and less extreme indulgence of the fantastic, all of which
prepare for the core text on the human fable, The Mouse That Roared.

The selections contained in the Student Packet need not all be taught to any one
class; however, they are prograrmmed in such a way as to lead the student from
the easy to the difficult and from the short to the long, so that any omissions
should be carefully chosen. Similar considerations apply to the use of the Study
Questions in the Student Packet: they are study helps and, while occasionally
suitable for written answers, not generally recommended as writing assignments;
they are simply too numerous. Further, the Student Packet does contain questions
designed specifically for composition assignments, particularly on the last two
core texts, Animal Farm and The Mouse That Roared.

Thic Packet reflects the organization of the Student Packet, but contains
backzround analyses of the nature, devices, and kinds of satire, as well as
suggested procedures for each section and interpretive guides for the core
texts. The most effective approach to the unit may well be to read rather
carefully first the Teacher Packet, then the Student Packet, then whatever is
available from the sources listed in the "Bibliography" in this Packet; you can
then prepare a short talk to introduce the unit before distributing the Student
Packets. While your background reading should inform such an introductory
lecture, it may best inform that lecture by helping you to raise the right kinds
of questions, Questions which, hopefully, the student will learn to answer for
himself in going through the unit.

You'll find a final source of help in teaching this unit, and a more impor-
tant one than the secondary material listed in the bibliography, in the later
units which build on this one, particularly the ninth-grade unit on "Comedy."
The plays treated there-~Arms and the Man, Twelfth Night, and The Rope--all
contain fairly heavy doses of satire. Similarly, two of the works in the
eleventh-grade study of the novel--Huckleberry Finn and Babbiti--are best under-
stood as satires. The most useful and most directly relevant later unit, though,
is the twelfth-grade unit on Augustan or eighteenth-century satire. The core
texts of the present unit use some of the same devices as the texts of the
twelfth-grade satire unit. Like Jonathan Swift's Gulliver's Travels and Mande-
ville's Fable of the Bees, Animal Farm uses the convention of the animal fable
to satirize society, and like Gulliver's Travels, The Mouse That Roared uses a

fictional society to show by contrast the weaknesses of the great contemporary
political powers. Thus a close study of the twelfth-grade unit on satire is
particularly helpful in presenting this unit.




IX. The Nature and Kinds of Satire
A. The Nature of Satire

Satire ridicules scme vice or weakness, perhaps simply to expose it,
perhaps to correct it. It may have as its object an individual, a fad, or
an entire society. It may be direct satire, which attacks openly and usually
by name, or it may be indirect, cushioning its attack by disguising it as
fable or fiction. Direct attack satire or invective is the method of formal
verse satire as written in classical times by Horace and Juvenal and in
Flizabethan times by Donne and Marston. Indirect or Menippean satire takes
two different forms, which are studied in separate sections of this unit. In
the fable, the first of these two forms, animals or other non-human creatures
(Martians, etc.) display faults in the human world; the fourth book of
Gulliver's Travels and Animal Farm both use this technlque. The other form of
indirect satire is a fiction about human beings whose world is & distorted
version of our world--either better or worse.

B, Satiric Devices

1. Irony

Irony is defined in Webster'!'s New World Dictionary as "a method of humorous
or sarcastic expression in which the intended meaning of the words used is the
direct opposite of their usual sense."™ That the author means the opposite of
what he is saying is a very difficult concept to get across to students; and
when they once start interpreting ironically, the problem is to convince them
that only certain things are to be so interpreted--not everything! Some irony
is, indeed, very difficult to detect, but most isn't. The irony both in the
poems in this section and in later worls in this unit is fairly easy to see.

2. Parody

Parody is a matter of imitating, but imitating by exaggerating or burles-
quing the more notable flaws or idiosyncrasics to make the imitation pompous.
Usually a parody is made of something pompous or of something that can easily
become so. The one example of parody in the Student Packet is not as extensive
an illustration as the importance of the device would warrant, but the concept
is easy for students to grasp since they do mock people by exaggerating a
characteristic. Two parodies of societies which fail to live up to epic
proportions are Alexander Pope's The Rape of the Lock and Henry Fielding's Tom
Jones. After students have studied the epic unit, you may wish to select
passages from these two works to show how they ridicule vanity and hypocrlsy
by allowing them mock-epic proportions.

[ Teachiug Suggestionsj

Cartoons may be used to display the satirical method. Place several
cartoons that employ satire on the bulletin board or blackboard. Pass cartoons
mounted on construction paper to the members of the class so that the students
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can observe the targets of satire. Ask the students to bring in?o class cartoons
to be displayed on the bulletin boards. Each should be marked with the target
of the satire and the device used, if known.

C. Direct Attack Satire
1. Concept Development

Satire which makes use of the device of direct attack upon a person or
group derives, according to Robert C. Eiliot (The Power of Satire, Princeton,
1960), from an ancient Grecian magical rite, the purposz of which was to
stimulate fertility throughout the land: among the crops, the herds and the
people. Part of the ceremony involved the expulsion of evil influences through
reviling these influences with violent language. Against this background, the
legend of the poet Avrchilochus (7th century, B.C.) makes a certain amount of
sense, He is said to have been betrothed to the daughter of a nobleman, to have
been turned down by the old man, and, at the festival of Demeter, to have
composed and recited invectives against his betrothed and father-in-law to be,
invectives so powerful that the two hanged themselves. "According to tradition,
he was the first who 'dipt a bitter Muse in snake venom and stained gentle Helicon
with blood.!" However fanciful such tales may be, it is certain that the poetry
of direct invective was known in ancient Greece. The first poet worthy of the
name who wrote direct satire was Iucilius (180-103 B.C.), the inventor of the
Roman satira. The teacher who wishes to understand the tradition of direct-
attack formal satire as it existed in classical times would do better to turn
to the satires of Horace (65-27 B.C.) and Juvenal (55-135 A.D.) than to those
of Iucilius. Their satires, being a good deal more than personal abuse,ccrstitute
serious ethical essays and are the basis of the later traditiong of classical
and post-classical formal satire. Here is an instance of the satire of Horace
from his satire "On Avarice," translated by Hubert Wetmore Wells [TA portion of
this satire is reproduced in the Student Packet;7:

How is it, Maecenas, that no one is satisfied with his lot in
life, whether he chose it himself or whether it came to him by
accident, but envies those whose lot is different?

"Happy are the traders!" exclaims the soldier, weighted down
with his years, his body broken in arducus service. Yet the
trader, when the south wind tosses his v-ssel about, cries, "War
is better than this! Vhy? When once the ranks attack, you have in
an instant either death or victory." The legal expert, when a
client knocks at his door before cock-crow, calls the farmer lucky.
But the latter, dragged from the country into the city to answer a
summons, is positive that "only those are happy who live in town!"
To cite the many other similar instances would wear out even
talkativ: Fabius.

Without boring you, let me give you the conclusion. If some god
should say, "See here! I will grant what you wish. You, soldier,
shall be a trader; you, counsellor, a farmer. Change your lots and
g0 your way. . . .Hurry up! Why do you hesitate?" They wouldn't do it.
And yet they could! Would not Jupiter be justified in snorting with




anger and saying that hereafter he would not be so indulgent as to
listen to petitions?

I must not, like a jester, laugh the subject off. And still why
may not one speak the truth with a smile like those kindly teachers
who give candy to their pupils to induce them to learn their letters?
Joking aside, however, let us be serious.

That fellow over there who turns a heavy sod with the hard plow-
share, that rascally innkeeper, the soldier, the sailors who so
bravely breast every sea, all of them say that they endure hardship
in order that when they are old and have made sufficient provision
for themselves they may retire to safety and peace. In the same way
the tiny ant, that busiest of all creatures, drags in her mouth
whatever she can to add to the heap she piles up, for she is aware of
the future and anxious about it. When winter comes she never stirs
but prudently uses the stores which she hags gathered up before.

But you, neither summer nor winter, fire, sea nor sword can stop
you from making money just so long as your reighbor is wealthier
than you, What pleasure can it give you to dig stealthily, in fear
and trembling, a hole in the group and bury thersin a huge quantity
of silver and gcld?

"Because if I began to spend it, I cshould soon have none left."

. But if you don't spend it, what attraction is there in the pile
that you have heaped up? Suppose your threshing-floor yields a
hundred thousand bushels of wheat. Your belly cannot, on that
account, hold more than mine. If you were one of a line of slaves
and carried on your shoulder a basket of bread, you couldn't eat
more than the man who carried nothing. What difference, tell me,
does it make to the man who lives a normal life whether he plows a
hundred or a thousand acres?

"It is pleasant to spend from a great pile."

Well, do you think your granaries are better than our bins if we
can take just as much out of our small hoard? It is Just the same as
if you needed only a glass or a pitcher of water and said, "I'd rather
draw the same amount from a river than from this 1little spring." That!s
why men who want more than enough are swept away, together with the
bank they stand on, by the swift Aufidus River, while those who ask for
only so much as they need have neither to drink roiled water nor lose
their lives in the stream.

Most men, led astray by greed, say, "There is no such thing as
enough, A man is judged by the amount he has." VWhat can you do to
people like this but tell them to be wretched since that's what they
want? They are like the Athenian, as greedy as he was rich, who is
said to have turned aside criticism with the remark, "People hiss me,
but I congratulate myself in private when I think of all the money in




my chest." Tantalus, with his thirst, strains at the waters that
elude his lips.

What are you smiling at? Change names and the story fits you!
You doze on, gloating over your money-bags whose contents you have
raked and scraped together. But, as if they were holy, you don't
dare to touch them, or to enjoy them any more than if they were
paintings. Don't you know the value of moner and its purpose? You
can buy bread with it, vegetables, a boutle f wine, and other
necessities from the lack of which human nature suffers. Perhaps
you enjoy watching day and night half “ead with fear, on the alert
for wicked thieves, fires, or slaves wio may rob you and run. Is
that what satisfies you? If that is gocd living I want to be one of
the paupers! If you go to your bed with malaria or some other sicke
ness, is there someone who will sit by you, prepare your medicine,
call in the doctor to set you again on your feet and restore you to
your children and dear relatives? Neither your wife nor your son
wants you to get well. All your neighbors and acquaintances, even
the boys and girls, dislike you. Can you wonder, since you prefer
money to everything else, that no one gives you the affection that
you don't earn? If you think you can without effort keep the friends
whom nature has given you, you're wasting your time, idiot! You might
just as well break an ass to reins and race him in the Field of Mars.

So put limits to your money-grabbing. As your wealth grows, have
less fear of poverty. Begin gradually to taper off your work as you
acquire what you longed for. Don't be like that Ummidius who was so
rich that he measured his money, so cheap that he never had better
clothes than a slave. To the very end of his life he was afraid that
he would die of hunger. Instead, his freedwoman, most courageous of
Tyndareus' daughters, cut him down with an axe!

miell, then, what do you want me to do? ILive like a Navius or
a Nomentanus?"

You always compare things which are utterly different. When I
tell you not to be a miser, that doesn't mean that I am telling you
to be a fool and a spendthrift. There is some middle ground between
Tanais and Visellius, his father-in-law. There is a mean in things,
fixed limits on either side of which right living cannot get a
foothold.

So I come back to where I began to ask how it is that, like the
miser, no one prefers his own lot in life, but praises those whose
lot is different, pines because his neighbor's goat gives niore milk,
doesn't compare himself with the vast multitude of poor people, but
merely strives to outdo this one and that. The man who is eager to
be rich is always blocked by one who is richer, just as when in a race
the barriers are raised and the chariots are flying behind the horses’
hoofs, the charioteer makes for the horses that are outrunning his own,
ignoring those that are left behind. And this is why we rarely find
a man who can say that he had led a happy life and that, content with
his path, he retires like a satisfied guest from a banquet.




Enough for now! For fear you'll think I have rifled the
portfolios of blear-eyed Crispinus I will say no more,

Notice that Horace seems simply to be describing a group of ordinary avaricious
citizens whom he sees around him; his mocking of avarice does not require that
he make up a fiction or a fable such as Swift makes up in the fourth book of
Gulliver's Travels, where the ape-man Yahoos are shown howling for whatever
shiny bits and pieces they can find. Horace merely writes a "conversation-
piece" or a "letter," but he attacks the reader directly: "Change names and
the story fits you." He names names (Fabius); in other satires, he names his
contemporaries or conceals them under the thin disguise of a nickname; but

his purpose is always ethical, not personal. Juvenal is even more direct in
attacking the decadence of post-Augustan Rome: its sexual perversions, its
organized crime, its slum landlords, its degenerate senate, and the breakdown
of its basic social units. Again, Juvenal names names, eschews a fiction, and
strings together his attacks in conversation pieces, essay-like invectives
against vice. The most obvious English practitioners of this kind of satire
are Donne, who imitated both Horace and Juvenal and attacked lawyers and
courtiers; religious controversy, the royal court aid the law courts (1593);
Marston, who imitated Juvenal at his wildest (1598); Dryden, who translated
Juvenal and Persius and wrote a brilliant essay, "A discourse Concerning

the Original and Progress of Satire," to go with his translation (1692); and
Pope, who imitated the "Satires of Horace" in a series of satires of his

own (1730's). |

The satire of direct attack often looks out upon a crowded, grotesque
world filled with monstious people: stupid, boring, lustful, covetous,
malicious, grasping, fanatical people, but people whom the satirist'!s audience
rmust recognize as identifiably like the people in the world of its experience.
Yet the satirist attacks not so much the person as his vice, The satirist,
or "the man who speaks" in the poem, may regard the world as capable of slight
reformation, but he is unlikely to suggest that change in the direction of the
ideal will be easy; he may even seem to regard it as altogether impossible and
see the world as at best capable only of recognition of its faults. (Direct
satire may appear in forms which are much less dependent on classical models
than those mentioned above, as is the case with the direct satires included
in the concept development section of this unit,)

Direct-attack satire commonly uses a rhetoric which separates it from
other forms of satire, a distinctive rhetoric which one can observe by
considering the satiric object, speaker, plot, and method of attack.

l. Satiric Object:

The author points to the bits and pieces of the world which have stung
him into writing; he does not refer to them indirectly "in a fiction,"

2. Speaker:
The author (or "the man who speaks in the poem'") dominates the work and

emphasires his right to speak in the work either by pretending to be the
innocent victim of fools and knaves, or by pretending to be the enraged defender
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of public morality, or by pretending to be the wholly disengaged "grod man"
who, from the retirement of some pastoral seclusion, can tell the world where
it errs and where it does not because he is not caught up in its struggles.

3. Plot:

The author develops no plot or only such bits and pieces of plot as will
serve as a useful analogy for the moment: i.e., Horace's example of the ant in
the satire reproduced above. Unlike comedy and tragedy or Menippean satire,
direct attack satire has no more plot than is required for the satirist to see
a knave or think of one or meet one.

L. Method of attack:

Pretty obviously, direct satire requires a direct attack upon the vices of
the world. The author says what he thinks; at least, he does not depend on a
fable or fiction to get across what he thinks.

Generally, direct attack satire does not offer problems in detecting
what the author is attacking, or why, since the author attacks directly; rather,
it offers subtler problems: the problem involved in getting at the author's
tone, the credentials the speaker in the poem offers which make us bslieve that
he has a right to attack vice; problems involved in getting at the author's
perspective, the angle from which he views his foreshortened subject and which
makes us see it as he does.

“he teacher who wishes to understand formal satire and its "relatives"
would do well to read in the following:

(1) Horace, Satires, I, 4, 5, 6, 9; II, 1, 6, 8

(2) Juvenal, Satires, 3, 4, 5, 10

(3) John Donne, Satires, 1, 3

(4) John Marston (any of whose satires will do)

(5) Alexander Pope, "The First Satire of the Second Book of
Horace Imitated."

Relatives:
(1) Horace, Epistles
(2) Alexander Pope, "Epistle to Dr. Arbuthnot"

2, Teaching Suggestions

Poems 1, 2, and 3 in this section should give the teacher no difficulty.
The student may be encouraged to see that poem 1 is pretty simple abuse and he
may be asked to distinguish what this poem is doing from what the later poems
are trying to do: i.e., expose a person or vice in terms of some objective
principle. The teacher should know pretty clearly what the political situation
in England was in 1819 before teaching poem 5. Again, the question of abuse
arises, Also, the last two lines of the poem are pretty lousy lines and
divert from the satiric mode. Poems 5, 6, and 7 will probably make more sense
to the students if they are read aloud with some vigor. Poem 8 is a very
difficult one, and students should be encouraged to read it silently first
and read very carefully the many notes concerning the poem. Then the teacher
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can read the poem aloud. Poem 9 should present no problems. Throughout this
concept development section, the teacher should be asking the students to

keep their eyes on the five questions which are given ‘at the beginning of the
section. These five questions in the Studernt Packet do not always make sense

if asked of a given poem, but the students should become aware of this gradually
and, ‘preferably, as much on their own as they can. You must, however, be prepareqd
to answer questions which will arise and to help the students determine what can
sensibly be said in discussing satire. t

The core text from Horace is a prose text and should be read silently.
This is.the first classical formal satire that the students will read. The
teacher may wish to give the students some factual material concerning classical f
'Roman direct-attack formal satire before the selection is studied,f The second ‘
core text, Pope's satire, "On Lousy Writers," should probably be introduced by
being read aloud in part, then the student should read the wheole thing to
himself, keeping his eye on the notes; finally the teacher will probably wish
to read each section of this satire aloud and bring to bear on it the five
questions given at the beginning of the section. The questions of attitude, .
tone, and perspective are particularly important in this passage, because Pope 5
very subtly shifts from one key to another as he drives home his picture of the
millions of dullards that surround him, the pettiness of the almost-great who = -
are his rivals, and the austere innocence of his own motives and work.

D. Animal Fable Satire
1. Concept Development

Menippean satire, which includes both animal-fable satire and human-fiction
satire uses a "non-realistic" setting or "non-realistic" creatures, or both,
to make its point. Aesop (5th-6th century, B.C.) the famous fable-teller,
is supposed tc have told his fables not just for their general moral implications,
but also for their relevance to contemporary events: to expose people and vices
of his own time. This tradition was carried on by Aristophanes. That
Aristophanes knew Aesop's fables we know from the fact that he has one of his
characters learn one of them. Aristophanes, perhaps imitating Aesop, handled ;
animals and non-human objects to good satiric effect in his plays: consider
how he handles the clouds, which stand for the misty ideas of the philosophers,
in the Clouds; tue wasps who, in the Wasps, symbolize jurymen; the chorus of |
frogs in the Frogs (cf. "The I -a of a Play" unit); and the birds who in the f
Birds symbolize whatever would supplant the traditional Gods of Greece. !
Aristophanes' plays are the real fountainhead of Menippean satire, not the works
of Menippus. None of Menippus! satires (Roman, c. 260 B.C.) remain. They are
said to have combined verse and prose and to have made heavy use of fictions.
The only satire of Menippus about which we have any knowledge (and only because
Incian imitated it) is a journey to the world of the dead somewhat similar to
the satiric journey to the underworld in Aristophanes' Frogs. Menippus, in this
work, portrayed the great men of the world as humiliated in death to his own ?
satiric delight., If Menippean satire, at the beginning,; is very like Aristophanes'
kind of "0ld Comedy," Menijpean satire is probably called after Menippus, and not
after Aristophanes, partly because Iucian introduces Menippus in his dialogues
S as one of his spokesmen. Iucian and Apuleius, among Roman writers, come closest ]
- to writing the kind of fictional animal- or human-fable satire with which we are ‘
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familiar. In the story of his transformation into an "ass" (figuratively,
the result of his passion for Fotis), Apuleius suggests very strongly that he
writes a kind of fable-allegory; in his fiction, he uses his treatment while
wandering around as an ass, looking for the medicine which will restore him
to human form, to satirize women, thieves, townsmen, and nasty old men.
Iucian's The Cock has a cock speak to satirize the transmigration of souls, a
cock who has passed through all human forms including the king's form. His
The True History (one of the antecedents of Gulliver's Travels) uses a Vulture
cavalry and an Ant cavalry to make fun of war; and the rest of the story
includes a parade of half-human grotesques—Ox heads, Donkey Foots, Nutshell
Hen, Pumpkin-pirates, Pickled-Fish men and Crab-hands-—which make various

satiric points concerning the grotesque element in human folly.

Some animal fable satires deal almost wholly with animals (Aesop, the
"Nun's Priest!s Tale," the Hind and the Panther). Others deal with & world
in which the human, the half human, and the animal mix in splendid confusion
(Aristophanes, Iucian, Apuleius, Swift). Orwell, in Animal Farm, lies scmewhere
between the two groups of satirists, mingling the human world and animal as
long as Farmer Jones is on the farm, surrounding the animal world with the
human when he is cast out, As the Wasps in Aristophanes stand for Jjurymen, the
Vulture cavalry in Imcian for ridiculous kinds of Roman soldiers, and the Yahoos
in Sift for the "beast" (depravity) in man and particularly in Swift's
conte..nvraries, so each of the animals in the satires of Chaucer, Lydgate,
and Dryden stand for specirfic ecclesiastical or social classes, as each of the
classes of beasts in Animal Farm stands for a specific person or class of person
who participated in the Russian revolution, and, more generally, for the kinds
of persons and classes of persons who tend to participate in all violent struggles
for power. The important point is that the animal fable, or animal elements,
permit the writer to hold up a grotesque mirror to his society in which it may
see its vices reflected in bestial behavior, its institutions mirrored in
fabulous animal plots and contrivances which appear the more repulsive dressed
in that guise. We know the animal world is not infested with "rational" plots
and contrivances, and a fiction which suggests that it is makes us appear no
higher than the beasts.

The identification of what the animals symbolize may depend partly on a
close examination of the characteristics of the animals and of the plot in which
they figure, as with Aesop; it may depend on the conventional symbolism attached
to an animal in a previous period or culture, i.e., rooster-priest (and there
the teacher has to help the student); or it may depend on conventional symbolism
attached to the animal in our day: for instance, Orwell draws on the stock
associations of "greedy as a pig" and "steady as a workhorse! in making
Napoleon and Boxer characters represent Stalin (or all greedy tyrants) and the
Russian masses (or all patient, lower-class groups) respectively, The
identification of the symbols and the question of the extent to which the
fictional spe:ker in the work (e.g., Gulliver) is separate from the "author"
generally depends in the end on very close reading.

Animal-fable satire may, like direct-attack satire, look out on a crowded
and grotesque world; but in it the stupid, boring, lustful, malicious, and so
forth sre represented not as people, certainly not as people who actually
lived in the author!'s time, but &s animals or half-animal, half-human grotesques,




11

The author or "the man who speaks in the poem" disappears altogether as in
Animal Farm or appears as a fictional character such as Lemuel Gulliver, who
does and yet does not speak for the author and certainly is not to be
identified with him., Animal-fable satire rarely suggests.that its satire
wishes to do more than make us see; its author has so disappeared within or
behind or above his creation that the question of whether he hopes that his
world will reform ceases to be relevant: No one could tell from a reading of
Animal Farm whether Orwell had any belief that his work might make man a
creasure more capable of reason.

Menippean animal-fable saltire commonly uses something of this kind of
strategy:

a. Object of Satire:

The author points to large patterns of viciousness in human nature or
society through the vehicle of a fiction which may have both topical and
general applications,

b. The Speaker

The author (or "the man who speaks in the work") disappears from sight
and the tale is told either from an ommiscient narrative perspective or
through the eyes of a fictional character who is pretty clearly not to be
identified wholly with the author of the work or even as a simple spokesman
for the author.

¢c. Plot:

The author develops an animal-fable plot or a grotesjue fantastical
"science-fiction" plot in which he takes the spectator to strange regions
peopled by animal creatures who are enough like human beings to mirror their
follies. Sometimes the animals are real animals in which case the attack
is reversed—people are shown to be exactly like them.

d. Method of Attack:

Pretty obviously, animal-fable satire makes an indirect attack upon
the vices of the world. What is said is said through fables, symbols, and
fictive machinery of various sorts.

2. Teaching Suggestions

Animal~fable satire offers several problems to the student: the
identification of what is symbolized by the animals themselves; the
identification of what is symbolized by what the animals do (Yahoos gathering
bits of shiny stuff as a figure for avarice); the determination of the
extent to which the fictional speaker in the poem is separate from the author
or even is himself the object of satire.

In late medieval times, the sermon commonly used the satiric beast fable;
and ecclesiastical abuse is beautifully satirized in the allegories of some of
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the portions of the Reynard-the-Fox cycle and the Fauvel sequence. Chaucer's
"Nur's Priest's Tale," if it is as some critics think, a satire of
ecnleciastical abuse in the best Reynard tradition, is a first-rate example
of the medieval use of the beast fable for satiric purposes: the Nun's Priest
and all other priest tempted like Chanticleer can be seen as "roosters" (cf.
Canterbury Tales, VII, 3447-3462); the Prioress and all fastidious ladies who
might constitute a "fleshly" temptation to a priest can be seen as like
Pertelots; and the Fox can ke seen, like Reynard in the Reynard cycle, a figure
for the devil or related satanic forces which might corrupt the cleric. The
use of the beast fable for ecclesiastical satire reappears in Spenser's
Shepherd!'s Calender (1579); in Dryden's Hind and the Panther (1687); its use
for social or political satire reappears in Spenser's Mother Hubbard's Tale
(1591). Finally, and most brilliantly, the animal-fable satire appears in the
fourth book of Gulliver's Travels, the journey to the land of the horse-people
(1726). Since the animal satires of Chaucer, Spenser, and Swift are studied
in the twelfth grade by some or all of the students, the teacher should
endeavor to familiarize himself with them, particularly with Swift. It is
from Swift that Orwell wculd appear to have drawn his inspiration.

. The concept development portion of this section is pretty much self
explanatory. The last three selections ought to be studied with particular care
since they prepare the students for reading an extended work which uses exactly
the same devices. The teacher who wishes to understand Menippean "animal-fable"
satire would do well to read the following:

(1) Aesop, Fables

(2) Aristophanes, The Frogs, The Birds, and The Wasps
(3) Lucian, The True History

(4) Apuleius, The Golden Ass

(5) Chaucer, The Nun's Priest's Tale

(6) Spenser, Mother Hubbard's Tale

(7) Swift, Gulliver's Travels, Book IV

3. The Core Text
a. Introduction to the text

Animal Farm falls into several literary categories. It is a fable in
novel form with animals talking and acting like human beings but retaining
their own physical characteristics. It is an allegory. The animals are
symbolic of certain humans or human traits. Because the novel points out
the vices and follies cf mankind, it is meant to be destructive--Orwell's aim
is to destroy the justifications for totalitarian government which can be
uttered in the name of a '"classless society.!" He wants people to look into
the mirror and see the fate of those who permit themselves to be led into
the totalitaian state by allowing their liberties to be taken from them.
Animal Farm is true satire in that it goes beyond personal invective and
attacks the weaknesses and follies inherent in all men. The reader does not
need to go back twenty years or to travel across the waters to see that the
pitfalls Orwell warns us of are close at hand.
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George Crwell believed passionately that totalitarian government was the
destruction of human free will and reascning. He was well qualified to speak,
for he had experienced a reversal of opinion after working with the Russian
communists in Spain, where the Russians were aiding the "people" in their
rebellion against Franco and the Fascist regime of the 1930's. His disillusion-
ment led eventually to the writing of Animal Farm. Young readers may not
realize the full impact of the political upheavals that influenced George Orwell,
but it 73 well for them to know that the book was inspired by fact and experience,
not by iancy, or even by research. Even though Orwell wrote the book in 1946,
about situations as they existed in Russia and the non-communist nations nearby,
and wrote it as a warning to England, many countries could take heed of his
warning today, for the "pigs" are still about us. George Orwell says he wrote
"purposefully, directly, or indirectly against Communism." But he attacked
more than communism; he attacked all forms of totalitarianism and also the
people who would allow, themselves to be dominated by such forms. He lamented
the failure of people to protest against the world they live in. His literary
criticism, "Inside the Whale," was pointed at people and nations who allowed
themselves to be swallowed, remaining passive, accepting. Since most of
Orwell's writings are political in a broad sense, it may be useful to look
briefly into his social and political ideas--their origin and their nature.

George Orwell was born at Mothari in Bengal in 1903, the son of an
official in the Opium Department of the Indian Civil Service. He was sent to
Ergland to be educated and was snubbed and tortured by the rich boys and the
administrators because he was a "scholarship" student. When he was nineteen,
Orwell joined the Indian Imperial Police in Burma, where he worked from 1922
until 1927. There he was disillusioned by the ethical bankruptecy of imperialism
and the crushing power wielded by an authoritarian regime. He returned to
England, mingled with outcasts and held low-class Jjobs; he also began to write.
By 1936, he was a full-fledged pamphleteer, essayist and novelist. At the
outbreak of the Spanish Civil War, he went to Spain to write newspaper articles,
but joined the militia almost immediately. Three factions fought to lead the
republican fight againzt Franco: the Communist, the Non-Communist-Socialist,
and the Anarchist. He joined ncne of the parties, but fought with the Socialist
faction. After becoming discouraged and disenchanted with the entire situation
in Spain, he escaped to England, where he spent the rest of his life writing.
The Communists, among others, cffered a promise of class equality and a
revolution to bring about class eguality and a political Utopia. He observed,
however, that rather than aiding the revolution in Spain, the Russians were
secretly doing everything in their power to stop it. The Marxist dream,
"Workers of the World, Unitel" (symbolized as Major's dream in Animal Farm),
had turned into a tyrannical power-politics philosophy which Orwell hated more
than he hated any other single thing, Politically, he was an English Socialist
who believed Socialism a move toward a better world, toward Justice, liberty,
and common decency. He deplored the growing indifference of the general public
to anything th:.t did not directly and immediately affect them. He said: "The
relative freedom which we enjoy depends on public opinion. The law is no
protection. Governments make laws, but whether they are carried out, and how
the police behave, deperds largely upon the general temper of the country.
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If numbers of people are interested in freedom of speech, there will be
freedom of speech, even if the law forbids it; if public opinion is sluggish,
inconvenient minorities will be persecuted even if laws exist to protect them.,
The desire for intellectual liberty has been slowly declining. The notion
that certain opinions cannot be allowed a hearing is growing. It is given
force by intellectuals who confuse the issues by not distinguishing between
democratic opposition and open rebellion, and it is reflected in our growing
indifference to tyranny and injustice abroad. Many who declare themselves

in favor of freedom of opinion drop their claim when it is their own
adversaries who are being persecuted.”" One can read and enjoy Animal Farm
without realizing all of its political implications, but the deeper one is able
to penetrate, the more interesting the fable in all of its allegorical
significance becomes.

When Orwell wrote Animal Farm, Russia was an ally of the so-called
Western Powers, and an open criticism of Russia at that time would have been
rhetorically clumsy. Ultimately, of course, Orwell achieved much more of an
impact by choosing the indirect form, "under cover of a fable." The fable
is not too difficult to penetrate. Major represents Lenin, Snowball represents
Trotsky, and Napoleon represents Stalin. Major is the visionary; Snowball is
the altruist--the intellectual pig who sets up the Seven Commandments, institutes
schemes for the improvement of the farm and designs the windmill; and Napoleon
is the quiet, clever, vicious, sly, step-by-step pig who is consumed by a
Just for power and who pursues this power step by step throughout the novel
by eliminating Snowball, rewriting history, revising the visionary ideal,
and gradually emerging as The Leader. Squealer functions as the propaganda
center where organized lying is the normal practice; he is the press secretary.
The pigs are the Commissars or the Cabinet; the nine dogs are the Soviet Secret
Police. Mr. Whymper represents a member of the "Society for Cultural Relations
with Soviet Russia' or anyone who will do anything to make money. Boxer is a
typical "Stakhanovite" who would suffer any hardship to prove that he is not a
slave. The two neighboring farms represent non-Communist states; Frederick
is easily read as Hitler and Pilkington as the British Prime Minister.

The teacher should explain the nature of a classless society where all
have a vote and note how Animal Farm changes to a totalitarian society where
there is no vote; how, as soon as Snowball has developed his plans to the point
of fruition, he is cast out and history rewritten to fit the new scheme; how,
as soon as Napoleon is in control, he begins the subtle easing away from the plans
for the total revolution of the animals and toward a totalitarian dictatorship,
a tyranny which eliminates all possibility of revolution; and how, finally,
the animals peeking in the farmhouse window at the end of the novel are
unable to distinguish the men from the pigs and the pigs from the men, the
revolutionists from those against whom they were rebelling. The teacher should
note that there has been little change in the status of the animals since the
Rebellion, (The idea that the world is not susceptible of sudden and radical
change is, as has been suggested earlier, implicit in the satiric genre.)

Christopher Hollis (in A Study of George Orwell) sums the fable up like this:

The interpretation of the fable is plain enough. Major, Napoleon,
Snowball--Lenin, Stalin, and Trotsky; Pilkington and Frederick--the two
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groups of non-Communist powers; the Marxian thesis, as expounded

by Major--that society is divided into exploiters and exploited

and that all the exploited need to do is to rise up, to expel the
exploiters and seize the "Surplus Value" whicn the exploiters have
previously amnexed to themselves--the thesis that power corrupts and
that the leaders of the exploited, having used the theme of equality
to get rid of the old exploiters, establish in their place not a
classless society but themselves as a new gove:rning class. The
interpretation shows the greed and unprincipled opportunism of the
non-Communist states, which are ready enough to overthrow the
Communists by force so long as they imagine that their overthrow wii.
be easy, but begin to talk of peace when they find the task difficult
and when they think that they can use the Comminists to satisfy their
greed. To interpret further, Dishonor and Greed among the thugs turn
men into pigs and pigs into men, and then the thugs fall out among
themselves (as the Nazis and the Communists did) because in a society
so full of utter baseness and insincerity as Communism represents,
there is no motive of confidence.

b. Teaching Suggestions for the Core Text:

(1) It is recommended that part of the Core Text be read aloud
in class. This procedure is not recommended, in this case, because Animal
Farm is difficult but because reading aloud provides an excellent opportunity
for datsil-by-detail discussion. The teacher should call attention to the
devices the author uses in creating satire, the relation of the "flat"
statements to the fierce satirical effect. Reading aloud also provides
opportunities to wxamine aspects ol attitude, tone, and perspective since
the "speeches" in the book can be analyzed as rhetorical exercises.

(2) After the teacher has given an initial lecture concerning
the background of Animal Farm, the students could be encouraged to do some
related reading: to study the Spanish Civil War and the Communist
part in it; the Socialist Party in England at the time Orwell wrote; the
Marxist theory of Communism as compared to Communism as we know it today.

(3) Since discussion plays a large part in the enjoyment
of the book, more discussion questions than study guide questions are given;
however, the students will undoubtedly do scme of the reading by themselves,
and the teacher may wish to shift the questions or supply his own to fit the
teaching situation.

(4) The patriotic song plays an important part in the book.
Students could do some library research to find some information about our
patriotic songs. Were they originally written as poens ?

(5) Suggestions for composition assignments are given in
the Student Packet. You may choose such assignments as are appropriate for
the class. Writing a satire is difficult, but some students may choose to
do this. Some of the discussion questions could be used as composition
assignments, but you should not generally require written answers to the
discussion questions.
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(6) If the students are using their own paperback copies, they
might wish to prepare a "Cast of Characters" that they could Scotch tape on
the inside of the front and back covers of the book. They could write the
name of the character as he is introduced and list the character traits; e.g.,
Milly--carriage horse, dainty, vain, desires the comforts and luxuries of life
more ‘than freedom,

or

(7) The students might be directed to make a list of all of
the characters in the book, recording the name of each and writing a short
description of each as he is first encountered in the story. Then they
might divide their papers into columns and record any changes that seem to
occur in the characters as later descriptions show how the character has
changed. After completing the book, students should note which characters
have remained relatively the same and which have showed the greatest degree
of change.

[ﬁbTE: Suggestions 8 through 10 concern Orwell's style;7

(8) Orwell is an English writer. His book contains a number

of examples of unfamiliar spelling and of unfamiliar words. Call the students!
attention to examples of these and let them make a list of such words as they
read, e.g., verbs:

stove in

closeted

smelt, etc.

spellings sympathised

emphasising

realised

honour

gambolled, etc.
This exercise could lead to a study of English idioms that differ from
American ones. A student could interview someone who has traveled or lived
in Englcnd and make a report to the class.

(9) Animal Farm provides some good opportunities to make
semantic observations.

(a) Before starting the novel, students could discuss and
record the connotations of horse, pig, sheep, rat, dog, raven, and cat. After
they read the novel, they could refer to these initial impressions to see if
they are the same as the connotations Orwell exploits for his satiric fable.

(b) Study the names Orwell gives his animals--Boxer, Napoleon,
Moses, Squealer, Pinkeye, etc. Study other uses of words such as Battle of
Cowshed, Beasts of England. What are the connotations of these words? What,
their satiric effect?

(c) Students might discuss the extension of semantics into
propaganda (have them check the etymology of propaganda). Propaganda plays an
important role in the defamation of Snowball's character: "Comrades. . . do you
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know who is responsible for this? Do you know the enemy who has come in the
night and overthrown our windmill? Snowball!" ILater, the animals' suspicions
are dispelled by propaganda. "'Our leader, Comrade Napoleon,'! announced
Squealer slowly and firmly, 'has stated categorically--categorically, comrade--
that Snowball was Jones! agent from the very beginning--yes, and from long
before the Rebellion was ever thought of.!'"

(10) Critics of Orwell's writing have complimented him for
the clarity of his tyle. The follcwing exercises may suggest how Orwell
attains this clarity.

(a) Study the use of verbs at the top of page 2.

(b) The actual rebellion is narrated in two paragraphs.
Aralyze the structure of each sentence in these paragraphs.

(c) Reread the last two paragraphs of Chapter 2. Discuss
the emphasis that would be given to the sentence if the last clause read

-it was noticed that the milk had disappeared.
~-they noticed the disappearance of the milk.,
-the milk disappeared.

-the disappearance of the milk was noticed.

(d) Study Orwell's description of the slaughter of the
traitors. What words in this description have a strong emotional appeal?
What other observations can the students make about this paragraph?

(e) Read sentences from Orwell's writing. Compare
them with those of other authors; e.g., sentences from Hemingway, Cather, a
textbook, or from the students! own writing.

(11)
(2) Have the students arrange the following words
from Animal Farm in separate groups according to their suffixes:

-al, -ary, -ly, -ate, -tion (or -sion), -ous, -ible, -ity, and -ed.

There will be some words that do not fit in the groups. Have students, using
their dictionaries, discover what part of speech the words ending in each of
the above suffixes usually are. They will need to look up more than the stem
word to be sure they are drawing a correct conclusion,

(b) Have students find the prefix, stem, and suffixes
of the words marked with "#," Have them determine the meaning of the words
from the meanings of their parts.

(c) See how many different words the students, using
different pretixes and suffixes, can make from the stem of the words marked
with ™"

(d) Be sure that students know the meanings of all the
words which follow and how to spell them:

treacherous glaited oration
*contemplate ‘beautifically interment
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nocturnal conciliatory desperaticn
quarry revolutionary expulsion
¥intermediary lamentation tyrannical
posthumously Euperannuated deputation
morose spontaneous ¥simultaneously
gambolled complicity knoll

humility accumulate ¥*contemptuously
laborious

(12) Composition: Paragraph compositions are suggested
throughout the unit, from the introductory study through the actual core text
reading. Two longer compositions as outlined here will crystallize the
students'! idea of satire and make a fitting conclusion to this section of the unit:

(a) "Write a paper discussing satire as a literary
style. Use references from your readings in the entire unit to support
your observations,"

(b) ™"drite an original satire. Consider the targets
that were listed earlier in the unit and the devices satirists use for
accomplishing their purposes. Your composition may be in the form of poetry,
essay, short story, or fable."

(13) Attitude, Perspective, and Tone: The previous "Attitude,
Tone and Perspective" unit defined attitude as the author's stance toward
his audience, perspective as his stance tcward his subject, and tone as his
manner of presenting his own character and personality. If one regards the
characters in Animal Farm as, in some sense, the authors of their speeches, one
can perhaps make some useful observations about how they manipulate tone to
influence their audiences. The first such speech is that of 0ld Major on pages
18-22, Study this speech, determining how Old Major establishes the general,
over-all tone of the speech., Identify the tone, considering such things as the
examples he uses (if any), the words he uses, and the syntax and structure of
his sentences.

Then have students consider these same matters in the speech of Squealer,
Snowball, and Napoleon, deciding in what ways the tone of each is similar to, and
different from, those of the others. Does.the tone of any one individual
contribute to his success in getting others to accept his propositions?

Character Examples Words Syntax
Major
(Solemn) Miserable Life Miserable Subject-Verb
Evils of Man Cruel Short
Forced Simple
Hunger
Fate
Squealer
(Patriotic) Sacrifices of Comrades Inverted word orde.
Napoleon Leadership Long
Threat of Jones Responsibility Complex
Bravery
Loyalty

Obedience




Character Fxamples Words Syntax

Snowball
(Brilliant) Less Work
Napoleon
(Crude and Rude) Increased

Food Production

(14) The following exercise allows students to compare the
maxims according to which Animal Farm is ruled with those according to which a
free society is supposedly ruled. Students will notice that the maxims by
which Animal Farm is ruled are mere parodies (in the sense of "feeble or
ridiculous imitations") of those which might rule a free society:

In Animal Farm the personal dictatorship as set up by Napoleon establishes
a model community in which it was generally regarded that "All men are
enemies. All animals are comrades." Other ruling maxims controlling the
thoughts and actions of this animal community appear frequently throughout the
book. Examples of such sayings appear in the following list on the left side
or this page. On the right side are sayings which are common ‘0 a society
governed according to the principles of a democracy..

Have the students study each list. Then have them choose the maxims from
the first list which seem to be direct contradictions or inversions of maxims
in the second list. Have the students discuss the satiric effect of the mock-
maxims,

l. "All animals are equal, But some 1. "We hcld these truths to be self-evident
animals are more equal than others." ~--that all men are created equal."

2. "I will work harder. 2. "Ask not what your country can do for you,
Napoleon is always right." but what you can do for your country."
3. "Animal Hero, First Class." 3. "The object of government . . . is not

the glory of rulers or of races, but
the happiness of the common man,"

L, "Four legs good, two legs bad." 4o "The superior man . . . stands erect
by bending above the fallen. He rises
by lifting others,"

5. "All the habits of Man are evil." 5. "No man ever became extremely wicked

all at once."
6. "The only zood human being is a 6. ". . . educated men are as much super-
dead one," ior to those uneducated as the living
are to the dead."
7. "Tactics, comrades, tactics!" 7. "Men are never so likely to settle a

question rightly as when they discuss
it freely."
8. "+ « » ribbons . , . are the badge 8. "Joys are not the property of the rich
of slavery." alone,
[ﬁbTE to the teacher: The preceding list as appears here illustrates how these
maxims may be matched. 1In presenting this exercise to the students, the te. ~her
should arrange the maxims in another order, so that the students can choose how
they would match one to another47




E. Indirect Satire: Menippean Satire II: The Human Fable

The third kind of satire which one may distinguish, for the purposes of
this unit, is the satire which makes use of a human fable. Again, one can
begin with Aristophanes, for in such a play as The Knights he mocks the tyranny
of Cleon through the fiction of a butcher, and no non-human characters enter
the play; in the Acharnians he mocks war-mongering by setting an aggressive
pacifist who establishes a private peace for himself and, hence, is able to live
like Sir Epicure against the rest of his society, who are still at war and have
to live on a ration-stamp diet. Again, in his Iysistrata, he mocks war by .
displaying a society in which women refuse to have anything tc do with their
men and so create in them such painful frustration as will make them finally
accept peace. In each of these works a fiction about a distorted human world
makes its satiric point about the world in which the poet of the old comedy
lived.

Vhat we know of the only satire by Menippus suggests that he used a
distor:ion of the human world to satirize the ordinary human world; Iucian
and Petronius certainly used such distortions in their "Dialogues of the
Dead" and "Satyriemn," both satires of first- and second-century Roman
religion and mores. Erasmus' Praise of Folly is a Christian Lucianic
dialogue in which Folly speaks; dsscribes her lineage, upbringing, and train;
and suggests that the worlds of learning, of the Church, the court, and the
working classes are all presently at her service. No non-human characters
appear in the Praise of Folly, nor do any appear in the satiric work written by
the man to whom the Praise is dedicated, Sir Thomas More's Utopia. The Utopia
presents a world whose ideal rationality constitutes a thorough indictment of
the irrationality and greed of Tudor England {whether the idezl rationality of
the Utopians be regarded as a picture of what man should be or as a reminder
that, if rational men can do this much, how much more should men who know grace
be able to do in creating the good society). The abuses of learning, religion,
and government, of passion and reason, receive their comic due from another
admirer of Erasmus, Rabelais, whose Gargantua and Pantagruel introduces us to
a world of giants and ordinary men in anticipation of Gulliver. Indeed, generally
the Menippean satire which uses a "human fable" depends upon some manipulation
of proportions and perspectives to make its point. This manipulation may not
always be quite so obvious as it is in Gargantus and Pantagruel or Gulliver I
and II. With the coming of Fielding, the tradition of satire tends to become
part of the tradition of the novel and the "human fable" which makes a satiric
point can come to look very like a realistic novel to the inexperienced eye--
as it certainly must in the case of Fielding, Dickens, Twain, or Sinclair Lewis.

Menippean human fable satire commonly uses this strategy:

1. Object of satire: The author peoints to large patterns of social evil
or socigl foliy through the vehicle of a fiction which views that folly from
an unfaiiliar perspective and assigns it unusual proportions.

2. Speaker: The author (or "man who speaks in the work") disappears fror
sight, and the tale is sometimes told from an omniscient narrative perspective
but more often from the perspective of a person (Gulliver) or group of persons
(the Grand Fenwlckians) who £0 on some kind of journey or make some encounter
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with conventional society (or a fictional version of it), such an encounter

as will permit the pimples on the face of its vice to be more obvious. Hence
the common journey: Aristophanes!' Frogs, Iucian's The True History, Rabelais!
Gargantua and Pantagruel, Swift's Gulliver's Travels, and Voltaire's Candide.

3. Plot: The author develops a full-blown plot which permits a manlpulatlon
of proporblons, time sequences and perspect¢ves which is rather unlike that in
the realistic novel., Often his plot is a journey to a fanciful land which
mirrors our world (Iilliputia) or from a fanciful land which unmasks our world
{Grand Fenwick, Utopia). Usually his characters, while having human shape,
are flat grotesques fixed in one or another vicious o silly posture. Unlike
the satirist who engages in direct attack, he does not include real people in a
realistic or even, generally, a putatively reglistic setting. Often the
fiction is a kind of topical allegory.

L. Method of attack: What is said is said indirectly, throungh a manipulation
of proportions and perspectives, a flattening of characters, an "allegorical
fiction.

The chief problem that students are likely to have with this kind of satire
is that they may be tempted to read it as an attempt at novelistic realism.
Ti they are asked to attend to the authoris manipulations of perspectives,
prorori_ons, time sequences, if they are asked to see what characters and
situct.ong "stand for" outside the book, they are not likely to mistake this
kind of satire either for "slice-of-life" writing or for simple fanciful
writing,

In teaching the Cummings poem, a good approach is to read the poem aloud
and then reread it, analyzing it line by line for its rather complex and subtle
implicgtions. In teaching the next poem, "The Land of Cockayne," the teacher
will be able to clarify the satirid point more easily if he has a copy of
Peter Breughel's picture of the "Land of Ccckayne." Ctherwise the students
may be tempted to think of it as an ideal place. The "Land of Eldorado" is
presented in the packet as a contrast to Ccckayne and Ever-Ever Land., It shows
how a picture of a Utopia may be an excellent satiric vehicle. 1In the core
book, an ugly Hussia and an ugly United States are treated in much the same
way as Ever-Ever Land and Cockayne are treated. But the core book also
Juxtaposes its islands of ugliness against a Utopia, rand Fenwick, which drives
home the point of the satire., Eldorado is a Utopia which mocks the ancien regime
whereas Grand Fenwick is a Utopia which holds up a perfect ancien regime to
admiration in order to clarify deficiencies in a technological society.

The pictures of the Veneerings, Podsnaps and Trulliber should be analyzed
carefully since they involve the kind of msnipulation of proportions and
perspectlves upon which The Mouse That Roared depends very heavily. Students
should be given as much assistance as possible to help them see that these
portraits are not attempts at slice-of-life realism, but more subtle forms of
satiric fable involving subtler satiric distortions. Finally, students, before
they read The Mouse That Roared, shomld be asked to familiarize themselves
witl the political situation of the United States between 1950 and .955 so that
they sce the most direct implications of the book, Although our political
situation today is such that the book is still relevant to international

e MR T O SN e



22

conditions, students will understand the satire better if they understand the
great political questions which were being evaded around 1955.

Much the same technique can be used in teaching The Mouse That Roared
as is suggested for teaching Animal Farm. Some teachers may wish to substitute
individualized readings for reading The Mouse That Roared.

The teacher who wishes to understand Menippean human fiction satire
would do well to read the following:

(1) Artistophanes, The Knights; Lysistrata
(2) ZLucian, some of his dialogues

(3) Petronius, Satyricon

(4) Erasmus, Praise of Folly

(5) Rabelais, Gargantua and Pantaeruel

(6) sSwift, Gulliver's Travels, I, II, and III
(7) Twain, Huckleberry Finn

(8) Orwell, 192

2. Core Text

In The Mouse That Roared, the author works with both proportions and
perspectives; he achieves his satiric effect partly by sebting a miniscle
fictional constitutional monarchy against the great powers, the reverse of
what Swift does when he makes England look ridiculous by comparing it with
a land of giants who govern themselves well (Book II, Gulliver). Wihberly
makes the United States and other great powers look ridiculous by setting them
against dwarf-land that governs itself well. Partly, however, Sibberly
achieves his satiric effect by viewing the United States from the perspective
of a person who comes from Grand Fenwick, and this efifect is achieved not only
in the section of the book which deals with Tully's calm invasion of New York
with a fourteenth century brigade to carry off Dr. Kokintz and so the power
to control the world's destiny, while New York and the nation are paralized
with bomb hysteria. It appears in every scene in which the Grand Fenwickians
think of or discuss the outside world: its taste in wines; its anarchist-
syndicalist-communist ideologies for saving the working man from himself; its
treatment of defeated enemies; its irrational creation of larger and larger
bombs, all of which are putatively unusgble and as harmful to the user as to those
against whom they are used; its toleration of a scientific community which is
the "victim of society" and a society which is "the vietim of the scientific
commnity.”" All these follies of modern civilizations appear ridiculous
because they are viewed from the perspective of an agrarian, pre-industrial
feudal society which has never known total war and which ceased to change
after the fourteenth century.

Wibberly's choice of the fourteenth century is not accidental. In the
fourteenth century, at Bannockburn, Poitiers, and Crecy, in the wars of
Edward I, II, and III, killing for the first time in medieval times became
sorethinr more than the cruel sport of knights; it became mass effort which
require: something like the mobilization of a whole society. Wibberly creates
an ideal vision of a fourteenth century society which has known neither total
war nor urban civilization nor mass hysteria nor worker unrest. From the
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perspective of that vision, he views the modern world, sees it as to such

a degree distorted and defamiliarized that we are asked to rethink its
character: Dr. Kokintz (who bears some resemblance to Edward Teller and
Albert Einstein), the President (who seems to be a bit like Eisenhower),

the British Prime Minister (who is very like Churchill), and his foreign
secretary (Tony, probably after Anthony Eden) are not flesh and blood people
but grotesques acting out a rather cute and hideous puppet show. They are
grotesque and defamiliarized so that their foibles become apparent much as
they might were they part of an animal fable. 1Indeed, the genius o a great
satirist often comes through in his capacity to choose the perspective

and the kind of fiction which will best allow him to display the fault he
wishes to display: Yahoos may work well for displaying man's bestial nature,
but Liiliputiane may work better for exposing his political-social pretensions;
beasts may allow us to show best what happens in revolutions, human puppets
to show best what happens in an armaments race.

III. Tibliography: Students may try out their ability to handle satiric
passages by individualized readings in A., B. and C. below. Bibliography D.
is intended for the teacher's use.

A. Novels

Miguel de Cervantes - Don Quixote
Samuel Clemens - The Prince and the Pauper
A Connecticut Yankee in King Arthur's Court
Innocents Abroad
Sinclair lLewis -~ Mainstreet
Saki (H., H. Munro) - The Unbearsble Bassington
Booth Tarkington - Monsieur Beaucaire
T. H. White ~ The Sword in the Stone
Charles Dickens -~ Oliver Twist
Nicholas Nickleby
Cur Mutual Friend

B. Short Stories, essays, and postry:

George Ade - Fables in Slang
Hand iiade Fables
Will Cuppy - How to Tell Your Friends from the Apes
How to Become Extinct
How to Attract a Wombat
How to Get from January to December
The Declire and Fall of Practically Everything
F. P. Dunne - "Mr. Dooley at His Best"
J. C. Harris - Uncle Remus
A. A, Milne - The World of Pooh
Ring Lardner -~ The Roundup
First and last
Don Marquis - Archy
Archy and Mehitabel
Ogden Nash - "Free Wheeling"
"I'm a Stranger Here Myself"
"The Face is Familiar"




E, Streeter - Dere Mable

F. Sullivan - "A Pearl in Every Oyster"
"A Rock in Every Snowball"

James Thurber - "The Thurber Carnival!
"The Middle-aged Man on the Flying Trapeze"
"Fables of Our Time"

C. Plays

Oscar Wilde - Lady Windemere's Fan
The Importance of Being Earnest
Thornton Wilder - The Skin of Our Teeth
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D. Additional readings:

Saki (H. H. Munro) - "Tobermory"

P. G. Wodehouse - Jeeves

D. H. Lawrence - "The English are So Nice"
- W. H. Auden - "The Unknown Citizen"

Uzeful Secondary Sources:

Gilbert Highet, The Anatomy of Satire (Princeton, N. J.: Princeton University
Press, 1962).

Alvin Kernan, The Cankered Muse (New Haven: Yale University Press, 1959). On
formal satire in the English Renaissance.

Robert C. Elliott, The Power of Satire. (Princeton, N, J.: Princeton University

~ Press, 1960.)

Maynard Mack, "The Muse of Satire," Studies in the Iiterature of the Augustan
Age, ed. R. C. Boys. (Ann Arbor, lich: George Wahr Fub. Co., 1952),
pp. 218-231. :
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I, Lanouage
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GEINERAL INTRODUCTION
I, Description of Content

This packct contains statewcnts of the objectives and articulation of
the unit; = bibliography; a numbcr of general aids composed of background and
critical materials for the teacher; and procedural suggestions for literature,
language, composition, ond supplementary activitiese.

II, Objectives
A. To present the play as an important form of literary expression.

B. To fostcr awareness of the eclements peculiar to dramatic structure
by providing classroom situations for acting and stage production.

C. To help ths student develop a capacity for appreciating dramatic
literature.

D. To guide the student to be discriminating in his choice of tele=
vision, stage, and screen productions.

ITI. Articulation

This unit is closely rclated to the ninth-grade units, "The Idea of
Kinds," and "Comcdy." It is alsc preparatory to the tcnth- and twelfth- grade
units on tragedy. Students will find its study of the develcopment of a genre
through literary history narticularly useful for the ninth- and twelfth=-grade
units on the epic,
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GENERAL AIDS

I. Concept Development
A. Introduction

"The Idea of a Play" is an introduction to three different stages and
stage machiness the ancicnt Greek, the Elizabethan, and the "modern". Drama
is not something read, hcard, or seen; it is something experienced. Man, by
nature, is both an actor and a spectator. It is obvious that the best way to
study dramatic literature is to sece it staged, but since our students will not
be akle to see a dramatic presentation of wost of the plays they study in
school, we must help them to "stage the work" in their imaginations. They must
read the play as a play, visualizing it as a stage presentation. The following
unit is direccted toward helping the students reconstruct the theatrical con-
ditions of three important theatcrs; it tries to bring them to see how the ploys
looked, what they could mean when produced on the stages for which they were
writtens Once students have been through this technical and perhaps "non-
litcrary® discipline they can better perceive what kind of literature they are
studying when they deal with the plays of the Greeks, the Elizabethans, and
the moderns. .

In the study of the ancicnt CGreek theater and stage you'll need to give
the students most of the information they nced to achieve understanding. - How=
ever, when they come to the second stage, the Elizabethan, they will be asked
to do a certain amount of rcconstructing of theater and acting conditions for
themsclvesy the work selected for their analysis, The Knight of the Burning
Pestle, allows them to do this fairly well beczuse it contains a good many
rati.er explicit references to renaissonce staje machines and theatrical cone
ventions, In the play Qur Town, the students can work out for themselves a
kind of "production" of the work, and so confront thc thecatrical decisions
which go with presenting a modern play in a modcrn theatcrs The unit thus
proceeds from the simple to the complex, from a situation in which the student
is dependent to one where he is fairly independente

The basic clements of play construction and prosentation that should be
studicd are (a) character, in relation to theatrical personnels (b) setting,
in relation to stage machine; (¢) ploty in relation to acting methods,

A. Character: Characterization is the beginning of all acting. An
actor must know the character he is to portray and have the ability
to present the part he is playing in order to give a convincing
pecrformance. -He must study the play so that the mood, plot, structure)
and theme are perfectly clear. In order to analyze a particular o
character he must glecan the comments and attitudes of other characters
in the play so as to gzt into the spirit of the role before his
entrance. He must understand the motives back of his actions and
exactly what his natucral reaction to each situation and person in the
play would bec To be convincin: he must try to think, live, and feel

~the part.

L B, getting: It is important to devote attention to the setting in which

- the student is to act. Since nearly all -‘ovement is dependent upon

| placement of stage furniture, it deserves careful planning. All
rehearsals should be held with the main stage properties placed in
the proper position. ' |
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C. Plot: The plot of a play is the scrics of related events which take
place before our cyes. Its development begins with the initial
incident, or the first thing that happens upon which the rcst of the
play depends. There are always a number of elements involved in
the development of a play. There must always be a problem to be
solved by the leading characters, or a conflict fought between two
forces. The solution of the problem or outcome ¢f the conflict is
kept uncertain in order to hold interest. With oppesing forces in
even halance, the interest of the audience thus aroused increasaes in
intensity until the climax is reached, the problem solved, or the
conflict ended. This intcrcst may be primarily intcllectual {that is,
what do the events mean?) or it may be primarily emotional.

D. The total impression of the play is effected throuch acticn and
dialogues What the characters say and do must convey the author's
ideas,

le Action: In the drama, action means movement performed in a
special acting area, bv specially selected players, who use
impersonation as a means of communication with the audience.

The playwricht selects and arranges a series of dramatic actions
involving change and development to present the ideas he is
revealing about life. Tompo refers to the speed with which the
sceres move, the rhythm, the pulse of the play. A play must
maintain a recasonably rapid tempo or it will drag and the
audience will lose intcreste

N
.

Dialocue: The actual speeches of the characters are referred to
as dialogue. The dramalist must see that his characters speak
as men and women of th¢ class they represent. The characters,
presented by means of dialsoue and action, are placed in 2
series of dramatic situations which lead to a definite rcaction
from the audience: laughter, tcars, horror, suspensc, and,
ultimately, applause. These situations are arranged to tell us
something about the pattern and meaning of human existence.

Be Terminoloay and Theater Yocabulary

The teacher may draw from this dictionary of terms in the discussion of
playss students should not be askea to do rote memory work with it.

Play: a story presenting the conflict of two opposing forces, and
designed to be presented by actors beforc an audience,

Theme: cone main idea or proposition which the dramatist wishes to
present.

Plot: a scries of carefully plarned situations which make up a storye

Exposition: that part of the dialcaue, usuélly at the beginning of the
‘ play, which gives essential information about the character's
‘ backgrcund.

Conflict: discord of emotions or will in mental or physical actione.
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the pivotal charscter who crcates conflict and makes the

Protagonist:
play move forward.

Antagonists the character .ost actively opposing the protagoniste

the air of expectancy aind eXcitement with which the conflict

Suspense:
in the play develops.

Reversal: the point at which the complication culminates 1in the plots
the protagonist's fortune changing from good to bad (tragedy)

or from bad to good (comedy)e
Climax: the high point to which the plot consistently builds.

a speech or short poem addressed to the spcctators and spoken

Prologue?
before the prescntation of the play.

Epilogue: same as prologue but spoken after the playe

Chorus: the part of the drama spoken or sung in unison by a group. It

was prominent in Greek drama, and is still occasionally used
by the modern. '

Soliloquy: a speech made by onc of the actors to himsclfe

Mionologues an ostcnsible soliloquy whosc real purpose is to give infor=
mation to thc audiencee

Aside: a speech or remark addresscd to the audience by one of the actors
while he spuaks to the others, presumably unhcard by the other

characters onstagce.

technical theatrical terms: They may be

The following terms are more
ot as irportant as the terms given

useful in discussiony but they are n
above.

atmospheret expreseion of mood, usually apblicd to the set.
blockings the dircctor's plotting of the action.
center of interest: point of focus at any given time.

climax: the high point of action in the play, which is the turning point
in the plot,

conflict: dramatic opposition of the protagonist (a) with himself, (b)
with his fellow man, or (c) with socicty or fate.

cover: obscuring an actor from sight of the audience either by furniture

or by another actor.

critiques: evaluations wherein both strengths and deficiencies are noted.

cue: a signal for an actor's speech or action, usually the last three

words of another actor's speech.
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cut: dclete, cr an ordcr to stop the actione
drops: painted curtains without fullncsse
drama: a composition in prosc or verse portraying life and character
by mcans of dialogue and actiony a play, a story presenting
the conflict of two opposing forces, designed to ve presented

by actors before an audience.

farces a play in which the comedy is bascd on exaggerated or absurd
situations,

gridiron: ovcrhead structure supporting curtains, rigcing, and dropse
ground cloth: a canvas floor covering to absorb sound.

high comedy: a play bascd on wit with a morally or socially significant
theme,

ingenue: the young female character in the play.

juvenile: +the young male character in the play,

low comedy: based on physical humor,

mood: an emotioncl state, usually the result of a combinition of emotionse
motivate: give a reason for doing or sqyinv scmrething.

motivating force: +the impelling desire which causes a character to act
C fairly consistently in all situvations.

offstage: off the acting area.

pace: the over=-all .rovement of the play, a combination of tempo and
rhythine ‘

pantomime: ‘the bodily, nonverbal expression of an idea or emotion.
personal magnetism: the power to attract viewers.

plots (a) the contrived sequence of events in a play.
() the production form used in stage arrangemente

practical: wusable, as a window that can be raised.

properties: (a) stage articles used to dress the sct.
| | (b) hand articles used by the actors.

showmanship: - a sense of what is theatrically effective.
simplicitys "the exact medium between toc little and too much."”

sincerity: honesty of mind and action.
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spontaneity: freshness; originality
stage picture: the grouping of actors at any given time in the play.

strikes: the signal to change the sct; usually given by the stage
Managere

tag line: an actor's speech at the close of an act or of the play.
tempo: the rate of speed at which the play is actcd.

timing: the art of regulating the exccution of a line or movement to
occur at exactly the right psychological moment.

tragedy: a play in which the protagonist, a noble character, is defeated
by forces beyond his control,

trap: a trap door in floor of stage.

wagon: a rolling platform on which sects or pieces can be mounted to
change scenes quickly.

wings: offstage spaces on the right and left of the acting arca.

II. The Greek Theater
A. Background Informaticn for a Lecture=Discussion

Originally the stage of the Greek theatcr was merely an open space about
an altar, often surrounded by sloping hillsides. Thespis introduced the
skenc, the origin of the modern scene, which in his time was a small hut in
which he changed his costume and make-upe. Gradually the theater took a
definite architectural form, consisting of a large, usually scmi-circular
amphitheater around a circular orchestra or paved dancing floor. Most of
the dramatic action took place on the orchestra, as did the dances performed
by the chorus., Close to the squared end of the amph:itheater was an elaborate
permanent siene, usually fronted with simple columns. Behind them was a long
wooden building which served as a dressing room, as a scenic background
(usually of a huilding or buildings) for the action, and as a means of.
entrance and exit for the actors. 1In front of the gkene a few steps led
down to the orchestra. The chorus retired to these steps between choral
odes. The musicians were unobtrusively seated before the skene, at one end.
An alley-like parodos on the orchestra level provided for exit and entrance
at each end between the skene and the amphitheater.

From around the orchestra floor branched out rows of stone seats arranged
symmetrically up the hillside in the form of a semicircle. These theaters
werc huge, usually ssating from twelve to seventeen thousand people. An
altar occupied the exact center of the orchestra, and on it was placed a
statue of Dionysius, patron god of the theater. The most honored spectator
was the priest of Dionysius who sat in a spesial scat in the front row.
Theatcr performances werc part of a rcligious festivale
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The Greek chorus was an integral part of the theater. The rhythmic
movement and postures of the necmbers of the cliorus, dresscd in colorful
draperies, together with the lyric~l chants of trained voices accompanied
by instruments playing specially composed music, combined to form an artistic
spectacle that sust have becn as satisfying to the eye and eor as it was in
evoking emotional and diamatic responses. The avtkhor used the chorus to
express his ideas, particularly in comedy, and to underscore and interpret
what the charucters saide :

Greek dramatic performances differcd from riodern productions, not only
in the use of the chorus but also in cther detailse All actors were male,
as were all chorus members. Greek actors wore masks made of linen, cork, or
woody with largc mouth onenings so that they could »roject their voices to
the distant spectators, although the Greck amphitheater possessed excellent
‘acoustics., Facial exprcssion was, of coursc, missing, but voice quality and
gesture were important in conveying emotion. Iliust of the acting was stylized
rather than realistic.

Perhaps the uost interesting picce of stage equipment was a crane=-like
contraption krown £o us by the Latin term "machina", used to lower and roise
the gods and goddesses as they appeared to play their narts as arbiters in
human affairs. The term "deus cox machina" means a god from the machine.

In Grecce, around 425 B.C., the thoater was much morce a civic activity
than it is today. Frequently almost the entire free male population of a town
would he in the audience. Performances were always civen in the daylight, and
the audience sat through the presentstion of several plays in one day. Usually,
three tragcdies composing the story of one family were prescnted, with comedies
as interludes, Sophocles' Ozdipus Rex, Ocdipus at Colonus, and Antigone made
up one such cycle,

The tcazcher should copy the grou.d plan of the Greek thecter (on the next
page) on the chalkkoard beforc she gives this locture. Have a student come
to the board, locate and point out to the other students the varicus parts of
the tiater as the t.acher presents thems Require the students to take notes,
and encourage questions and discussion about the theater and The Frogs. Part
of the frogs® chorus has been included in the stucdent packet.

IThe key to the groundi plan on the next page contains a typographic:al errors
Parabos should Parados.
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parodox, alley-like passage used for entrance and exit
skene

steps, used by actor to enter skens, and by the chorus when they were
not taking an active part in the play

orchestra

rows of stone seats for audience
special seat for the priest of Dionysus
altar |

columns

doors, used as entrances and exits



B. Terminology

1. Orchestra - a paved, circular dancing floor up to ninety feet in
diameter, on which the chorus performed its songs and darices and the actors
delivered most of their dialogue. In its center was an altar of Dionysius,
frequently surmounted by a statue of this god,

2, Chorus - a group of trained singer-dancers, usually twelve to
twenty-four men, who remained on stage during most of the rlay, engaging in
the action in a detached way but influencing it very little, As & means of
separating the scenes of the play it presented choral interludes whose prin-
cipal contrubuticn in the play was to the senses of sight and sound, for
costumed and masked, the members of the chorus moved about. the orchestra
during the interludes in a series of ballet-like evolutions, with a choral
leader. As they danced they chanted intricate choral odes which provided
commentary on the characters and their acticns, usually interpreting previous
scenes and foreshadowing those to come, and often serving as spokemen for
the playwright.

3. Parabasis - a feature of Greek comedy, in which the chorus abandons
its role, comes to the front of the acting ares, and addresses the audience
directly. In the parabasis the chorus delivers a message from the playwright,
heaping scorn on his personal enemies, atbacking public policies or attitudes,
sermonizing on moral issues of the day, or defending his artistic integrity.
Here, as elsewhere in the comedy, the utmost freedom of . speech was allowed
without fear of reprisal.

L. Skene - a lon:, permanent structure representing a building or
buildings, behind the acting area or orchestra, .and. serving these purposes:
1. to provide a decorative backdrop for action and a sounding -board for
dialog; 2. to provide building (houses, pelaces, temples etc.) necessitated
by the plot; 3. to provide dressing rooms and storage for stage properties.
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C. The Frogs by Aristophanes

In The Frogs, by the Greek dramatist Aristophanes, Dionysius, patron god
of the thearer, has deeply mourned the recent death of the great poet and tragic
dramatist BEuripides, and finally resolves t> go to Hades and bring him back to
earth., Since no one save Heracles has ever accomplished such a feat, he
dresses himself as Heracles and goes to Heracles! home to ask advice and
directions. (Heracles' home is represented by one of the doors in the long
wooden building, the skene.,) Dionysius slave Xanthias accompanies him, After
several comic episodes they approach the river Styx, and Charon, the ferryman
to Hades, azrees to take Dionysius across, but says Xanthias must walk around
the margin of the stream, Charon insists that Dionysius row the boat, and
tells him that he will bhear music that will make him row,

Frogs A chorus of frogs is heard offstage,
Co-ax, CO=-3X, CO~ai :
Brekekekex co-ax, probably concealed in the parodoi, They

Dionysius, rowing very hard imitate the noisy plebians at the theater
Don't sing any more

I bepin to be sore! «ith a kind of senseless hooting. This
Frogs iliustrates one of the uses of the chorus

Brekekekex co-ax

Co~ax, co=ax, co=ax " in Creek drama,

Brekekekex co-ax.

Dionysius
Is it nothing to you
That I'm black and I'm blue?!

Frogs
Brokekekex Cowdx

Safely on the other side, Dionysius is joined by his slave,.Xanthias,

Dionyaius, looking around
¥Well, what have we hore?

Xantnias
Darkness -- and mud,
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Dionysius
Did you sce any of the perjurcrs here.
And father-keaters, as he said we would?

Xanthias Hure 2 device often used in
Why, didn't you?
comedy occurs - “"kidding" with
Dionysius, looking full at thce audience
I sce them now. ‘'ell, what are we going the audience.
to do?

Xanthiss
Move furthcr on. This is the place he scid
was 21l aswarm with horrid beasts.

They meet a monster which changes its form several timus. Both are afraid
of it, and Dionysius runs to th¢ front of the stage, addressing the Priest of
Dionysius in his seat in the center of the front row of the audicncce.

Dionysius
My Priest, protect me and we'll sup together.

Xantlias
We're done for, Lord lieracles

Diorysius
Don't shout likc that, man, and don't breathe that name.

Xanthias
NDionysiuvs, then!

Dicnvsius
Noy, no! That's worse than the othereees
Keen on the way you're goinge

Xanthias, aficor searching zbout
Come along, sir,

Kftur this comic scenc, which borders on slapstick, the two hcar flute
meeie outside and crouch down 2t the sidc of the stage. (The flute player
was likely one of the musicians scated at the edge of the orchestrae A
small ~roup of instrumertzl musicians accompanied the songs and dances of the
chorus.) The chorus enters through the parodoi, singing, and, with their
leader taking solo parts both spoken and sung, they present a lengthy scene
of songs, speeches and dances. At its close Dionysius, also in song, asks
them the way to Pluto's house; they sing a reply, then leave the orchestra
and retrcat to the steps.

Dionvsius knocks at Pluto's door (probably the center one in the skeney
hecause Pluto is god of the underworld), which onens. A porter, whose dress
sho:s him to be Aeacus, Judge of the Dead, emerges. He asks them who they
arc, and Dionysius tells them that ke is Heracles. This is a mistake, for
Acacus recalls that Heracles had stolen his watchdog Cerberus, and indicates
that he intends to do them great bodily harm. He lcaves to get help and
Dionysius, badly frightened, agrces to exchange places with Xanthias and
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carry the bun-les the slave has been complaining about. But when the servants
of Fersephone enter and offer Xanthias a fine entcertainment, Dionysius
demands his rightful character once more,

Aeacus re¢turns, cager to punish someone, and Xanthias gives him pere
mission to beat Dionysius, who immediately obkjects, saying he is a deity
and should not bc beaten. Xanthias counters by saying that since Dionysius
is imrortal he necd not mind the beating. Aeacus decides they both should be
beaten soundlye. Xanthias says that a real immortal will not feel the whip,
and ficacus whips cach in a comedy scene where cach man tries not to wince or
croan when the whip falls on him. #Heacus cannot decide which is the deity,
so takes them both to Pluto.

Aeacus
How, by Demeter, it's becyond my powers
To tell which one of you is a god=-=-come in,
tie'll ask my master., He and Ferscphassa
Will casily know ycu, being gods themsclves.

Dionysius - They all go into Pluto's
Most wiscly saide. Indeed, I could have wished
You'd thought of that before you had me swished. housc e

The chorus remains in the orchestra and with their leader they sing a
lengthy series of songs and chants in a political veine. (This i¢ an example
of the parabasis.)

Xanthias and Aeacus return to the orchestra, wierc Aecacus tells the
other that all thie dead in Hades arc in hot dissension as to which of the two
dead dramatists, Aeschvlus or Euripides, is the greater. There is a law that
the master of ecach art on earth shall have a special place at Pluto's table
when he dies and estere Hades. and c¢ach of the two demands this chair,

The chorus s-ngs and dances ac2in, then Euripides and Aeschylus enter
through the pa.odos, cuarreling violently. Dionysius offers to judge their
plays, ang prays at the altar that the tuscs will help him judge fairly,

The Chorus
All hail, ye nine hcaven-born virginal ihiuses Greek dramas wcre always
tihicne'cr of ya watch o'er the manncrs znd uscs written in verse. These
Of the founts of quotation, when meeting in fraye lines show how the
All hearts drawn tense for who wins or who loses= chorus restated
Vlith wrestling lithe each the other confus.:s, situations in the play.

Look on the pair who do battle today!
These be the men to take the poems apart
By chopping, riving and sawings

Here is the ultimate trial of Art

To due complction drawing!

The two playwrights present lcngthy arguments cach favoring his own plays
and critizing the other's. (Greek audiences enjoyed this sort of thingj in
Aristophanes' time religious festivals of Dionysius included dramatic. contests,
with plays presented in competition, the winning authors receiving great
acclaim. )
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Pluto appcars and tells Dionysius to pick the winner and take him back
to carth with him. At last, to the surprise of the audicnce, Dionysius, who
had come to Hades to take Euripides back to .arth, selects Aeschylus,
Euripides complains, but is consoled when Pluto reminds him that he¢ will be
surc of a good mcoal in the underworld, while Aeschylus will be burdencd fore-
ever with tho task of cerning his living by attempting to reform folly and
evil in thc world 2bove.

soman equivalents for the Greck characters in this play:

Dior'sius = Bacchus
Heracles = Hercules
Persephassa = Persephone or Proserpine

Only the frogs' chorus is included in the Student Packct. The material which
the teacher is given here should help her to introduce the Greek theater and
comedy to the studenls in 3 way which will makce them aware of its importance
in their understanding and ap:reciation of all dramatic art.

III. The Elizabethan Theater (Background information)

The Elizakethan playhouse, for which Shakespeare wrote, had little in
common with thce theater of today. To the play=-gocr familiar with modern
scating arrantements and the picture-freme stage, Shakesniare's playhouse
would secem more like a stadiun than a thczters The renaissance theatre is
thought to have been & circular or polygonal wooden structure of galleries
surzounding an onen court. Into the midcleyn portizlly sovorod platforn (the stage)
projectcd. About this platform most of the audience stooa, rather than sat,
while others found Seats in the galliries or even on the stage itself. Host
of the action took place on the platform, which had no front curtain and was
backed on e¢ach side by the actors' dressing=-rooms, so constructed as to give
the {llusion of a2 housc facing a street. In the center of the back wall and
bitween the entrance doors were two annexes to the platform which could be
brought into use when necessarye--an inner stage which could be used for intexric:
scenes and directly above it, an upner stace, for scenes requiring elevation.
Beth the inner and upper stages were fitted with traverse curtains which could
be closcd when they were not in use.

Painted scenery and properties wexe used only sparingly, the object being
not so much to realize a setting as Lo sucuest or symbolize it. Spectacular
effects were obtained by *he pagentry of ritualistic scenes and gorgeous
costumes. An army might be suggested by 2 few soldiers, whose speech and
actions sug-ested that they were in the thick of a great battle. A royal
court required few courtiers to prcsent a magnificent picture for the characters
could be arranged in a formal stage picture indicating their comparative rankse
Erilliantly colored and richly decorated costumes filled the eyes of the
audience==crowds cof actors were unnecessarys

Change of scene could be effected quickly without loss of continuity,
and consequently the action of a play could be rapid and continuous. When-
ever place or time maticred, some references to them could be introduced into
the dialogue and if special atmosphere or dramatic cffects were needed, they
could be crcated by the poet's pen. Hence, it is to the Elizabethan stage
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that we are indebted in great measure for the quantity of Shakespcare's ex-
quisite descriptive poetry. Such corditions encouraged a grcater imaginctive
cooperation from the audicnce in the production of a play. 'ith such intimacy,
soliloquies, asides, and long sct specches were natural and not absurd, as
they sometimes are in modern thcater.

Since many of the plays contained supernatural phenomsna, a trap door
in the middle of the stage which permitted characters to appear and disappear,
and machinery above the stage, which could lower actors and properties from
the heavens, were necessary stage proonerties,

At the top of the theater a flag was hung as a notice to thcater-goers
that a nerformance was to be given that dave

In Elizabethan plays all female roles were acted by boys, whose lithe
figures and unchangad voices made them suitable for their roles. Actors were
more or less permanently attached to a company and so were the leading drama=
tists. Thus the writer was thoroughly familiar with the talents and the
eccentricities of each of the actors who would be playing the roles he was
crecatings The teacher may find it useful to discuss the manner in which
Beaumont and Fletcher play on the fact that the women and young men in the
Knight of the Burning Pestle are played by boy=actors.
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B, THE K. IGHT CF THE BUR'ING FESTLE (1607) by Francis Beaumont and John
Fletchexr

This mock-heroic comedy had a contemporary setting. The scenes are
laid in London and Moldaviae. The authors could have been cruel in their
dramatic trcatment of the working people of London. But bencath the hilarious
burlesque of this play lie a warm sympathy for and a great understanding of
the Londor lower-middle classes, as represented by George, the greengrocer,
his wife MNeil, and Ralph, their apprentice. You find the same type of sym-
pathy for the lover classes portrayed in Cervantes® Don Quixote. An out-
standing feature of the play is the audience's participation.

The Knight of the Burning Pestle is chosen for class study because it
gives 2 good picture of the Shakespearean theater and also includes the
commoner's ideas and views of the themes chosen for the plays. Their attitudes
about Knights and the nobility are brought out very well in Ralph's lines. A
close analysis of the following scenes will enable the teacher to bring out
the concents of the Elizabethan theater.

As the play =pened, the spcaker of the Prologue was interrupted when
George, a greengrocer, declared that he wanted to see a new kind of play, one
in which the common man of London was glorified. Sitting beside him in the
audience, George's wife Nell, suggested that therc be a grocer in the play and
that he kill a lion with a pestle. The speaker of the Prologue agreed to these
demands after George offered his own apprentice, Ralph, to play the part of
the commoncr=heroe The prologue and Scene 3 from Act I, are rcproduced in
+he Student Packet, followed by reading and discussion guestions and a
suggested composition topic.

IV, The Modern Theater
A, The Box Set

The conventional stage, as we know it, is the picture frame stage. Only
an interior of a room is well portrayed by this type of set, the standard
conception of a box set. The floor ares of the sketch is marked off with
stage directions, "Up" is toward the back of the set, "Down" is toward the
audience., "Right" and "Left", are the actor's directions when he faces the
audience,
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Proscenium b. Teaser c. Flats de Apron
R, upper right Us C. upper center Us Lo upper left
Re center right Ce center Ce Lo center left
R. down right D. C, down center Ds Lo down left
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Terminology

Apron: the stage space between the curtain line and the footlights

Backdrop: a piece of scenery usually extending the entire width of
the visible back stage.

Backing: pieces of scenery placed behind doors, windows, and other
openings to hide the stage walls

Box set: a sut composed of canvas flats,

Curtain: the front mask for thc stages

Cyclorama: a backgrovnd efiect of curtain or other material, usually
hung around the three sides of the stage, either smoothly or
in folds.

Drops: flat canvas curtains, fastened at top and bottom to battens.

Flats: a section of rigid upricht scenery, made by canvas stretched ovcr
a wooden frame

Proscenium: the arch enclosing the visible stage, or the opening between
the stace and auditorium

Set piccest individual pieces of scenery like trees, rocks, ctc,

Stages the playing space back c¢f the footlightse
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Ce CUR TC'N by Thornton iWilder

The introductions in the text and in the Students' Packet should be noted.
Most ninth=graders will understand this nlay withoul difficulty, and enjoy
performing scenes from it. Unless students pay close attention to ildex's

dramaturyy,

thev are l'kely to find the play offensively scntimentole This

prchlem is best met indirectly by cmphasis on the theatrical, dramatic, and
historical aspects of Cur Town. The play lends itself to such an approach,
which the unit has becen desioned to facilitate.

SUGGESTED FRCCEDURES

I. Litzrature

A. Introduction to the Problem:

l.

2.

Discuss the differcnces between the following formss the play,
the movie, thc television, the novale

Discuss the different kinds of problems which a man who writes for
cach of these forms must solve if he is to turn out good worke
‘'hat does a r~ovelist have to do that a playwright does not have to
do? ‘hat does a dramatic writ:r have to worry about that a novele
sst need not be concerned with? This should bring the students

to discuss the different methods of presenting character and plot
implied by the novel and thie dramae

This, in turn, should svogest te the students that in rcading a
drama one must be awsre of theatrical considerations even as the
dramatist must he aware of them when he writes a playe The
teacher may ask the student to list some of the dramatic factors,
one should keep in mind while vwading 2 play. These could be
written on the blackboard:s What kind of props are on the stage?

What kind of neople will act in the play? “inat costumes will they

wear? How noisy is the audience? How did the theater look? ‘hat
did the audience prefer to see and hear in drama vhen this play
was written? If necces:ary, the teacher may throv: out cues or
suqgestions to elicit the above or similar resnonses. Next the
tcacher san sugrest that since the studcnts will be reading a
numser of plays in the next fow years they probobly ought to know
semething about f.ow to road piays from at least three important
theaters, the Greck, the Renaissance (Elizabethan~Jacobean) and
the modcrn,

B, The Tdea of a Play in Greek Times

le

Discuss with the students the origin and character of the Creek
theater., Show the students the Encylcopedia Britannica Oedipus
film, Part I, which ¢ives a sraphic illustration of the Greek
mask and Greek chorus. It is available from the Audio=-Visual
Department, the University of Nebraskae. Assign them library
activities which explore materials on the Greek theater, masks,
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dramas, and dramatistse Give the studunts a synopsis of The Froas
by Aristephancs, rcading the excexrpts contained in this packet and
discussing Fow they were staged. This should make both the Greck
comedy and the Greck thcater and stage more vivid to them, and
prepare ther to undersiand and enjoy the classical comedy which is
included in the unit on "Comedy".

C. The Elizabethan or Renaissance Theatcr: The Idea of a Play-e1580-1040

1. Prescnt studcits with materials on the Elizabethan playliousc.
Assign the library activities with the matcrial your school or
public library affords. Assign the selections from The Kniaht of
the Burning restle, reproduced in the Student Packet, asking them
To read tre scenes carcfully, trying to figure out how they would
be put on a Renaissance stage. Ask thoem to decide this partly from
the text of the play, which tells them much about actors, acting,
theaters, and avdicrces, and partly from what they have lecarned from
library sources. Students may wish to try acting out some of the
scenes from this play on an imaginary dcnaissance stage.

D. The Modern Idca of a Play

1. Pr sent students with information on the box sct and assign Qur Town.
Oral presentation of plavs in the classroom cffers a poor substitute
for the vitality of the theater; however, reer:ation of scencs
throuah classroom productions can release the imaeination and aive
studen’.s the actual cxwericnce of play producticn. Oral prescntation
will t.ain a student to think in patterns of stage action, character
nortrayel, and stage designe It can aiso direct students to be
cognizant of thc total effect the play would have upon the audience
rather than to exanosrate mere detiil in line and act on. It is
suggested that the teacher divide the class inte committees. Each
committee can work out & scene, or an criire act, making up a
director's riotebook, filling in the missing stagc dircctions, and
finally prese~ting their version to the entire classe. The teacher
can hold their plans during the pcrformance, and then the rest of
the class can make comments on the acting and interpretation. The

notebooks can then be revised in terms of what the students have
lzarncd.

II. Language

The tirminoloty of drama given in this packet includes some terms of a
rather technical nature. No rote memory work should be assigned over these
terms, but the students +ill find some of them useful in expressing concepts
which ( it is to ke hoped) they will develop during their study of thc idea
of a play. The tcacher should adapt her presentation of this material to her
students® capsbilities and intercsts,

The unit o<fers opporturi.ies for analyses of humorous onomatopoeia (Gedey
the frog's chorus in The Frogs.), malaprapism (e.g., such terms as "reparel" in
The Kniaht of the Burning Pestle), revitalized cliches, and dialect (cfe Qur

Town)e The teachecr may wish to prescnt ti:ese and other specialized uses of
language as dramatic techniques in this unit. Students would find a brief
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look at them uscful in prepazation for the extended Jinguistic exercises in
the units on dialect and micro=-rhetorice

I1I, Composition

Suggested topice follow the discussion questions in the Student Packet.
In addition, early in the unit one might assign a raragraph on "the best
movie I have seen this month is.e. becauseesee" At the close of this urit,
or of the comedy unit, the assignment could be repeated. A comparison of the
earlier with the later papers would be a simple index to the students® nrogresse

IVe Supplementary Activities

For supnlementary rcading, the two other plays in the core text may be
more attractive to some students than the titles listed for this purposec in
the Student Packct. If scvercl students choose to rcad one play, they could
prepare and prescnt a cutting from it. The class could then discuss the nature
of the stace-machine, setting, and costuming that would be ~ost effective for
producing the piay.
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I. CORE TEXTS: George Bernard Shaw, Arms and the Man (New York: Bantam Beoks
#AC68, 1960).
William Shakespeare, Twelfth Night, in Four Great Comedies
(New York: Washington Square Press #W231, 19235 L5¢
Plautus, The Rope, trans. Cleveland K. Chase in An Anthology
of Roman Drams (New York: Helt, Rinehart and Winston, 1960).  Reproduced
in the Packet.

SUPPLEMENTARY TESTS: None.
i II. OVERVIEW:

This unit continues the consideration of drama begun in "The Idea of
a Play." We are concerned here with only one kind of drama, comedy, a
subject which philosophers have treated less successfully than dramatists
have, and which is best apprecached through analyzing plays that have
succeeded in amusing their audiences. Comedy is a literary kind, as well
as a form of drama; thus, the unit on Kinds, as well as the unit on "The
Idea of a Play," will be useful for reference in studying this unit. It
begins with selectinns from the modern period and works back through the
Elizabethan age to the Roman theatre. This allows you to consider the
development of drama from a new viewpoint. Selections from modern plays
open the unit; they are followed by three successful ccmedies. The unit
contains a concept development sectien, introductions, and reading questions
for each selection, in addition to discussion questions and compositien
topics for each complete play.

The materials of the unit will be helpful for the ninth-grade unit on
micre-rhetoric and for the tenth and twelfth~grade units on tragedy and
the twelfth-grade unit on the ascial nevel. This unit is, of course,
closely connected to the ninth-grade unit on satire and on the epic.
Finally, the reading of a Shakespearean play should help to build the
students' understanding of the histery of the language.

ITY. GENERAL AIDS: Concept Aids

A, Comedy

Our students already know comedy from having enjoyed it, but by asking
them to atudy it, we are placing it in a different perspective for them,
asking them to intellectualize their experience and to make their pleasure
more coumplex, subtle, and sophisticated—-at least, more self-conscious.

- Students know the workd "comedy" when it appears in T-V Guide, entertain-
ment advertisements in the newspaper, or on theatre marquees. Now they
find it appearing in the context of the study of literature, and they will

. - . . expect to be mwstlfled Cur job is to keep them from being mystified.

Eavesdrop on your students outside of the classroom-and you might, hear\\
something like thig:

.,

D'ya go to the show er what?
Yeah;

What was it?
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Lilies of the Field.

A comedy?

Yeah.

Funny?

No, but it lad a happy ending.

or this:

D!'ya go to the show or what?
Yeah.,

What was it?

The Pink Panther,

A comedy?

Yeah,

Happy ending?
So-so. But sure had some howlers.

Whether the show had howlers or a happy ending, the students have no
trouble in knowing a comedy. Some shows, they know, have happy endings
and give rise to joy, some have howlers and give rise to laughter, and some
do both; when they see either or both, they know they'!'ve seen a comedy.
Even though our students may ask us what comedy is, it is not just the
conventions of meaning which go with the word "comedy" that we want to
teach them. What we want to teach them is how to go at viewing and reading
comedies, particularly comedies written in the general form of Roman New
Camedy--how to recognize the conventions of character and situvatioen by
which the comic playwright pleases and the means by which characters and
situations are made pleasant and instructive. It will be useful for the
teacher to have in mind the what and the why of comic laughter and comic
Joy during the presentation of the unit; the two. are rather different.

B. Iaughter and the comic ploat:
1. Comedy of situatisn:

What is funny in comedy is usuvally either zn absurd situation, a
ridiculous character, an absurd moral action, or some combination of
these three. When we see a Laurel and Hardy movie, we laugh at the
pie throwing, the woman slipping on the pie and shaking her leg, and
the tearing apart of automobile fenders, not primarily at the tall fat
man or at the little thin man. We do not laugh st the characters
themselves, but at the\imposaibla:situatiggs they get themselves.- into.

SN
\\“
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A good portisn of cur comic tradition is of precisely this sort, comedy
of situvation, or, to use a more traditional term, farce. One thinks qf
Aristophanes' Lysistrata and the Clouds, of Shokespearef!s Henry 1V,

Part I--the scenes located in Dame Quickly's tavern (such scenes as

that in which Falstaff hides sleeping "behind the arras, and snorting
like a horse," while the Prince assures the Sheriff that Falstaff is

not present). Shakespearean comedy is often not much removed from the
pie throwing which we see in laurel and Hardy. Malvolio tormented in
his asylum is as much siapstick as is Malvolio crossgartered and both
are like laurel and Hardy throwing pies.

2. Cemedy of Character:

One looks in vain in Meliere's Misanthrope for any farce, and one
finds little farse in some of Shaw's plays. Arms and the Man does have
a few farcical scenes but most of it is comedy of character. Moliere
is often pure comedy of character. When we see the Misanthrope, we
laugh at a character--a man ridiculous because he is surprised by folly
in the context of a society comfortable with folly. But even Moliere
doces not depend entirely upon laughing at characters. In The Would-Be
Gentleman, we find a ridiculous character--the man who makes an inept
attempt to be a gentleman but this inept attempt leads him into
ridiculous situations: dancing when he cannot dance; fencing when he
cannot fence; endeavoring to seduce ladies (as he thinks every gentle-
man must) in the most artless and awkward fashion and so forth. He
becomes convinced that he is an Fastern nabob and sees himself as one
of the divine monarchs of the Orient, even while his "subjects" beat
him. In other words, a comedy of character davelops into comedy of
situation. Although we can find comedies in which we laugh primarily
at the characters, e.g., The Misanthrope, and not at the situations
in which they place themselves, we more commonly laugh et a ridiculous
character who places himself in absurd situations--physically, socially
or morally; this is certainly what we do with Shaw and what we do with
Shakegpeare and Plautus much of the time (though what mskea a
ridiculous charactsr--indeed what makes a character—is different in
each of the three cases).

3. Norms and disproportion:

How do we know that a situation or character is ridiculous, that we
should laugh? No one instructs us as Princeton undergradustes are
instructed during their graduation exercises. Each year at Princeton
the honor student is asked to give a Latin oration, copies of which are
distributed to the undergraduvates who attend the ceremony. In the copies
the audience is told how it ought to behave: when a joke is being told
at the expense of Radcliffe women, the copies are marked ridete--'laugh."
The students are alsc told when to applaud, when to boeo, and so farth.
Such instructicns, if they were necessary to comedy, would kill it. Let
us take pie throwing as an index to situations where we laugh. When
one man throws a pie at snother, the pie gets all over the victim's
face, he expresses discomfort, throws the pie back; sosn the whole city
is a pie-throwing riot. Since such behavior is irregular our sense of
discrepancy between the norms of human behavior and the behavior which
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is presented to us makes us whoop. But, while pie throwing is irregular,
it is not dangerous. Were they dignified men throwing rocks, we would .
have a naturalistic tragedy such a8 Hauptmann's The Weavers--or perhaps
a miracle play on the stoning 6f the martyrs. Nothing would be funny.

- Departure from typical physical norms is only one of the occasions
of comedy. A man without manners who displays a harmless pedantry is
funny because he departs from the norms of etiquette or social convention;
his is the comedy of manners. An incompetent seducer is ridicuylous
because the norm for seducers is competence. Incompetent practice of
the techniques of seduction is laughable in terms of our stock cepceptiens
of the normal; as is incompetent practice of crime. Murder at St. Trin-
ian's is based on deviation from dur stock ¢onception of the © competcnce
of criminals.

4. Moral comedy:
_ Whereas the basis of laughter in physical and social comedy can be
. analyzed with little trouble, there are more difficult kinds of comedy--
moral comedy. In Ben Jonson's Volpone, the hero worships gold at a
gllded shrine--greets his shrine as a shining sun. This is laughable.
' Madern audiences laugh at the scena. But why? No norms would appear to
be violated. Certainly greedy people are common enough (we are all
-gresdy); greedy behavior is the norm in our acquisitive society. We
ought not to laugh at Volpene. His behavior is in some sense normal.
Yet we do leugh, end we laugh at something dis;:roportiomte in him.
.. One suspects that this is because we still know of and are imstructed to
accept norms which do not condona greed and because Volpone reminds us
- of these anti-acquisitive norms. Our society is to some degree a Christian
soclety. We know that we are to "take no thought for the morrow: what
wor ghall eat, or what we shsll drink, and wherewithal we shall be
- clothed," and so forth. Hence, if we do worship gold, our worship is a
denial of conventional Western religious worship and we are able %o dc
so implicitlycniz ohthesly,so to speak. Volpone worships gold openly~-
makes our own excess exceaa.we.],y excessive. Opdinary practical men,
however avaricious, do not set up gilded shrines about their houses.
A man who sets up such a shrine emphasises the idolatry implicit in
avarice, reminds us of the norm to which we presumbly give our most
profound assent--the religious norm; he does this in order to deflate the
superficial norm which might otherwise seem natural behavior. We laugh.
By avertly dramatizing the religion of avarice and exposing its absurd-
ity, Jonson makes us see materialism against a moral norm rather than
against an economic one. Volpeme'!s kind of comedy is morel comedy, & kind
----of comedy difficult to teuch because we are tempted in talking of it.either
.t encourage laughter without -encouraging our students to be clear aboul
what we ere laughing at or to imdulge in dour.and wncemic moralising wdth-.
' 77 ---—ovt-displaying that we perceive the ludicrousness of folly, Most of the
... cusedy in this unit basically exposes moral disprepertion. 'What wa have
T 'uid of Valpone's religion of gold could be said of Malvalio's religion
- of sucoeas; Labrax', of profit; and Sergius!, of glory. In the tradition
""" "of .comedy which-extends from Aristophanes through Plautus, through Shakeg~—
peara -and Jonson. down to Shaw, comedy is primarily a moral art m:i.ch

R
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"sparts with follles not with crimes." 1
C. Joy and the Comic Plot:

Comedy may, aswe noted in our opening example, mean "the happy ending."
Donatus, the Roman critic, defines a comedy as a work which proceeds
from a sorrow to joy, and Dante, using this definition, called his journey
from sin to redemption, The Comedy (not the Divine Comedy, as modern
publishers title it). Dante's Comedy is not funny; its ending is joyous,
and it may be taken as a paradigm for happy-ending comedies though re-
generation is not the only happy ending possible to comedy. Aristophanes!
old comedies often end in a feast, and Greek and Roman New Comedies (the
first "boy meets girl" comedies) generally ended in a marriage in which
are united the will of the married couple to love one another and the
will of society to perpetuate the race through the institution of stable,

responsible wedlock. Frequently Christian '"new comedy" (Shakespeare par-

ticularly) suggests that the "boy meets girl" comedy's concluding mar-
riage is, like Dante's final rejoicing, something which unites the will

of the married couple to the "love which moves the Sun and the other
stars"-~to the God of celestial love and selfless terrestrial married love.

Conventional new comedy plots and the plots of all three plays in this
unit begin with grotesque, laughable characters at large, perhaps threaten-
ing to control society, and end with the rejection or conversion of the
deformed society in a marriage ceremony. The marriage ceremony is the
basis for "rejoicing beyond a common joy" because a new society, founded
in the 0ld sense of decency and reason and love--in a new sense of these,
has been formed. It may be well to consider the common New Comedy action
in detail to see how the plot elements which produce laughter and those
which produce joy may both work together to make the mask of comedy
speak its serious, smiling meaning.

D. The Comic Action: Jlaughter and Joy:

The action of a comedy rarely follows the classic tragic plot-line
of exposition, complication, climax, unraveling, and conclusion. Comedy
emphasizes man's freedom and responsibility, usually to the detriment
of the dramatic chain of cause and effect. This is not to say that comic
structure is slip-shed, but only that it may appear to be so when measured
by the standards of tragic structure. Comedy is constructed to display
the interacting of exemplary groups of characters in exemplary situations
rather than to show how nature and society endeavor to coerce or control
the behavior of a single heroic and tragic individual, a concern which
generally requires a linear plot which displays the life of an individual
subjected to a single sequence of comnected influences,

1 The moral norms which make us laugh may be conservative-—~Plautus
and Shakespeare--or they may be liberal--Shaw; but they are mocral norms.
Cf. the common comic types: avaricious fathers and old men, wild, leche
erous young men, parasites, sophistic prostitutes, cowardly soldiers.
The very type-labels edvert to the moral norms violated. '
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The most common comic cast of cheracters is a young man, a young
woman, their parents, and a group of .stock grotesques. The usual
situation is that young love is frugtrated by parental and circumstan-
tial opposition and enlivened by the antics of a group of almost al-
legorical characters who represent “particular follies or vices. The
plot consists of the removal of obstaeles to the wedding of the hero
and heroine. Unlike the typical tragic action, which progresses 1n
a straight, narrow, deep channel, the typical comic action swings be-
tween the parental and farcical groups of characters in the course of
daveloping the romance. The parental group might be envisaged as an
extreme moral right, the grotesque characters as a party so far 19ft
that it verges on anarchy, and the lovers as moderates or poteptial
moderates who try to achieve the goals of their reasonable policy over
the protests of the hidebound and the confusion engendered by the law-
less. The lovers, in the course of the action, may themselves.partlci-
pate in the excesses of the lawleks ‘br the puritanism of the hidebound.
The parents are more often reconciled than flouted, the grotesques
uauvally are sent away or put under responsible control. In the action,
the puritanical and the lecherous groups are bumped about and bump one
another about into various disproportionate situations until finally
the central characters see the light and bring things inte control.

Comedy uses numerous developments, adaptions, and complications of -
this general pattern to display the disproportions of the laughable and
the excellence af the remsonable, the controlled, the "regenerate"; it
frequently contains smaller patterns of incident and more subtle group-
ings of characters than those described above.

E. Characters

1. Rustics: part.of comedy's meral "left wing."

Frequently in the more dignified varieties of comedy, the "gyotesqnes“
are set apart as much by their lack of polish as by their deformities
of character or body. Country bumpkins afford fine peossibilities for
the antic group of characters in a comedy whose hero and heroine are
urban, noble, or highly civilized. Among the excerpts from modern come
edies in this unit, Green Pastures is the only one that has rustic char-
acters. However, the play does not afford an example of the rustic as
anarchic or ridiculous; it is simply cast with characters of a different
class than those in The Importance of Being Farnest. The comic use of
rusticity as a structural element requires the presence of two levels
of urbanity in the same play. In Arms and the Man, the Bulgarian society
serves as & rustic foil to the Swiss viewpoint of RBRluntschli, although
some characters who wear an antic mask are allowed to ceme out from
behind it at the end of the play (Cf. the section on modern comedy).
In Twelfth Night, Sir Toby and Sir Andrew might be classified as gro-

tesques but Aguecheek's appeal is largely that of the rustic, as is the
bourgeois Malvolio's attempt to ape a court lover. Although Maria is
"a gentlewoman" she belongs, in the comic structure, to the same group
as do the other characters mentioned. Like Sir Toby and the fool, she
is a servant who can take excessive liberties in Olivia's disordered

household. The scene of The Rope is a wild island whose-inhabitants
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are rustics played off against the Athenian Daemones, his daughter, and
her civilized lover. Gripus and Daemones' slaves are typical rustics.
This sort of rustic group appears in fiction as well as in drama. The
student will find the concept useful when he meets Mr. Collins of Pride
and Prejudice in the twelfth-grade unit on the social novel.

2. Enemies of Nupital Happiness: pa:v of the moral "right wing'":

This group of characters, dramatically opposed to the anarchic or
rustic bloc, functions as the authoritarian part of the comic structure.
The functional definition may help ninth-graders to grasp one of the
principles underlying comic action. The enemies of nuptial happiness
include (a) parents who prefer a conventionally profitable or prestigious
rarriage to 3 happy one (e. g., Catherine's sponsorship of Sergius as
Raina's suitor and Major Petkoff's conventionality, implied by Raina's
fear of his finding her photograph in the overcoat); (b) characters who
seriously try to trap the heroine in an undesirable alternative to mar-
riage with the hero (e. g., labras, supported by Charmides, in The Rore);
and (¢) the impermanent but threatening dangers caused by a powerful
character's failure to understand the situation (e. g., Olivia's deter-
mination to wed "Cesario" and Orsino's ignorance of Viola's love for him).
The older generation should not be equated with this group. Often, one
parent is complaisant. Sometimes a sympathetic older person such as
Ptolemocratia or the Captain of Twelfth Night disinterestedly helps one
of the lovers, while a middle-aged go-between has been a stock device at
least since Chaucer's Pandarus.

3. Additional lecvers: the central groups:

Many comedies include mere than one pair of lovers. The secondary
couples may be simple foils for the hero and the heroine but usually fill
at Jeast one of two additional functions. Ordinarily the major love
affair is exalted by comparison to a markedly inferior and abortive romance
which is proposed early in the play. Usually the wrong girl and wrong boy
end with a more satisfactory marriage than the one originally planned
for them. The Nicnla-Louka engagement is purely utilitarian and sur-
renders to the mere satisfying Sergius-Louka marriage. The sentimental,
insubstantial Orsino-Olivia romance dissolves into genuine love affairs;
Sebastian is commandeecred, but he is happy with his lot. The secondary
romance is embryonically present in Ampelisca's byplay with Daemones'
slave, which, though trivial as action, demonstrates the superiority
of Plesidippus' passion to the usual thing. Tertiary romances are not
uncommon in plays with large casts of characters; they frequently involve
members of either the rustic or authoritarian groups in the comedy, and
undercut their opposition te the nuptial resolution. Sir Toby's decision
to marry Maria illustrates this function of subordinate romance.

4. The Normative Character

Comedy offers paradigm cases of the three main varieties of the norm-
ative character: the representative of natural law (e. g., Arcturus);
of moral and social order (e. g., the Orsino of Act V); and of the play-
wright's viewpoint (e. g., Bluntschii); for the comic normative -character
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is peculiarly easy to understand, identify, and contrast with his com- l
panions. In comedy, there are rarely any questions about which of the |
characters is normative, for the other characters usually fall easily

into one stock category or another. With a small cast, the hero fre- |
quently fills the normative role (e. g., Orsino cured of sentimentality
or Bluntschli cured of wanderlust). When the cast contains a sane,
knowledgeable character who accurately informs the audience of what's
going on (e. g., Arcturus), that character is normative. Good sense

is pormal. The cuncentratien on foibles, oddities, and vices in comedy
requires that the pleywright to establish a strong, explicit, and de-
tailed contrast and comparison between his normative figure and his
other characters. As a result, both the techniques by which such a fig-
ure ig evtablishedchnd:his- purpsses in a-work. of literature are thrown:
into high relisf inalcciedy.  ° i w19. oo n 3% L. Bl

¢ S BRLE

. .
v e WS e

5. The Go-Between--part of the "msral left" generally:

In a comedy containing separated lovers, this stock figure is nearly
indispensible to the action. The go-between may be guilty (e. g.» Maria),
virtuous (e. g., Tochalio), or insentien®, (8. g., Raina's photograph).
If it is a character, it presents the playwright with a curious problem;
for the conscious go-between must be fairly sophisticated, and either
intimately connected with one of the lovers or a meddler. Comedy exalts
young love, but it is a verisimilitudinous art which usually does not
ignore the question of motives completely. The go-between should be ad-
mirable as a friend of love, but an uncle or nurse who cooperates with
a girl's plans to flout social or parental authority is caught between
the Scylla of pandering and the Charybdis of inconsistency. A member
of the older generation who disinterestedly revolts from the authoritarian
bloc runs the risk of losing his peers'! respect and the audience's belief.
For this reason, the older go-between is usually an old maid or bachelor,
an outright protesque, or a member of some other group that lacks great
social power. The worship of such people at Hymen's altar adds little
to the reputation of the god--while it blurs the comic conflict between 1
youth and age. The go-between's job is often conveniently left to ser-
vants whose motives are of little interest as leng as they serve their '
masters well. The go-betweens in the major romances of Arms and The ‘
Man, Twelfth Night, and The Rope are relieved from the moral dilemma
by their lack of independence. The photngraph, "Cesario," and Trochalio
are completely at the service of their masters, the lavers, The lovers'
affairs are, morally speaking, advanced only by themselves. 1

F. Situations, incidents, and devices of characterizatien which are
the stock-in-trade of comedy:

1. Mistaken Identity

This device useful in creating artificial obstacles to a romance is
so perfectly mppropriate that not even the most calcified parent would
abject to it. It frequently serves as a bolster to parental or pur-
itanical oppasition, as in Twelfth Night, Arms and the Man, and The Rope.




g Comedies which depend heavily on this device for opposition to the
marriage are often light since the audience is necessarily in on the

gecret from the beginning.

2. Affectation

) Affectation in comedy may be merely a trait of one character in
particular (e.g. Aguecheek). It is also frequently shared by a group

of characters (e.g. Olivia, Orsino, and his courtiers or the Petkoffs
end Sergius in Arms and the Man). In such cases affectation becomes a
comic situation which voth demonstrates the unhealthiness of the group
and forms an obstacle to the resolution. Skillfully used, this device
is a highly economical way to provoke laughter, as it makes fun of
affected people, their particular affectation, and the behavior they
ape. For example, the elder Petkoffs are funny not only because they
are affected, but als» because they aspire to bourgeois status symbols
which are less prestigious than the family's barbarically magnificent
possessions, and because such aspirations show up the tawdriness of

social climbing even in its natural middle-class European forms.

3. Incompetence

This device is closely allied with affectation, and is funny for
similiar reasons. The incompetent character, unlike the affected one,
honestly tries to perform some task which is not itself laughable. The
inept soldier (e.g., Sergius and Aguecheek), lever (e.g., Sergius with
Rains), and gentleman (e.g., Major Petkoff and Aguecheek) who amused
aristocratic societies have recently been joined by foolish detectives,
tycoons, and scientists. Incompetent criminals (e.g. Labrax) and seducers
(e.g., Daemones' slave) are mentioned above, Farces frequently depend
heavily on portraying incompetence, as it offers excellect possibilities
for physical comedy. Social and moral comedy rarely make more than
incidental use ef incompetence dissociated from affectation.

k. Indulgence to excess

Excessive appetite, a hallmark of the grotesque, has always been a
favorite subject of comedy, ene which was exploited with considerable
sublety in Rome (e.g., the play on drinking and drowning in The Rape).
Sir Toby's fondness for alcohol is a simple ferm of excessive indulgence,
while Bluntschli's ravenous consumption of chocolate creams is an illusory
gluttony in which Raina, but not the audience, believes.

5. Incchgruous Calamity

Incidents. of this sort renge from the simple and trivial (e.g., Nicola,
the careful servant, berated for blunders he is obviously incapable of
committing) to the complex and nearly catastrophic (e.g. Viola, the
vltrafeminine, forced to court her rival and to do battle with the sword) .
The afflictien of evil comic characters is frequently rendered amusing
rather than severe by its incongruity or "poetic!" justice (e.g., the
coolly calculating Malvolio locked up as a madm&n, or Malvollo as
| "Puritan-sick with love-sickness" treated as a mmadman, lovesick and
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demon-possessed). Incongruous good fortune (e.g., Gripus catching a
fortune) may not amuse us as much as it did the Romans. We believe in
success., Ve believe in Horatio Alger and Dick Vhittington. Incongruous
calamity often precedes an unmasking which permits the reunion and
marriage of the important parties in the comedy.

G. The Majsr Subgenres of Comedy:

. The teacher may find the following brief descriptions of the most popular
varieties of comedy useful:

1. Major subgenres which emphasize laughter and the satiric aspect of
comedy-~departures frem norms:

a. Farce: Farce is concerned with brcad, low, or physical comedy--
with departures from physical norms of decorum. It uses stock
characters in a plot which develops from a single, ridiculous
situation. The comedy advances through the exploitation of the
absurdities inherent in its cast and original situation. In great
farces, complications are developed in geometric ratio, until the
last few minutes, when the entire structure (which resembles a
pyramid standing on its apex) tumbles at a touch of cool reason.
Laurel and Hardy, the first scene in Arms and the Man, the Malvolio
scenes in Twelfth Night, and the Gripus and Charmides scenes in The
Rope contain a heavy element of farcical physical comedy. The teacher
way wish to ham it up pretty thoroughly when she teaches these scenes,

b. Satiric Comedy: This variety of comic drama sets out to correct
human moral foibles by exciting laughter at deviations from the
golden mean of behavior. It flatters the spectator by assuming
that he is a normal, reasonable man in contrast to characters
presented for his amusement, who are embodiments of particular
vices and oddities carried to an extreme. Ben Jonson's comedies

of humours and much of Moliere are typical. Gripus in The Rope

and Malvolin in Twelfth Night would be at home in satiric comedy.

c. Comedy of Manners: Comedies of this type treat man as a social
animal whose first duty is polished, correct deportment. The

standard of mamners is often rigid and elaborate and takes precedence
over converitional '"religious" morality. Wit, perfect construction,

and a drawing-rcom or boudoir setting characterize the comedy of
manners, which was brought to a high level of excellence and popularity
of the Restoration stage in England {1660-1700). Arms and the Man
incidentally spoofs this tradition, while the scene between Olivia

and Viola in Twelfth Night (I: 5) exemplifies it.

2. Subgenres which emphasize "Joy," the festive conclusion--reconciliation:

a. OSentimental Comedy: In this sort of drama, some form of private
morality is usually exalted, usually a morality in conflict with

A public conventions of depsrtment. Sentimental comedy tends to
emphasize the goodness of the individual men and his personal desires;
it tends to appeal to the audience's emotions. Sentimental comedy




11

was the successor, in point of fashion, to the comedy of manners—-
the eighteenth century brought the rise of sentimental comedy to
preeminence on the English stage. If a sentimental comedy ends with-
the marriage festivities which we usually associate with comedy, its
happy ending will generally be joyous for sentimental reasons. That
is, at the end, the public forces which appeared to be bent on
frustrating the protagonist's personal emotions and morality become
rather more benign and allow him to indulge his feelings and have
his way.

b. Rorantic Comedy and Musical Comedy: Modern romantic comedy and
musical comedy often center their attention on love affairs which
take place in highly unusual, exoti.. settings. Their strong appeal
to the audience's emotion is cften based on a rather conventional
respect for "la-de-da" love and for the conventional standards of
the group to which it is addressed. In this kind of play, generally
the villaine in the world are either physical impediments to marriage
(distance between lovers, the highest mountains, deepest seas, etc.)
or rather melodramatic personifications of rather trite conventional
conceptions of evil. Oscar Strauss's Chocolate Soldier is e
musical comedy version of Arms and the Man. A record of it played
for slow classes before they begin Arms and the Man may get them into
Shaw's work and give them an opportunity to discuss the difference
between Shavian comedy and frothy musical comedy. In some ways,
Twelfth Night looks like a frothy romantic comedy or musical comedy;
but Renaissance people used the romance-comedy world of the purely
fantastic to make serious comic-philosophic statements about how men
loved God, neighbors, wives and wenches, and children and servants--
tbe conduct of love in the broad sense being among the most important
of moral considerations in Shakespeare's comic world. Since musical
comedy begins with a cardboard physical problem or a cardboard
nelodramtic problem, the resolving of the problem is generally equally
& matter of a paper thin "to the rescue of virtue and truth."

c. Tragicomedy. Plays of this type contain tragic possibilities,
narrowly avoided in a conclusion that arcuses "philosophical joy"
in the audience. Shakespeare's tragicomic heroes do not have the
tragic hero's dignity or devotion to purpose. They do, however,
often face a set of problems as grim as those which the tragic hero
faces and with his degree of courage. Such plays laugh at--and

» weep at--the foibles, flaws, and evils which are the concern of
comedies generally but treat them in a flexible fashion. Horror
and broad laughter, philosophy and farce are mixed until the action
: comes home on a joyous providential conclusion.

3. The major subgenre of comedy which cambines.satiric laughter and a
Joyous ending: New Comedy:

_01d comedy is explained in the 9th grade, "Satire" unit; new comedy,

( urilike Aristophane's "Old Comedy" does not abuse or satirize particular

1 identifiable contemporary people such as Clesn in Aristophaneis The
Knights., It deals, rather, with the follies of men in general, of the

upper middle, middle and lower classes, as these follies can be represented

in characters exemplary and verisimilitudism. New comedy begins with

©
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Merander in Greece, is developed by Plautus ani Terence in Rome, by
Shakespeare and his contemporaries in Elizabethan England, and informs
Restoration "ccmedy of manners," 18th century "sentimental comedy" and

the "novel of manners" from Jane Austin on (cf. the 12th grade Class Novel
unit). New Comedy almost invariably concerns the movement of lovers
toward marriage and arranges its satiric concerns around this search

for order. The Rope, Twelfth Night and Arms and the Man can all

be seen as New Comedies, what is called "boy-meets-girl" comedy in the

student packet is basically New Comedy (cf. Duckworth, The Nature of
Roman Comedy).

1II.Specific Works--Modern Works: Green Pastures, The Importance of Bzing Ernest,
Arms and the Man:

Modern comedy tends to be different from older comedy:

1.

Its characters tend to be rounder--perhaps as a result of the development
of modern psychology, modern interest in motives, and modern egalitarian
feeling; cf. Shaw,

Its society is frequently a rather artificial society--set off in a

place and time where people are divided according to role, dress,
position, and class--Bulgaria, English town houses, Negro rustic society.
The functions of the off-center society would appear to be two: (a) It
allows an author to make a comic comment on his own society by speaking
of a distant one; (b) it allows the author to create a less fluid society
than ours, a society where there are norms and hence possible comic
departures. Notice that this contrasts with the more verisimilitudinous
setting of comedy in "our town" characteristic of Roman comedy and Ben
Johnson--though not of Shakespeare. (c) The Plots of modern comedies tend
to depend less on chance and miracle than do those of early comedies,
perhaps tecause we think of comedies as more closely circumscriibed by
probability. The modern playwright has less opportunity to create a

free wheeling fiction to make his satiric point than did Shakespeare,
Generally "New Comedy" writers try to write verisimilitudism plots but,
of course, the sense of the probably changes from generation to generation.
Our plays have fewer sets of identical twins, long lost children, fewer
providential shipwrecks, and supernatural beings than did Roman or
Renaissance comedies, (d) The admirable modern comic character often
lives according to flexible, personally developed ethic rather than
according to an establish public moral. Bluntschli is a military floater
and neer-do-well though he comes forward at the end as the representative
of Swiss republican efficiency. These aspects of modern comedy may be
studied in Connelly, Wilde, and Shaw,

L. The Green Pastures (1930)

Marc Connelly's play is a metaphysical comedy on the origin of Chris-
tianity, as understood by a naive, southern Negro subculture. The excerpt
from the play reproduced in the student packet does not suggest, the nature
of the play; it is meant to serve two other purposes. First, as an
introduction of more complex and less familiar comedies, it should attract
students because of its simplicity, good nature, and daring, Second, it
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. ¢  offers clear-cut examples of several -techniques of comedy. The dispro- "
portion implicit in conventional ideas of heaven (Act I, scene vi) is
obvious and obviously funny. The excerpts offer a good example of comic
ridicule directed toward a serious end, included is a miniature debate
between antic and authoritarian forces on the subject of appetite, an
ancient comic tradition which will reappear in the following plays of
the unit.

2. The Impartance of Being Earnest (189.)

This is a pure comedy of manners, whose frivoleus charm depends on
verbal wit. The plot and characters are stereotyped; their freshness
arises from the dialogue, which iuverts the hierarchies of seriousness
and value upheld by the moribund Victorian aristocracy. Ridicule of
the institutions, customs, and exclusiveness of the upper classes is
generally restricted to modern comedy. Traditionally only foolish or
wicked aristocrats were absurd. The emphasis on the character and
foibles of the lovers in this play is particularly modern. The language
of the excerpt should be analyzed in class as & preparation for Shake-
spearean wit which Wilde equals in cleverness, although not in richness.
The luxurious drawing-roem settings are common in social comedy and
exploit the possibilities ef the picture-frame stage.

3. Arms and the Man

Shaw's early plays were frequently rather obvious in their didacticism
(most comedy is didactic) as they were addressed to an audience which
was fairly unwilling to regard the world from Shaw's point of view,
accustomed as it was to a thin, undisturbing Victorian dramatic fare of
melodrama and farce. Victorian audiences tended to like ideas rendered
harmless by oceans of froth, as in the Gilbert and Sullivan comic operas,
or sanctified by tradition. Renanticized productiens of Shakespearean
drama were extremely popular. But Shaw (and Synge) demanded to be taken
seriously as social critics, and assured themselves popularity not by
conciliating their audiences, but by raking them over the coals. The
theatrical excellence and intellectual stimulation of their lays made
them irresistable as entertainment if not easy to swallow as .atire and
philosophy. Cemedy as a social corrective was not, of course, original
with early modern authors; it was merely novel to audiences for whom his-
torical distance had sheathed the steel of such comedians as Plautus,
Moliere, Ben Jonson, and Aristophanes. Arms and the Man's title rather
obvicusly comes from the first line of Virgil's Aeneid, it pokes fun at
the whole relationship between arms, the sense of manhood, and love which
figures so prominently in the Dido and Aeneas episode of the Aeneid and
in its last six books. Shaw ridicules both the romantic and heroic ("epic")
traditions of the stage and the aristocratic value system which supported
them. The comedy affords goad examples of modern fragmentation of the
forces in the conventional comic iction and of the rounding of stock
characters. Bulgarian barbarism,™ the Russo-Austrisn conflict, and a
photograph perform functions traditionally performed by such stock

1The detailed settings satirize the overelaborate barbaric-gaudy decora-
tions of the Victorian picture stage. '

|

|
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= characters as the rustics, the braggart soldier, and the go-between.

o No member of the cast continues to be a stock type for the entire play,
and the removal of the comic mask beccmes itself a source of laughter
(e.g., Raina's confession of affectation, Bluntschli's confession of
romanticism) both because it is surprising and because it changes the
grouping of the -characters. Raina's candor shifts her away from the
impractically romantic group toward Bluntschli and Nicola and Bluntschli's
self-revelation suddenly reveals Sergius as his true analogue. However,
fer all this and for all its mockery of sentimental drama, comedy of
manners, Gilbert and Sullivan, and Byronie opera, the play is still
basically a new comedy--a picture of a society worthy of satire moving
toward a condition worth celebrating.

The play begins in chaos-—-in war; and the historical background of
the play is fairly important. In 1885 Bulgaria was finally united under
Prince Alexander of Bulgaria against the wishes of the great powers, Russia
which dominated its north and Turkey which dominated its south. Bulgarian
troops were put at the border between Turkey and Eulgaria to keep the
Turks from endeavoring to retake the land which they had controlled for
centuries before. However, as the Bulgarian people looked for a war
between Bulgaria and Turkey, Serbia (now part of modern Yugoslavia)
declared war on them, supposedly to protect herself against the enlarge-
ment of the Bulgarian state which berdered her. The Serbian army was
mobilized by Prince Milan of that country and sent across the border into
Bulgaria. The Bulgarian army had been commanded by Russian oificers——
since Bulgaria was a kind of satellite of Russia--but, when Bulgaria was
being mobilized by Prince Alexander, the Russians, hoping to profit from
Bulgaria's weakness in her war with Serbia and hoping to restore their
influence within Bulgaria, withdrew them. Hence, the Bulgarians and
Prince Alexander had to create a whole new officer corps on the spot.

The Prince had also to march his army from the Turkish frontier to the
other side of the country--where the Serbs were invading at Slivnitaza--
in a matter of hours and before the days of modern transport. Bulgarian
citizens were told to supply the troops asthey made their desperate
march to save their country. In snow and terrible weather, a whole
army crossed the country in a day or two, found its own leadership, “nd
in a series of encounters, untrained and untried Bulgarians led by new
officers bested the experienced Serbians with their sheer guts. The
Serbians had been completely demoralized when a powserful Austria decided
to step in and stop the Bulgarians. Bulgaria plun for a truce while
the getting was gocd, and "Peace was declared," as Major Petkoff puts it.

The Serbo-~Bulgarian war which Shaw uses as his lacus is an inte.esting
picture in the typical logic of the balance of power war game: Bulgaria
unites and threatens to be more powerful than Serbia and to throw out
Russian and Turkish influence; Bulgaria expects Turkey to invade to
maintain its power; instead, the Serbs invade and the Russians withdraw
their officers to make Bulgaria their defenseless dependent; the Bulgarians
begin to win their war and to threaten Serbia, Austria's pawn; the Austrians
step in to protect their power lest Russian'!s old pawn--now temporarily
her enemy-~become ton strong and take the Austrian pawn. The war displayed
the "operatic!" heroism of the Bulgarians, unified their Balakan land; and
kept the balance of power just where it was. But it allewed Shaw to
display the comedy and folly of armaments and the men who handle them and
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g of military caste aristocratic societies (cf. standard encyclopedia
accounts of the Serbo-Bulgarian War.)

Notice that Shaw in the play simplifies history somewhal und makes
it somewhat more symmetrical than it actually was. Bulgaria, which 1o§t
its Russian officers in the actual war, is portrayed in the play as having
Russians in its highest command posts, a matter which dramatizes the degree
to which Bulgaria is a pawn of Russia. This also tends to make the
heroics of Petkoff and Sergius more mock heroic than heroic. Whereas in
the actual war men of the rank of Petkoff and Sergius carried the highest
ranks in the Bulgarian arm; and did a magnificent job of organizing
things in short order, in the play they appear as the instruments of the
Russian officers and as petty leaders who rather fumble their way into |
a heroic lomking operation by charging when no one should charge and
bringing it off because the Serbs have the wrong ammunition. On the
other side, whereas historically the Austrians only threatened to inter-
fere to protect a buffer Serbia, in the play the Austrians are represented
as commanding puppet Serbians as the Russians command puppet Bulgarians.

Shaw's imposition of puppet oificers upon puppet states tends to

make their war doubly mock heroic. That both puppet states are monarchic
states which losak a little like tawdry versions of Vietorian England and
that both master states (the Austro-Hungarian Empire and the Russian
Empire) are empires pretending to the same dignity as the Empress
Victoria's British Empire tends to make the satire in the comedy hit home
back in 1894 England, where the play first appsared on the beards. This

{ antismonarehic satire is intensified when the only clear-eyed and efficient
soldier and the only efficient organizer of peaceful operations turns out
to be a Swiss Republican who has supreme contempt for every aspect of the
game of war which does not simply provide for the individual soldier's
survival-grub and bunching up=grdwho, middle class and democratic in
upbringing, has more than aristocratic wealth and comfert at his disposal.
Thus is aristocracy made to look like poverty and a republican-egalitarian-
ism like Paradise enough.

The movement of Arms and the Man is a movement from war to peace where
arms are involved and from pretense to honesty where man himself is
evolved. If Shaw's Serbo-Bulgarian war is silly, Sergius is a bit the
comic braggart soldier type. The attitudes toward war encouraged by
the opera tend to make Raina take the type seriously though the type is {

undercut by Bluntschli's unheroic professional understanding of fighting
and his final distaste for violence. And if the play opens with a picture
g of people exhilarated and taken in by the charms of war, it also epens
with them deceived about man's charms (Shaw is much more the pacifist than
is Shakespeare). Faina is about to accept a match arrenged for her by
Catherine and is willing to cover its arranged aspects with a fairly
thick coating of Neo-Platonic "higher love" talk--a literary operatic
posture which Shaw undercuts in her Act I meeting with a man who really
attracts her and which he alse undercvts when he dispiays Sergius
treating Louka as his servant-slut in reaction to the artificiality
of the "higher love" fuss. At the beginning of the play, everything in
{ Bulgaria is phony. Serbia and Bulgaria are fighting a silly war--for
Russia and Austria-~to preserve national vanity; Raina is about to under-
take a silly marriage for literary family reasons; Sergius is fighting

for literary, Byronic, chest~thumping reasons;-Catherine Petkoff is- planning
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her daughter's marriage to satisfy a self-serving desire to dominate. At
the servant level, things are no better. Sergius is trying to use Louka
for simple gratification; and to win him to get ahead. Nicola serves

the Petkoffs as a time-server, Even Bluntschli fights in a war for which
he has no stomach and in which he has no cause. The people who take a
puritanical stance--Catherine Petkoff, Raina when she talks about the
higher love, Sergius when he is with Raina-~-take their stance not because
they believé:in Plato,: Calvin or:any-other Puritan.sét of ‘principles; not
‘because they:themselves have ahy desire.to centrol or--channel. their:own
desires but simply because the Puritanical: posture is handy for keeping
kids in line ard hendy. for 'kids' who wigh to get ahead by staying in:
line and putting-a pretty face on designing; - Similarly,rthe wildewho . .
fight-.and swagger and shout do these things to te fighting, swaggering
and shouting and not from any deep inner compulsion.

One of the interesting aspects of Shaw's play is that his Puritans
are also his grotesques. The "wild and drunk and furious" Bulgarians
whom Catherine imagines in Act I are the grotesques of her iragination,
but the real grotesques in the play are its moral grotesques, they are,
for the most part, also inclined to pose at times as members of the
Puritan moral right, which is, indeed, part of what makes them grotesques.
Thus Sergius spends his scenes with Raina comtemplating the higher love
and his scenes with Louka contemplating everything but the higher love.
Bluntschii appears to be gluttonous, ineffectual, and perhrps cowardly
as the Chocolate soldier of the first scene and within a few lines reveals
himself as an austerely disciplired and generally effective, albeit
"non-violent", professional soldier., Raina worships the higher love and
gives Bluntschli the come-on. If Shaw's Puritans are his grotesques, his
aristocrats are his rustics; Petkoff, with his Oriental splendor and
npank" and paltry Western furnishings resists baths and "English" ways
in a very rustic English way; Catherine is a farmer's wife who has
acquired a taste for bells for servants and operas for masters. Puritans
are libertines and aristocrats are rustics; war is play and love is
business. The society of the beginning of the play is funny because
it is a cheap version of what it emulates; what it emulates is cheap.
What it emulates are the nationalistic norms of the Victorian England
to which Shaw directed his comedy: Puritanism as a love code, caste
as a social code, "glory" as a military code, and unquestioned nationalism
and the "balance of power" as a political code. Shaw suggests that the
underside of Puritanism is Sergius' treatment of Louka; of caste, mutual
exploitation by master and servant; of "glory", wide eyed stupidity; and
of "balance of power" nationalism, meaningless killing and massive aimless-
ness.

Catherine and Petkoff effectively render the great ends assigned to
war ridiculous ("Peace--but not friendly relations"; "You could have
annexed Serbia and made Prince Alexander Emperor of the Balkans"). Peace
is the cure for petty national conflict. The exposing of the cult af
nglory" begins, rather obviously, with Bluntschli's speeches in Act I
but 211 of this is confirmed by Sergius and in much harsher terms (pp. 56~
58, p. 97), taking off the uniform is the cure ("I never withdraw"). Once
the posturings of soldier and pelitician have been exposed for what they
are, Shaw can get down to exposing the posturing of master and servant,
lover and beloved, particularly in Aect II. The servant (Nicola) who
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wishes to use the system to get ahead is allowed to escape from the
system to beccme, in all probability, manager of a hotel in free Switzer-
land ("French and German," p. 112). The servant who expects to get a
marriage out of exploiting her master's philandering interests gets him
to consent to a very conventional marriage by holding him to his commit-
ment to consistent Byronic rebellion against society's efforts to thwart
the individual will (pp. 97-99, p. 112) because she too is a Byronic
rebel, And the woman who gilds her world with talk of "higher love"
while admiring and generally practicing a cold-headed efficient approach
gets a cold headed efficient husband whose world needs a little bit of
the gilding which can be proviled by a waoman who can see him, plain
Republican that he is, as an attractive chocolate cream soldier and
repulsive Emperor of Switzerland. Such a woman bids fair to cure him
of his "incurably romantic disposition" to lock for better things where
none are to be found.

Shaw's play ends with a picture of a newly formed soclety in which
republican life is imagined with a grandeur which surpasses monarchic

grandeur, in which the service of the aspiring servant becomes "administra-

tion," in which Byronic rebels marry and learn the art of meaningful
criticism of society, and in which the efficient (Bluntschli) marry the
sensitive (Raina). Finally, Shaw's camedy proposes as a norm of joyous--
as opposed to laughable living-=a classless democratic world, honest about
man's sexual needs, respectful of the individual's will and desires,

and purged of hokum,

As further background for the teacher in preparing to teach Arms
and the Man, we have reproduced here a major part of chapter twp,
Arms an

d the Man, of Louis Crompton's book, Shaw the Dramatist.

1To be published in 1968.
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CHAPTER TWO
Arms and the Man

With Arms and the Man, Shaw leaves behind exposes of social crimes
for comedies ridiculing what he called "the romantic follies of mankind,"
The Unpleasant Plays sought to make callous consciences sensitive; in
the Pleasant Plays Shaw demonstrates to us that conscience may be a bane
as well as a boon., The road to Utopia has many pitfalls, not the least
of which is the danger that we may entrammel ourselves in a false idealism.
One antidote to such idealism has always been laughter, and Shaw in those
comedies makes ample use of laughter in his fight to lead his audiences
to moral freedom, for as Freud has demorstrated in Wit and Its Relation
to the Unconscious, laughter is a powerful instrument for freeing us from
constraints. When we laugh, as one critic has put it, the superego
"takes a holiday." 1In these plays Shaw makes war, partly on law and custom,
but more especially on our own self-fears and lack of self-respect.
The lesson of these plays is the lesson of The Quintessence of Ibsenism,
that we must constantly be distrustful and suspicious of rigid moral systems
that purport to set inviolable standards for human behavior.

Raina and Sergius, the two idealistic characters in Arms and the Man,
have enormous superegos, They are in thrall to the high ideals of love
and war that were part of the code of Victorian chivalry Scott had fathered
and Tennyson brought to fruition. These values were in part a retwrn to
feudal ideals of honor as opposed to cammercial standards of conduct.
But they were also strongly tinctured by the morbid introspectiveness
of early nineteenth-century evangelicalism. This was a mixture that had
produced, among other phenomena, Byron and his self-scorn. Shaw thought
such a morality perverse and dangerous, first, because it advocated a
reckless disregard for the consequences of actions on the ground that
purity of heart or motive was all in all, and secondly. because it
set irrelizeable norms of conduct. The result was that their inevitable
failure to live up to them cost men their self-respect. To attack them
Shaw uses the classical technique for deflating high-toned pretentiousness--
the technique of bathos. In Arms and the Man repeated descents from the
sublime to the ridiculous surprise us into bursts of laughter which are
both an emotional and a moral release,

This is a common enough literary device and may result in nothing
more than crude burlesque. But what is unique is the brilliantly original
way in which Shaw plays the game. Most comedies-~-as Bergson saw--are
socially and morally conservative, and aim at no more than laughing the
eccentric back into conformity with his fellows; critically speaking,
the audience's emotions and its level of thought may be no higher than
those of a lynch mob. But Shaw's strategy is either to invite the unwary
members of the audience to identify themselves with some character on the
stage and then show his behavior to be preposterous, or, else, alternatively
to present us with some idea we are tempted to reject out of hand and then
demonstrate its logical necessity. The effect is that of a man who suddenly
declares that everyone is out of step but him, and means it.

o .

o
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The first peculiarity of Shavian comedy is that Shaw expects us to
use our critical intellects while we are laughing, Half of mankind's
serious views and moods Shaw regarded as absurd, and wanted to puncture
with satire. But Shaw was, if anything, even more aware of the opposite
danger. Idle laughter for its own sake disgusted him, and he reserved
his most withering scorn for cynics of the "when-in-doubt-laugh' breed.
Thus Shaw found heartless farce even more offensive than solemnity parading
as wisdam, Over and over again in his theater reviews he protests against
"galvanic" comedy and Gilbertism. Shaw's critics have often made the
egregious mistake of trying to relate him to the tradition of Restoration
wit, but it is not vutting the case too strongly to say that Shaw positively
hated Congreve and Wycherley, and that he would find the current tendency
to perform his plays in the style of artificial comedy obtuse and offensive.
Shaw's avowed preferences, most people will be surprised to learn, were
not for the Restoration playwrights at all but for the eighteenth-century
sentimental reaction against them. This is an alignment he makes abundantly
clear in his criticism. Consequently, he abominated The Way of the World
but highly admired a Victorian stage version of The Vicar of Wakefield.
And far fran hailing The Importance of Being Earnest as Wilde's masterpiece,
he took strong exception to its artificialities,comparing it quite unfavorably
in point of feeling and sentiment with Wilde's earlier more sentimental
works :

Unless camedy touches me as well as amuses me,
iv leaves me with a sense of having wasted my evening.
I go to the theatre to ke moved to laughter, not to
be tickled or bustled into it; and that is why, though
I laugh as much as anybody at a farcical comedy, I am
out of spirits before the end of the second act, and
out of temper before the end of the third, my miserable
mechanical laughter intensifying these symptams at
every outburst., If the public ever becames intelligent
enough to know when it is really enjoying itself and
when it is not, there will be an end of farcical
comedy. Now in The Importance of Being Earnest there
is plenty of this rib-tickling: for instance, the
lies, the deceptions, the cross purposes, the sham
mourning, the christening of the two grown-up men,
the muffin eating, and so forth. These could only
have been raised from the farcical plane by making
them occur to characters who had, like Don Quixote,
convinced us of their reality and obtained scme hold
on our sympathy. But that unfortunate. ., .
Gilbertism breaks our belief in the humanity of the

play.

This explains why Shaw, in the preface of the Pleasant Plays, can make
statements so apperently unShavian as the following: '"When a comedy is
performed, it is nothing to me that the spectators laugh: any fool can
make an audience laugh. I want to see how many of them, laughing or grave,
are in the melting mood."
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But it is not only the characters and sentiments in Arms and‘the Man
that have puzzled people. Shaw's choice of setting has, if anything,
been even more canpletely misunderstood.

We will not understand Shaw's play unless we grasp the fact that his
program heading, "Bulgaria, 1885," was charged with very strong and definite
emotional overtones for Engiish audiences. Nor were these the connotations
of a ramantic fairyland. First, the English mind had been inflamed by
Gladstone's evangelical, anti-Mohammedan account of Turkish atrocities
in his Bulgarian Horrors of 1879. The preoccupation with "the eastern
question" with which Gladstone engrossed the electcrate in the early
eighties Shaw deprecated strongly as distracting attention from pressing
social problems at hame, Secondly, the Servo-Bulgarian War of 1885-86
had been highly gratifying to English popular sentiment. King Milan of
Servia, jealous of Bulgaria's recent acquisition of Turkish territory,
had peremptorily invaded the country, and been roundly beaten by Prince
Alexander at Slivnitza just two weeks later. On this account, it seemed
morally a wholly satisfactory war, with the aggressor punished and the
underdog nation triumphant, Audiences in 1894 must have been as much
surprised by Shaw's sztire as audiences of today would be if the Ethiopians
had beaten Mussolini in 1935 and someone had then written a play making
fun of the Ethiopians, The point is that Shaw is not a romantic nationalist
of the Liberal ilk with a sentimental prejudice in favor of small natlionms.
Throughout his lifetime Shaw's criterion for judging wars was simply,
which side represents the higher level of civilization? not which is the
littler? This approach made him not only anti-Prussian in Europe but
anti-Boer in Africa and anti-Confederacy in America. Indeed, the very
success of the Bulgarians must have struck him as giving romantic riationalism
an added dangerous allure,

The satire of Arms and the Man, however, is not directed primarily
against nationalism but against the poetic views of love and war, those
beaux ideals of the nineteenth century. Specifically, the play deals with
the disillusionment of Raina and Sergius. Raina, Shaw's heroine, is
enthusiastically entranced with Quixotic ideals of gallantry, both amorous
and military. In her character we see Shaw's theory of the serio-comic
concretely realized. Shaw wants the audience to smile at Raina but not to
regard her as a creature of farcical burlesque. This camplex response,
however, demanded a sophistication of mind and emotions both Shaw's audience
and the performers found beyond them. Hence Shaw's famous curtain speech
after the succes fou of the opening night, in which he said he agreed with
the one man who booed. Hence also his lively expostulation to Alma Murray
who had played Raina with intense seriousness on this occasion, but modified
her interpretation in the direction of farce a few weeks later:

What-~oh what had become of my Raina? How
could you have the heart to play that way for me--
to lacerate every fibre in my being? Where's the
poetry gone--the tenderness--the sincerity of
the noble attitude and the thrilling voice? Where
is the beauty of the dream about Sergius, the genuine
heart stir and sympathy of the attempt to encourage
the strange man when he breaks down? Have you turned
cynic, or have you been reading the papers and believing
in them instead of believing in your part?
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Shaw felt a particular exaspsration with the critics who interpreted
Arma and the Man cynically, since the whole point of the satire is that
Shaw 1s exploding idealism not to plunge us into cynicism but to save us
from it. He does not, like Hemingway, reject the slogans of ideallstic
militarist rhetoric only to fall into nihilism, His indictment of idealism,
in essence, is just that it inevitably leads io this kind of despair and
collapse of morale, For Shaw, the Hamlet-like hero of Tennyson's Maud
and Lieutenant Frederic Henry in A Farowell to arms are really fraternal
twins, obverse sides of the same coin, The true antithesis to Tenny99n's
romantic youth who goes off to the Crimea with a conviction that he will
find glory and redemption throuch sacrifice there is not llemingway's
disillusioned soldier but Shaw's practical and sanguine Bluntschli.

This is the lesson Raina has to learn. We first see her caught up
in the excitemeni of the invasion. She is not, however, a vulgar fire-eater
like her mother, convinced that all Serbs are devils, and rejoicing in
victory the way a schoolgirl might cheer a sports team. Her idealism
is of a nobler sort and she is genuinely horrified at the senseless and
vindictive slaughter she fears will accompany the Serbian rout. This
genuine elevation of mind has not failed to impress Raina's family and
servants, who, even if they have not understood her feelings, have still

paid her the homage the uncomprehending Philistine pays to distinction even
if he does not understand it.

The play's first critics, assuming that Arms and the Man must be either
& romanceé with an ideal sentimental heroine, or a farce with a fraudulently
hypocritical one, found Raina all but unintelligible. So great was the
confusion with respect to the psychology of the play and its treatment of
morals and military life that Shaw felt constrained to explain his
intentions in detail in a long essay published in_the New Review under

the title of "A Dramatic Realist of His Critics."! Here he attempts to
render intellectual first aid:

In the play of mine which is most in evidence
in London just now, the heroine has been classified
by critics as a minx, a liar, and a poseuse. I have
nothing to do with that: the only moral question
for me is, does she do good or harm? If you admit
that she does good; that she generously saves a man's
life and wisely extricates herself from a false
position with another man, then you may classify her
as you please--brave, generous, and affectionate;
or artiul, dangerous, faithless--it is all one to
me: Yyou can /not/ prejudice me for or against her
by such artificial categorizing, . . .

What Shaw is doing here is throwing overboard the whole of Victorian moral

lthis very important discussion of the play by Shaw is reprinted in
E. J. West, Shaw on Theatre, (New York: Hill and Wang, 1958), pp. 18-41,
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rhetoric, with its roots in introspective, absolutist standards for a
utilitarian, naturalistic ethic., Raina, like most of us, is a mixture

and not categorizable., One side of her is a woman who assumes the style .
of a stage queen, the other a sensible, sympathetic person. Wheq Bluntschli
staggers into her room, she chivalrously tries to protect him. Compared

to her exalted attitude towards Sergius, her feelings for Bluntschli are
what she might have for a household pet. The difference is that she dces
not expect a pet dog to criticize her hero. When the Swiss actually laughs
at the cavalry charge and refuses to take Serglus' soldiering seriously

she rebukes him coldly as someone incapable of appreciating honor and
courage, though the man's self-assurance and professional knowledge once
more raise in her mind the nagging question-~Is the ramantic Sergius the
real Sergius?

Raina, when she cames to know herself--and Sergius--~better, eventually
finds it possible, and even a relief, to step down from her pedestal.
Sergius is not so fortunate, To the eye he is everything a ramantic could
ask for--a devastatingly handsome man with the style of a Dumas musketeer,
possessed of the loftiest conceptions of love and fighting. Psychologically,
he is the quintessential aristocrat. Nevertheless when it cames to the
battlefield, the traditional testing ground of the aristocrat, he finds.that
though cavalry charges may thrill naive spectators, modern wars are in the ;
Llong run won by efficient planning and organization, not by deeds of high \
chivalry, That Bluntschli, a man "bourgeois to his boots," should be a
successful soldier only proves to Sergius that soldiering is a coward's
ars fit only for hotelkeepers! sons. Major Petkoff protests that it is a
trade like any other trade, but Sergius answers with the contempt of a
feudal landowner that he had "no ambition to shine as a tradesman,"

But Sergius is a very special brand of aristocrat. Though he is
violently and contemptucusly anti-bourgeois he is not anti-plebian, nor
even a snob. It is not lack of aristocratic blood he despises in others
but lack of aristocratic spirit. In short, he is an aristocrat, not of
the order of a Chesterfield or a Wellington, but of a Byron or a Shelley,
with all their radical hatred of oppression and their keen contempt for
the pusillanimity of the average man in countenancing indignities. When
Sergius is asked by Raina's servant, Louka, if the poor fought less
valiantly at Slivnitza than the wealthy, he replies bitterly:

Not a bit, They all slashed and cursed and
yelled like heroes, Psha! the courage to rage and
kill is cheap, I have an English bull terrier who
has as much of that sort of courage as the whole
Bulgarian nation, and the whole Russian nation at
its back, But he lets my groom thrash him, all the
same, Thats your soldier all over! No, Louka!
your poor men can cut throats; but they are afraid
of their officers; they put up with insults and
blows; they stand by and see one another punished
like children: aye, and help to do it when they
are ordered, And_the officers!!! Well /with a
short harsh laugh/ I am an officer, Oh, /fervent
give me the man who will defy to the death any power
on earth or in heaven that sets itself up against his
own will and conscience: he aione is the brave man.
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Shaw is here using Sergius as his mouthpiece; he would agree with him that
flogging is degrading and docile submission to it ignominous. But the
difference is that while the emotional Bulgarian indulges his scorn and
admires defiance for defiance's sake, Shaw's temperament is that of the
practical reformer who distrusts more emotion and wants positive action.
Thus his own deliberate response to the problem of military discipline was
his article. "Civilization.and the Soldier" published in the Humane Review
seven years later, which advocated a mundane military Bill of Rights to
give the enlisted mén the same legal protection and privileges as the
CiVilian.

Shaw had an abiding, and informed, interest in the psychology of warfare
on real battlefields, Just as Shakespeare in Henry IV raises the question,
"What is true courage?" when he shows us the military emotions of Hotspur,
Prince Hal, and Falstaff, so Shaw is interested in critically analyzing the
responses to danger not only of Sergius and Bluntschli, but also of Raina
and her mother., Shaw's thinking on these matters was stimulated by two
essays published in 1888, The first was an article on "Courage" by General
Viscount Wolseley which appeared in the Fort-nightly Review. Wolseley,

a former commander-in-chief and a veteran of the Crimean and Sudan campaigns,
is an example of the hysterical-absolutist military temperament Shaw is
satirizing in his play. He begins by assuming that "courage is a high virtue
and cowardice a dastardly vice," and then proceeds with cool aplcmb to
recammend that any officer even suspected of the least failure of nerve had
"better end his days at once by his own hand." In "A Dramatic Realist"
Shaw does not even bother to expose Wolseley's absurdities; he merely shows
that even the Quixotic Wolseley makes a number of candid admissions on the
subject of military courage profoundly shocking to the romantically minded
theater-goer. The second essay, "The Philosophy of Courage" by Horace
Porter, contrasts amusingly with the first. Porter, who was a distinguished
generai in the Civil War, has something of Mark Twain's debunking spirit
about him. Unlike Wolseley, Porter has a distinct suspicion of the courage
born of the heat of passion; he freely admits that though green officers
may pose for effect, seasoned leaders are more circumspect, and that after
several days of battle, "courage, like everything else, wears out,"

What must have delighted Shaw especially, however, was Porter's common-
sensical definition of an army, not as a company of herces, but as "an
intelligent machine moving methodically, under perfect control and not
guided by incompetency." In brief, while Wolseley's schoolboyish ideas of
bravery are close to Sergius's, Porter's are markedly Bluntschlian,

In reading the reviews of the first production of Arms and the Man,
Shaw was irked that critics regularly mistook his carefully documented
episodes illustrating the grotesqueries and ironies of war for mere Shavian
whimsy. To refute the charge that he had written an extravaganza he cited
his authorities for the episodes of his play in "A Dramatic Realist,"
Bluntschli's unheroic description of a typical cavalry charge, Shaw explains,
was based almost verbatim on "an account given a friend of mine by an
officer who served in the Franco-Prussian war," and the story of Stolz's
death by burning on General Marbot's narrative of the battle of Wagram.

As a counteractive to Tennyson's dramatization of the famous charge at
Balaclava, he quotes from the eighth volume of Alexander Kinglake's
Invasion of the Crimea (1887), Finally, Shaw had also drawn on Zola's
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- recently published La Debacle (1892), which dramatically revealed how
\ France's swaggering, chauvinistic , enthusiastic, and unstable officer corps
had been overwhelmed at Sedan by the phlegmatic but efficient Germans.

In Arms and the Man Sergius' wild exploit at first loocks nobly b?ave,
and Bluntschli's desperate bid for survival in Raina's rocm unheroic in _
the extreme. Yet on reflection Bluntschli's act becomes human and intelligible,
while the more we know of Sergius the more his charge takes on the air of
a suicidal gesture, As we shall see, Shaw thought the entire European .
aristocratic tradition with its code of "death or honor" and its traditlop
of dueling and daring on the battlefield was imbued by a powerful death-wish,
But Sergius, who is in every way nobler and more sensitive than the §verage
member of the upper classes, suffers from a very special brand of this
particular malady. Shaw calls Sergius both a latter-day Byron and a Ham}et
whose plight has been transposed into a comic key. In the first comnection
he wants us to think of the self-dramatizing Manfred and of Byron's courting
of death at Missolonghi. On the other hand, Sergius is Hamlet in his contempt
for existence, in his cruel play with Louka, and his propensity to fall
into Hamlet's "O-what-a-rogue-and-peasant-slave-am-I" vein. He goes to
embrace "the blood-red blosscm of war" and "the doom assign'd" because,
like Hamlet and the hero of Maud, he is disgusted with human nature itself, |

Sergius holds the world in contempt for its failure to appreciate his
Quixotic ideals of military valor. His contempt for himself, by contrast,
springs mainly from his inability to live up to his ideals of romantic love.
He has made Raina the queen of an imaginary kingdom in which all lovers are
always perfectly truthful and candid, unfailingly noble in their sentiments
and unchanging in their affections, and quite free from any sexual suscept-
ibility to others., Unfortunately, no sooner has he formulated this code
than he finds, like Goldsmith's hero, that the kitchen is a more sexually
exciting place than the salon and Raina's maid more to his taste than her
mistress. But just to the degree that he is shocked by the unworthiness
of his own behavior he is all the more desperately intent on believing that
Raina belongs to a "pure" world above his, where her worst thoughts are of
an ineffably higher order than her maid's best ones. 1

When Louka reveals, that, far from being the goddess Sergius imagines, i
Raina tells lies, play-acts, and has became affectionately interested in

another man, he recoils with horrified half-incredulity. More, he taunts l
Louka with having '"the soul of a servant" because she has spied on her

mistress in flagrant violation of his own chivalric code. But alas, he
immediately campromises himself as deeply as Louka in this regard, since his
Jealousy leads him immediately to demand who his rival is, and even by
asking the question, he is implicitly condoning her acts, a fact which he

is too candid to hide from himself, The result is that his self-contempt

is still further fed by this entirely natural behavior.

In the end Sergius discovers the truth of Louka's assertions and
challenges Bluntschli to a duel, which, however, the Swiss accepts so
matter-of-factly that the Bulgarian gives up, declaring that he canrot fight
a "machine." Finally, Sergius marries not Raina but Louka, a development
that led Max Beerbohm to protest that he had cudgeled his wits to find some
meaning in this "strange conjunction." But this is to miss the psychology
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of the relationship. Despite her peasant birth, Louka's most marked trait
is her compulsive defiance of otheis. She is in fact exactly Sergius'
ideal-~the mutinous recruit of his polemic, and her spitfire temperament
excites him as Raina's does not. The scheme by which she makes him marry
her, however idiotic, is also perfectly in keeping with their personalities.
She puts the question to him in the form of a dare: if he compromises him=-
self by making further advances to her, will he have the courage to defy
public opinion by making her his wife? In this sense his cavalry charge

and his bethrothal are of a piece, the insane gestures of a man desperate
to prove that though all the rest of the world is cowardly, he is not.

Sergius! opposite as a military strategist is Bluntschli. His opposite
as & lover is the servant, Nicola. Everything Sergius does is based on his
aristocratic code of honor. Everything Nicola does is the result of his
camnercialism., As a servant he succeeds by achieving perfect servility but
his real aspiration in life is to enter the shopkeeping class and to rise
in it. When he sees that Louka might make a good customer and be less dis-
contented as Sergius' bride, he coolly surrenders her to him, Sergius,
trying to apply his own ethical system to this turn of events, is at a
loss to decide whether Nicola's act is one of noble self-sacrifice or
crass self-interest. But the whole point of the play is the inadequacy of
such systems in judging human conduct, and Bluntschli, for whom the meaning
of a moral act lies not in its motive but its consequences, cuts the Gordian
knot with the simple advice, '"never mind." In the end Raina, delighted to
subside into a more comfortable relation after the strain play-acting with
Sergius has imposed on her, accepts Bluntschli as her new fiancé, and her
parents, overwhelimed by the inventory of his hotels, ardently approve her
choice.

William Irvine has contended that Arms and the Man is a "sour and
insincere" play because Shaw was engaged in the uncongenial task of turning
out a pot-boiler, 'This seems to me absurdly wide of the mark., There is
more truth in Beerbchm's charge that, from the point of view of his work
as a whole, it is a "narrow" play. Shaw, who was the heir both of the
utilitarian and the transcendentalist traditions, is far more of a Benthamite
in this play than anywhere else, the humor being of exactly the cool, be-
rign, quizzical, deflating sort that peeps through the dry surface of
Bentham's treatises. But before we write off Arms and the Man as mere good-
natured Philistinism spiked with a dash of Nietzsche, we should remember
Shaw's caution in his boock on Ibsen that, though Don Quixote is a nobler
man than his servant, we had better lend an ear to Sancho Panza as a corrective
against the Don's madness,




b+ Renaissance Vorks: Twelfth Night (1599?) and "New Comedy" :

"Twelfth Night" is named for Epiphany, the feast of the time when
Christ was worshipped by the wise men and manifested his divinity to
them~-epiphanized himself. Twelfth Night is a time when the truth
shines through the appearances-~an unmasking time, and some critics

want to see the play's unmaskings--its poking through literal and
figurative disguises--as its main comic concern. Twelfth Night was

also a time of great celebration--some of it probably carried to an
excess—--which would make Sir Toby's and Sir Andrew's exploits satirically
appropriate. Finally Twelfth Night is the time when the gentile three
kings see Christ as both human servant and divine king and see the

divine in human flesh for the first time. Part of the concern of
Iwelfth Night is with men who make themselves animals, forgetting that
they are men, and with men who pretend to be divine censors, forgetting
that a fraud is worse than a beast. However, the main Biblical references
in the play do not seem to have to do with Epiphany but with placing
Toby, Aguechuk, and Maria, to some degree, among those who say to them-
selves, "Eat, drink, and be merry, for tomorrow we die: (cf. the questicns
concerning "Sir Toby and good living," p. 29). And some of the most
important theological references seem to be designed to mock incongruous
or potentially incongruous aspects of Puritan-Calvinistic theology--
Malvolio assuming his "election" by Olivia, Malveiio as Puritan allowing
the fleshly side of his imagination to get the better of him, Malvolio

' being reminded by a reference to "St. Anne" that Christ did not always

repudicte eating and drinking (cake and ale) in the way that a more
ascetic John the Baptist did, Malvolio being cured as if his disease
were the possession of his brain by a “Puritan" demon or devil which
has captured him through love-sickness. One could argue that "Twelfth
Night" as the feast where the divine appears in the flesh is a feast
particularly appropriate to the play's misdirected divine and its
directionless voluptuaries. But that may be straining a point.

In any case, the meaning of the title of the play and of the main
Biblical and theological allusions in it (pp. 29-30) should be discussed
for whatever light they may shed on the meaning of the action.

Cne can identify in Twelfth Night new comedy types which are like
those in Arms and the Man, but here they are even more obviously new
comedy types: Olivia and Orsino as young lovers, (Adulescens and Virgo),
Viola and Feste as servants and go-betweens (Servus), Sir Toby and Sir
Andrew as braggart soldiers (Miles Gloriosus), Malvolio as parasite
(Parasitus), and so forth, However, the sense of what such persons
ought tc be doing, what fumblings and failures, what lapses from role,
make them funny, is of course, in this play a very Elizabethan sense
and not a Roman one, dependent on the Elizabethan sense of the hierarchic

‘character of society.

History does not come into Twelfth Night in the way that it comes into
Arms and the Man; Shakespeare gives us a view of forces and types at
work in his world without setting his play against a specific set of
historical events (cf. the treatment of the literary uses of history
in the eighth grade, "Historical Novel Hero" unit). History does come
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into the understanding of the play in that one needs to develop some
historical imagination to grasp its hierarchic vision of scciety and
of the comedy which goes with departure from hierarchy. Generally,
students should be introduced as carefully as is possible to the
medieval-Elizabethan idea that all nature and society are arranged

in "hierarchies'--such a description as is contained in E. M. W.
Tillyard's Elizabethan World Picture or Hardin Craig's Enchanted Glass.
It is particularly important that they have a fairly close idea as to
what the "hierarchy"--the sense of pecking order and role--should be
on Olivia's estate and in Orsino's household and dukedem; for it is
partly at the disproportion which goes with hypocritical presumption
or libertine departure from pecking order and role that we laugh when
we read the play.

Students need to have a clear idea of the status which various
persons would occupy on an Elizabethan great estate--the lord and lady,
their knightly retainers (Sir Toby), the visiting country "gentlemen"
(Sir Andrew), their stewards (Malvolio), and their servants (Maria,
‘etc.). One of the most complex roles is that of the clown-servant,
Feste, He is a combination of servant, counsellor, comedian, function~
ing in something of the way that a playwright functioned in the Ren-
aissance, to give delight and instruction and, at the same time, function-
ing as subject to Olivia to whom he was attached to give instruction.
The role of the messenger or nuncio may pose similar problems since
students may tend to see the Nuncio either as a servant on the level
of Maria or as a gentleman-retainer such as Sir Toby. Actually, he
is something in-between, a matter which makes Olivia's love for him"
(Viola) half a wooing and half a command-performance.~ The steward
also has an ambiguous role for, as manager of the estate and-chief of
the househcld staff, he still is a servant subject to Olivia beneath
her in the hierarchy of society and, by normal Elizabethan standards,
unworthy of her marriage. At the same time, the steward might well
appropriately assume rather larger responsibilities for land and house-
hold management than would his master (or mistress) during periods when
the master was on tour, in the city, or in a state of sickness or grief.
Malvolio speaks of himself as a gentleman (IV, ii); but one may set
that down to his presumption rather than to his position. The art of
occupying the steward's role was the art of being a servant who could
administer details according to the master's wishes at all times, who
could handle the master's full responsibility much of the time, and
yet who knmew how not to unsurp the master's final control of matters.
The righteous Elizabethan steward, like the righteous Biblical one,
would not abuse his subservient office for personal pride, pleasure, or
profit. Much of the comedy which surrounds Malvolio derives from the
contrast between a melancholy Olivia's initial view of him as an
exemplary, righteous sober steward who has come to her rescue in her
time of need and the servant's and retainer's initial wiew of him as
the perfect, pompous, Puritanical, unsurping, time-serving ass—-the

, INotice how "Cesario's" disguise exploits the fact that women were played
o by boy-actors on the Elizabethan stage. '
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ideal "unrighteous" steward, a paradigm of pride, the vainglorious and
aspiring to a degree which can be played upon until it looks not only
comic but mad. Malvolio does not mind his place.

Twelfth Night is set in a hierarchic society which, like Shaw's,
is out of joint. Bubt whereas Shaw suggests that both the disproportion
in Bulgarian aristocratic society and its hierarchic "aristocratic!
norms are laughable and points in the direction of a new type of society,
Shakespeare suggests only that the malfunctioning of a hierarchic
society such as that on Olivia's estate is laughable but that its
joyous alternative is a hierarchic society in which masters rule instead
of moping, servants work instead of drinking, and stewards execute
their master's (or mistress's will) instead of their own. Indeed, a
great portion of the comedy of the play is based on the disproportion
which Malvolio mentions--"Is there no resrect of place, person, nor
time, in you?"--a disproportion in which he also indulges.

Twelfth Night like Arms and the Man begins in chaos, a chaos defined
by the unreasonableness of the rulers in the play, Olivia trapped by
death-melancholy and Orsino by love-melancholy, both incapable of ruling
themselves or their estates, both ludicrous in their sentimentality,
both mistaking their masks and poses for themselves, both cut off
from sensible religion as Shakespeare's time understood it--Olivia by
her mourning her brother as if the death of his body were everything
or as if she knew he were dammed (ef. Act I, v), Orsino by his idolizing
"Cupid" (i'i" his own concupiscent desires) as if Cupid were God
(cf. I, I).* With the chaos of the rulers goes the chaos of the ruled,
particularly the ruled on Olivia's estate, though Orsino's household
and city also display certain symptoms that their ruler is mildly
Inadequate, For instance, Antonio regards Illyria as an adverse town
where a young man such as Sebastian needs protection. In Olivia's
househnl1d, misrule is more obvious: the knight (Sir Toby) is no soldier-
defender but a miles gloriosus, a drunk, a braggart, a parasite on
Olivia and on Sir Andrew, a fool in believing that he is destined "never
to die," forever to go on eating, drinking, and being merry; a fake-
tgto? in ail the arts of the courticr--capering, dancing, fencing,
singing, speaking French, making courteous noises; a knight who could
no more fight for his lord or his faith than he could teach Sir Andrew
to fence; a wondrous satiric mirror of the frivolities of courtiers
lost to their raison d' €tre. Sir Andrew, the country "gentleman," has
left.tpe responsibilities of his country place, where stupidity and
rustlclty.are not so disproportionate, to pretend to pursue an impossible
romance with a great lady, to learn courtly arts which are beyond him,
to run after sgrvant wenches who are too good and too clever for him,
and to spend himself into profilgate bankruptcy. Olivia, being a 1

y ’ g ady
rossessed of estate, may, to some degree, suit Sir Andrew in point of
wealth and estate--that is why Toby can urge him on. However, marriage
among the genti}es in the Renaissance was not merely a matter of match-
ing money pag with money bag; civility and intelligence and nobility
also came in. If the soldiers on Olivia's estate have turned puffy
and the landed gentry have turned prodigal, the stewards have turned
proud. Both rulers and ruled have forgot their functions.

Cf.

7th Grade, "Classical Myth."
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o The moral left and the moral right are juxtaposed in Twelfth Night
4 in a fashion which contrasts with their juxtaposition in Arms gad the
Man. First, Arms and the Man has a conventional bloc of characters
who oppose the marriage of hero and heroine, the parental bloc re-
presented in Catherine Petkoff and her desire to marry Raina to
Sergius for family reasons. The play, thus, takes on something of
the character of a battle of the generations. But this is not the
case in Twelfth Night; there the hero and the heroine are their own
masters. They alone keep themselves from a marriage of true minds.
But, in a sense, there is a something which functions like the parental
group in ordinary new comedy and that is the indulged melancholy of
Olivia and the indulged love-melancholy of Orsino-~the sentimentality
of both. And these are laid upon them in part by the past: Olivia's

- melancholy by her brother's death and by her sense of the proprieties
vhich exhibit profound grief (forgetting that profound grief is only
appropriate to the dammed); Orsino's love melancholy by his sense that
what he loves now must be the figure which has captured his imagination
in the past, affected his dreams thereafter ("girl of my dreams"), and
made him wish in the present to feed his senses to recapture Cupid's
glow. The Olivia whom Orsino sends Viola to capture is no real lady.
Olivia recognizes this when she promises to send Orsino a catalogue
of her beauties dead., Olivia is Orsino's idol, in the strictest sense;
and Olivia's brother is Olivia's lares and both are a dead hand from
the past. But that the dead hand from the past comes into the play
in this way means that the "problem" of the play is not a conflict,
between generations and groups, moving toward the creation of a new
society. but a conflict, within the mind, moving toward a cleansing
of the imagination and the reason so that the old society can be restored,

Whereas in Arms and the Men the Puritan right and the grotesque
left are embodied in the same set of characters as they behave differently
in different circumstances with a roundness appropriate to modern
comedy, In Twelfth Night the grotesques are mostly flat libertine types;
Toby would not do as a Furitan.” Their laughability is not defined by
the difference between their posture in one circumstance and their
rosture in another (Raina, Sergius, Iouka, Nicola) but by the difference
between the norms implied by what they are supposed to do as their role
defines it (or what they aspire to do) and what they actnally do do.
(This kind of comedy Shaw develops primarily in his portrait of
Bluntschli in Scene I--playing off his cynicism about war and his soft
love of chocolates against the normal expectation of "toughness" in

lThe "flatness" of Elizabethan comic characters and the "roundness" of
Shaw's partly relates to differences between Elizabethan and modern psychology
and Elizabethan and modern comic theory. However, it also relates to the
difference between a "picture stage" and a "platform stage." A picture stage
is illusionistic and tries to "fool" us into believing that we are seeing real
people living in a space and time like our own. A platform stage raises no
such expectations and communicates its meaning much more in the way that a
pageant does; through-examples, symbols, etc.
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the soldier.) Shakespeare plays on the difference between role, a§pira-
tion, and fulfillment constantly: Sip Andrew, courtier~bumpkin: Sir .
Toby, soldier-drunk; Malvolio, steward-unsurper, and Viola, lady-soldier.
In each case, the action leads to g poetically just exposing of the
disproportion between what the character is according to role (anq
would pretend to be) and what he is according to whal, he does: Sir
Andrew exposed for a bumpkin, while he plays the courtier, in his quel
with Viola; Sir Toby, exposed for a braggart-drunk, when his pate is
broken by Sebastian; Malvolio, exrosed for a "usurper," when he upenly
courts Olivia in his mad garb and so forth. That the conedy of Shakes-
Spearean grotesques is related to their failure to show respect of
place, person, and time separates them from Shaw's grotesque; Viela

is ludicrous precisely because he, both slave and opportunist, so care-
fully fulfills his role.l

But sur remark about Shakespeare's keeping the Puritan right and
the grotesque left separate--embodied in separate characters--does not
apply to Malvolio. Malvolio is both Puritan and libertine but he
combines them--Sergius is a fairly round character, motivated by circume
stances such as one might possibly experience and reacting in ways in
which we might expect some more of our acquaintances to behave if they
had his oppertunities. But Malvelio belongs to the golden world of the
poet., He is not the incarnatien of how we or anyone like us might re-
act te circumstances such as his. He is the incarnation of hypocrisy
rendered its most vain-hypoeritical and ludicrous. He is, as we have
mentioned, humble steward and proud usurper, public cold-fish puritan
and subjective libertine, lover of order and ultimate source of disorder.
And each of Malvolio's faults casts a light on the comic moral folly of
e of the other principals in the play. To demonstrate this we shall
have to look at the plot in the section which precedes the device by
which he is humbled and tormented.

At first Malvolio is cemic because he is systematically austere,
"Sad and civil" as Olivia puts it, sad and civil because Puritan and
time~server. But Malvolie is also comic because he is placed in a service

that demands humility--what allows Meria to trap him with a word dropped
even before the letter.

Mal. 1'Tis but fortune: all is fertune. Maria once told me she
did affect me: and I have heard herself come thus near,
that, should she fancy, it should be one of my complexion.,
Besides, she uses me with a more exalted respect than any-
one else that follaws her.. What- should I think on't?

Sir To. Here's an overweening rogue!

Fab, O, peace! Contemplation makes a rare turkey-cock of him;
haw he jets under his advanced plumes !

1y wark where men are men who do not do the Job which tradition has assigned
to them suggests that the good society does not require revolution (Blvatschli
and Raina off to Switzerland) but reason, a rediscovery of the old, golden ways

=
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151ight, I could so beéat the rogue:-
Peace, I say,
To be Count Malvolio;-
Ah, rogue!
Pistol him, pistol him,
Peace, peace.

There is example for't; the lady of the Strachy mariied
the yeoman of the wardrobe,

Fie on him, Jezbel!

O, peace! now he's deeply in; look how imagination blows
him.

Having been three menths married to her, sitting in my
state,=-

O for a stone-bow to hit him in the eye!

Calling my officers about me in my branched velvet gown;
having come from a daybed, where I have left Olivia 8leep~
ing.

Fire and brimstene!

O, peace, peace,

And then to have the humour of state: and after a demure
travel of regard, - telling them I know my place as I
would they should do theirs, - to ask for my kinsman Toby.
Bolts and shackles!

O, peace, peace, peace! now, now.

Seven of my people, with an obedient start, make out for
him: I frown the while; and perchance, wind up my watch,

or play with some rich jewel. Toby approaches; court'sies
there to me:

Shall this fellow live?
Though our silence be drawn from us with cars, yet peace,

I extend my hand te him thus, quenching my familiar smile
with an austere regard of control:

Sir To: And does not Toby take you a blow o! the lips then?
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Mal, Saying, Cousin Teby, my fortunes having cast me on your
niece, give me this prerogative of speech:=~

Sir To, What, what?

Mal. You must amend your drunkenness.

Sir To. Out, scab!

Fab, Nay, patience, or we break the sinews of our plot.
Mal. Begides, you waste the treasure of your time with &

foolish knight;

Sir And. That's me, I warrant you.

Mal. Cne Sir Andrew:

Sir And. I kmew 'twas I; for many do call me fool.

Mel. What employment have we here? [Téking up the 1etteg7.

Malvolio fancies himself what he is not before the letter has persuaded
him that he is what he isn't, and he constructs, on the basis of the
slightest hint from Maria, a picture of himself as the lady Olivia's
spouse, and sees himself the head of her estate in status and honor as he
is in fact now ("Seven qf my people," "quenching my familiar smile with
an austere regard of control"). Indeed, his whole abusing is a trick
which his proud imagination played upon him before ever Maria did: to
"erossgarter" himself by imagining himself a high-lifer and to "madden”
himself with love-melancholy by imaging himself Olivia's lover and spouse.

Malvolio's Puritanism includes a faith in a kind of predestined
good fortune, a "grace" which is not redemption but the thrusting of
material fortune upon him. ("Tis but fortune" etc.)., However, divested
of its phony theology, Malvolio's Puritanism is a reflection of the
Iady Olivia's affected public Puritanism in the interest of keeping a
grave face; she, too, worries about the roistering of Toby and Andrew.
Malvolio's attitude toward "cakes and ale" is but a mimicking of her
attitude as Maria confirms (I, iii and II, iii). But Malvolio is only
a Puritan in dealing with others, not in treating with himself. His
inner imagination defines him as a libertine--indulging his senses by day
in Olivia's bed ("having come from a daybed, where I left Olivia sleep-
ing"), indulging luxury in the other sense too (" my branched velvet
gown," "wind up my watch," "play with some rich jewel"). Thus, Malvolio
becomes a kind of reflection of Sir Andrew and Sir Toby. He also becomes
a reflection of Orsino for he, like Orsino but in a grosser form, pines
for Olivia; his treatment by Sir Topas, for love melancholy and the
related demon possession ("Cut, hyperbolical fiend; talkest thou nothing
but of ladies?" /IV, iii, cf. III, iy/), renders him ludicrous; but it
also points to the ludicrous side of Orsino's love melancholy and parodies
it, emphasizing the subller irony in Shakespeare's treatment-of Orsino.

s
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If Malvolio's Puritanism is Olivia's, his desire to play the
courtier, Sir Andrew's, his desire for luxurating in sensual bliss,
Sir Toby's, and his "love-melancholy," Orsino's, his hypocrisy is his
own. Even while he imagines himself a libertine, he imagines himself
reforming the drunkeness and idleness of Toby and the foolishness of
Andrew. That Malvolio in his inner imagination fancies himself a
hypocrite to maintain power or to concentrate it increasingly in him-
self, Malvolio is a hypocrite not so much because he has motives for
becoming a hyrocrite but because he is hypocrisy. He is not so much a
a man as an emblem, a fictional creature whose very imagination delights
in feigning hypocrisies.

The device which Maria creates turns Malvolio inside out so that the
would-be libertine-courtier is exhibited and the Puritan disguised--
Malvolio goes for Olivia, smiling an unPuritanical smile, wearing
courtier's cross gartering, and imagining bedroom delights (Qli. 'Wilt
thou go to bed, Malvolio?" Mal. "To bed? ay sweetheart, and I'll
come to thee"), That the greatest comic grotesque of the play is all
things to all men, the paradigm of hypocrisy, allows Shakespeare to
make him and the comic justice which he endures a human fable in which
is mirrored and concentrated all of the folly of Olivia and Orsino's
courts. He is not Sergius' kind of libertine-Puritan because he is
less complete as a man and more complete as a walking fable, Where
the steward is unrighteous, rule is misrule. When pride and hyrocrisy
are rulers and "carnival," the subject, the land is out of joint. One
may examine how, out of the laughable mess which is Olivia's household
and Orsino's land, the joyous conclusion of the play arises.

Partly the joyous conclusion of the play is possible because
Shakespeare uses a trick which he learned from Roman new comedy and
which is as old as Homer: the unmasking of a character to produce a
Joyous conclusion. This happens to Odysseus of course. It also happens
in The Rope where Palaestra is reunited with Daemones and this kind
of unmasking is the conventional stock-in-trade of "happy ending" novels
and comedies in all pericds. In Twelfth Night, Shakespeare uses the
second trick which he learned from Roman comedy, and which he first
imitated in A Comedy of Errors ( a virtual translation of Plutus
Menaechmi)-~the unmasking of a pair of twins to provide for a more

complex happy ending. In Twelfth Night the logic of the double unmasking
is rather interesting:

(1) Viola-"Cesario" fights with Sir Andrew and the fight is interrupted
by friend Antonio who is arrested; Antonio accuses Viola~"Cesario"
of being an ungrateful Sebastian and so tips off Viola to the prob-
ability that Sebastian is alive,

(2) Sebastian appears and is pursued by the clown who is pursuing Viola-
"Cesario" (even as Malvolio pursued her after her first visit);
Olivia prevents Toby from attacking Sebastian and takes him off to
marry him as Cesario.

(3) Olivia claims "Cesario"-Viola as husband and Orsino repudiates
"him" thinking him to have wooed (I via in his own name and not
Orsinds. Viola-"Cesario" denies the charge and the priest appears
to confirm that the eternal. bond of love has been knit between




Olivia and "Cesaric!" - whom he regards as Sebastian.
(4) Sebastian appears, apologizing for having hurt Toby:
(a) Brother and sister are reconciled.
(b) Olivia and Sebastian recognize who they are and what their
marriage is.
(c) Orsino takes Viola's hand in wedlock.

In each of these steps, what is crucial to the progress toward the
Jjoyous conclusion is the proper fulfillment of role by the principals
and the exercise of & kind of love which goes beyond Puritan denial or
libertine excess: (1) Antonio fulfills the demands of friendship; (2)
Olivia moves from obsession with death and with displaying the mourning
emotion to a willingness to marry--a rite designed to bring its partici-
pant to "obsession with birth" and with continuing the chain of gener-
ation; (3) the priest asserts that marriage is an eternal bond of love,
he thus defines it as more than a temporal, physical convenience, as
rore than what Toby or Andrew seek or Malvolio imagines; (4) Viola and
Sebastian recognize one another, and the natural love of brother and
sister is given its boon; moreover, the practical, unsentimental love
of Viola for Orsino is given its marriage prize, a prize not only
deserved by Viola's labor but recommended by the nature of marriage
as Renaissance people understood it. They saw marriage as a very
unsentimental institution.

The joyous conclusicn to Twelfth Night is also possible because the
grotzsques and rustics are "put in their place." The unrighteous steward
who cannot rule the unruly because he is himself a libertine within and
humorless without -~ incapable of ruling folly through laughter - must
be deprived of rule as he is when he is locked up for a madman. Malvolia
resigns his last right to judgeship through his humorlessness. When
Olivia offers him the right to be plaintiff and judge in his own cause,
and Fabian and the clown tell the circumstances of his exposing in
accents which further expose him, Malvolio--witless and humorless, at
a loss for repartee as always--Malvolio abandons his right to be "judge!
and "plaintiff" and shouts, "I'll be revenged on the whole pack of you"
as if he were the avenger, going around the law in a revenge-tragedy.
Second, the flat grotesques are exposed for their folly and receive a
kind of poetically just punishment for having abandoned role and place:
Sir Andrew working at being courtier and duelist is beaten by a womanj;
Sir Toby working at being an instructor in fights and courtly mannerc,
must have his "braggart" soldier side brokén as his pate is cracked and
bloodied.

Finally, Twelfth Night assures us that the spirit can rule the
comic flesh and bring it into marriage subjection in an eternal bond of
love, that despite bad stewards and crazy knights and foolish courtiers,
the good old order can survive if evil stewards find "judges," libertines
marry, and rulers learn reason, it can survive if men have sense enough
to respect friendship, brotherly love, and marriage, if they have Judguent
enough to shut the gate at knaves and thieves such as Malvolio, to mock
the unthrifty swaggering and the tosspots such as Toby and Andrew; it
can endure if men can laugh enough to remember that the rain rdins every
day--bringing with it its natural chain of death and birth.
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Appendix I: Twelfth Night and Classical and Biblical Allusioens:

The exercises on classical and Biblical allusion are designed to
remind students of matters which they presumably learned in the seventh
grade units on "Classical Myth" and "Hebrew Narrative." The instructor
should review those units in preparing to handle these programs of
questions, The purpose of the questions is to quicken the "ear" for
Riblical and classical allusion and to deepen the understanding of its
function in the rhetoric of a play--how such allusion, by placing
characters in a play against the background of their Biblical or

y Classical counterparts (paradigm characters, er situations) defines
the meaning of a play's characters and their actions, Students should
be asked not simply to look up the allusion but to discuss how it
defines the value or philosophic content of the scene in which it
occurs. Students should bear in mind that Elizabethan audiences lived
in a culture in which the Bible was constantly read and explained and
memorized (as part of Reformation catechetical and Hemiletic teaching), 1
_& culture in which Ovid, Plautus, and Terence--especially the mytho-
logical content of their writings--were read and explained and memorized
as part of the first training that a youth received in a Latin grammer
school, Hence, both the allusions and their philesophic function in
defining the meaning of a character's action could often be got rather
quickly, in the hearing of the play. We mederns have to ponder in
order to 'get" because we are generally less at home with the classics
and the Bible. Students should not be allowed to regard the allusioens

( as an enrichment or decoration; they define the central meaning of the
play .

The function of the Biblical allusions is given at least one kind
of explanation in the general essay on Twelfth Night which precedes this
section . However, students should puzzle this function out for them-
selves and alternative answers, reasonably well supported, should be
encouraged.

Classical myth is generally used allegorically in Twelfth Night
according to the logic of allegorical explanations of classical myths
current in the Renaissance. The Actaeon myth is explained allegorically
in an explicit way; students can move from this explicit explanation
to efforts to get at the implicit meaning of other mythological. allusions.

Appendix II: TIwelfth Night and The History of the language:

Shakespeare's language presents no real difficulties to the modern
reader. The occasional lexical problems are easily solved with the aid
of any competent dictionary, and seldom do significant problems of
syntax and usage arise. However Shakespeare'!s Early Modern English
is obvinusly not what the student commenly hears around him, and it
may be well to examine some of his divergent forms and usages with
students. These forms and usages vary so widely even within a single
work, however, that it is scarcely possible to do more than indicate to
students the general tendencies of the language, and to peint out and

{ attempt to explain them in terms ef historical precedent whenever that
= is possible. The following exercise may be mimeographed to assist
students in understanding Shakespeare'!'s language. The exercises will

©
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be easier if the student has had the "History of the Language" unit in
the eighth or ninth grades.

A. Nouns

1., Examine the first scene of Act I. Is the EMnE noun inflectional
system different from the MnE one?

2. Today we generally consider abstract nouns as indivisible; thus
the plural of information is not informations, but piecss of
informatien. Examine the abstract nouns in Sir Toby's first
speech on page 2)v (II. v, 93) and the Duke's last speech on
page 246 (V. i, 173) to see if this is always the case in

EMnE .

B. Pronouns

Fill in this chart of personal pronouns using those you find in
the first three scenes of Act I.

subjective obggctive possussive

first
person

gecond
person

third person
SINGULAR masculine

third person

— e B yinte N

third person

L] ‘s
neuter it its

first 1
person us ours

PLURAL second !
person your's
 {

theirs

third
person

1. In what respects does this paradigm of personal pronouns differ
from the MnE personal pronoun paradigm {a paradigm is a table
of all the forms of a particular element)?
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2. Examine the use of the second person pronoun in the first scene
of Act I. In the Duke's first speech, does he use the singular
or plural form in addressing the spirit of love? Which form
does Curio use in addressing the Duke? In Scene 2, Viola uses
the plural form to address the group of sailors; what form does
the Captain use in addressing her? Which form does Viola use
in addressing the Captain alene? Compare this usage with that
in Act I, scene iv, and Act III, scene ii. What, besides the
number of people addressed, determined whether speakers of
EMiE used the singular or plural pronoun forms? (Remember the
Duke is addressing the spirit of love as a friend, and Curio
is the Duke's attendant and thus not of the same social class;
Viola is a gentlewoman, but the Captain a commoner; Valentine
and Viola are strangers, and Viola is the Duke's subject; Sir
Andrew and Sir Toby are clese friends, but Fabian is a servant.)

3. In Middle English, the secend person plural nominative and
objective forms weye ye and you.

Look at Curio's first speech in I. i. (I. i, 13), and Viola and
the Captain's speeches in the first ten lines of I. ii, Compare
these second person plural usages with these from The Iempest
and Merchant of Venice:

A South-west blow on ye
And blister you all o'er!

(Tempest I. ii, 323)
Therefore, I promise yet, I fear you

(Merchant of Venice III, v, 3)

What .eems to be happening to these forms in EMgE?

C. Adjectives and Adverbs

1. What form class are the underlined words in these passages from
Twelfth Night? What signal would MnE be likely to use to
to indicate their function?

And so is now, or was so very late; (I. ii, 29)
That will allow me very worth his service (I. ii, 59)
You are like to be much advanced (I, iv, 2)
And sing them loud even in the dead of night. (I. v, 290)
2. Exemine the adjective coﬁgarison in Olivia's first sperech on
page 223 (III. i, 159) and these from other Shakespearian plays.

Does it appear that the use of more and most in comparisons in
EMnE was fixed according to the strict rules we follow?

Aruitoxt provided by Eic:

i ERIC



Come you more nearer (Hamlet II. i, 11)

It lends a lustre and more great opinion, a larger dare
(I Hewry IV, IV. i, 77)

This was the most unkindest cut of all (Julius Caesar III. ii,
77

D. Verbs

1., Examine the third persen singular verb inflectiens in the |
Duke's first specsch in Act I, scene i, and Viecla's first speech
on page 188 (I. ii, 18-21). Does there seem to be any signifi- ‘
cance in the fluctuation between -s and —eth?

2, Would Shakespeare's formation of the past participle (fifth 1
form) in Sir Andrew's first speech on page 250 (V. i, 175), ,
Malvolio's fourth speech on page 228 (III. iv, 43), and Viola's
fourth speech on pags 193 (I. iv, 20) be considered correct |
in MnE?

3. How does the auxiliary do function in Valentine's first speech ‘
en page 187 (I. i, 25), and in the Captain’s third speech in
Scene ii (I. 1i, 9)? Would we be likely to form these con- |
atructions this way? |

4. Examine Viela's speech in Aet I, scene ii (I. ii, 4). Dees |
MnE usage sanction this sort of pleonasm? (pleonasm: the use
of more words than necessary to express an ides; redundanqy) |

5. Examine the use of (er the lack of) the interrogative and ‘
relative pronouns (who, whom; which, that) in Maria's first
speech on p. 196 (I. iv, 106), in Malvolio's third speech
on p, 216 (II, v, 108), in Malvolio's letter on p. 253
(V. i, 316), and in this speech:

A wight that, ._. his every step hath left the stamp
(Every Man In [ﬁen Jonsoy/ f, version, I. iii).

Does our strict rule cencerning the proper use of these nroneuns
Sseem to have been in force in EMnE?

$. How would you re-write the following questions in Madern English?

Does EMnE seem to make common use of a method far asking questions
seldom used in MnE?

What think yeu sailors? (I. ii, 5)
Knowest thou this country? (I. ii, 21)
Why dost thou (I. iii, 136)

7. Examine these negative statements. How would you re-write them
In MnE? From the information in this and the two previous
questions, make a general statement comparing the use of do as
a main or auxiliary verb in EMnE and MnE.

Ass, I doubt not. (II. iii, 185)

I do I know not what...
ourselves we do not owe (I. v, 327-329)

ERIC
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8. What is odd about the construction of the first sentence of
Act II, and Fabian's sentence on the bottom of 254 and top of
255 (V. i, 363-364)? Is this considered correct usage in
formal Modern English?

9. Why does Shakespeare use these verb forms?

- If music be the food of love, play on; (I. i, 1)
That were hard to compass (I. ii, 44).
If the Duke continue these favors (I. iv, 1)

That if one break, the other will held; er, if both
break, your gaskins fall. (I. v, 26-27)

Would you be most likely to use the subjunctive (as Shakespeare
does) in MnE, or have other constructions taken over the job
of expressing these ideas?

E. Syntax
1. Do these sentences conform to any of the basic sentence
rpatterns or any of the usual inversions? Does it appear
that EMnE word order was as fixed an it is in MnE?

Antonio's first speech on page 247 (V. i, 80-82)
Malvolio!s last speech on page 242 (IV. ii, 117-120)
Sir Toby's third speech on page 233 (III. iv, 269-276)

5. incient Comedy: "The Rope": (C.200 B.C.) and "New Comedy":

The title of The Rope is not fairly important; in this it is like
Iwelfth Night and Arms and the Man. The Rope refers to the struggle
in the play between Gripus and Trachalio over the chest and rope attached
to it, which Gripus has found and which Trachalio knows to beleng to
Labrax and to contain the trinkets by which Palsestra can discover her
father. The "rope" is a kind of symbol of what attaches a man te what
rightfully belongs to him, and what rightfully belongs to a man is, as we
shall see, a central problem in the play.

Plautus, the author &f The Rope, lived in Reme in the third and second
centuries before Christ, His plays were performed on a stage which was
almost exactly like the s“age which the students have studied in looking at
Aristophanes' The Frogs (The Idea of a Play).l The Rope i3z written in the

“This unit repeats the concerns of that unit in dealing with a picture stage,
platform stage and a classical stage. Students should be reminded that none of
the stage properties deseribed in the Cleveland Chase translation have much to do
with the performing of the play on the classical stage where the lecations are the
set locations pasited for Aristophanes' Frogs in the "Idea af 2 Flay* unit.
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mode of Greek "New Cemedy," and the definitions of "New Comedy" and eof cemedy
generally which were provided earlier in the unit obviously apply to the
Rope. Roman comic actors not only acted in a theatre which was like that

in which Greek comic actors earlier had acted, but they alse ware masks

like Greek comic actors. However, by Plautus! time, these masks defined

new comedy's conventional roles even as the black cloak defines the bad

guy in melodrama,

We may define what we mean by "New Comedy" roles if we recall our
earlier picture of rustics and grotesques in comedy as a "moral left";
parents and authorities, as a moral right; and young peeple scheming to
gain love and marriage, as caught betweoen these two. Roman comedy usually
provides fixed "roles" for actors acting out this plot. Characters tend
not be round or to have the depth which psychology provides; at the same
time, they are not fanciful or "fairy taleish." That is, the characters
seem likely enough without every suggesting that they are the preduct of
a species of literary photography. They are "true-seeming" exemplary
characters, characters who ccme almost always from the middle and bottom
ranges of society and who look as if they could have walked in from some
street but not ours. Their actions tend to be determined by a desire to
exemplify some range of civic excellences and failing. The "truse-seeming-
ness" of the characters may have been flattened somewhat for Reman audiences
by the masks which they wore, but the masks identified the characters as
to "role" as soon as they appeared on the stage and generaliy suggested
how their character would function in the play between grotesque and punter,
perents and children. The more common comic which appear in Reman comedy
may be labelled here:

(1) Greteseques:

(s) Meretrix (Ceurtesan): Generally a rather mercenary or unfeeling
la%y of pleasure; some courtesans nearly fall into the "maiden" l
rele.

(b) Lene (The Slavedealer): A greedy, impious, dishonest, cruel
tzpefdgenerally, the Leon feels himself clever but is actually
stupid.

(c) Miles Gleriesus (Braggart Selcier): Braggart soldier, would~be
lover ete.

(d) Parasitus (Parasite): The "jekester"; "pleaser," "entertainer" of
his boss. The parasite usually is also an open or secret
Epicure,

(e) Servus (Slave): Usually semewhat talkative, boastful, impudent,
often threatening to disebey the master but never doing so
seriously. Often the slave also functions as a go-between,

(2) Young Levers:

(a) Agg;§§g§g§ (Youth): The young male "lover," ~ften rather
licentious in the early part of the play.

(b) Virge (Maiden): The young girl yhoim the hero wishes to .
capture and/or marry.

(3) Parental Groups:

(2) Senex (0ld Man}: An old father, frequently somewhat iraseible
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or quarrelseme; deting, prudent, éi' avaricious in relatioenship

to his children. _
(b) Matrona (Wife): Often a shrewish and somewhat overbearing woman.

Pretty clearly, we have here the formula of the two plays which we have
. discussed. In dealing with Arms and the Man, we treated Bluntschli and
Raina, Sergius and Catherine, as if they were distant echoes of Raman types
("youth" and "maiden," "old man" and "wife"); we did this in order to clarify
what is the central problem in the play and what is the perfection, the
solution, toward which it moves. Similarly,--for similar reasons--we saw ;
Sebastian and Olivia, Orsino and Viola as youth and maiden, types having i
i
1

110 parents to prevent their love; and we saw Sir Toby and Sir Andrew, Viola

and Feste, and Malvolio as filling the roles of braggart soldier, servexnt,

and parasite, Obviously the characterization of comic roles which we have

given above pretty nearly fits the plays of both Shaw and Shakespeare though.

both wrote over 1500 years after the Greek and Reman writers of "new comedy."

Catherine Petkoff as gmatrona er "wife" is shrewish and somewhat overbearing;

Sir Toby as miles gloricsus is something of a braggart, strutter, and would-

be lover. One could add to the list. Now, in Roman clothes we meet the

same kinds of New Comedy "role" characters and see them in the Roman form,

the form in which most readers in other ages were introduced to comedy

(Greek mew comedy having been for the mest part lost). The "masks" in the |
Rope may be arrianged as follows: |

(1) Gretesques: Meretrix: None.

(a) Leno: Iabrax

(b) Sepex (grotesque leno~type): Charmides
(e) Miles Gloriosus .: None.

(d) Parasitus: None ’

(e) Servous: Sceparnio, Trachalie, Gripus

(2) Yeung Lovers:

(a) Adylescens: Plesidippus
(b) Yirgo: Palaestra, Ampelisca

(3) Parental Groups:

(a) Senex: Daemones
(b) Matrona: Daemones' wife.

Again, one notes that the general deseriptiouns given above more or less fit.
Sceparnio, Trachalio and Gripus, the members of the servant group, are all

talkative, boastful and impudent—perhaps ever more so than Maria and her
coterie, Labrax as slavedealer is greedy, impious, dishonest, cruel and
clever-credulous; Charmides is half-leno and half-genex; Daemones is the
doting father (but for a good reason here), and his offstage wife (matrona)
is shrewish and cverbearing, The lovers, Plesidippus and Palaestra, youth
and maiden, do net run true to form, for Plesidippus is not licentious and
Palaestra is not the non-entity that the maiden in most Reman comedies is,
But the variations are not surprising. Indeed, the "comic masks" in Reman
comedy may be said to work like a theme in music, or 3 game-piece in.a game,
defining what the anthor has as a resource to play his comic tune er game
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but not defining how he is to play his game, how he is to make up
his variations on the theme~<his meaning. Inceed, the history of the
transforrations of new comedy "game-pieces," new comedy characters

and plot, is a history of the discovery of new meanings for eld counters.,

The fact that new comedy roles are "true-seeming" may make students
want to think of Plautine characters as drawn to the life in the way
that some "realistic" novelist's characters (Zola's, for instance) are
Ssupposedly drewn to the life; students may feel this way particularly
about Lgbrax and Charmides. And, concomitantly, they may be tempted
to endeavor to derive an accurate picture of Roman civic 1life from
Plautus' piay, However, George Duckworth has accurately observed
that "no historical picture of ancient life is contemplated [ih Roman
Comedy/. To attempt to derive from the comedies of Plautus and
Terence a clear and coherent account of Roman economic and social life
is obviously unwise, for the plays are Greek in theme and sebting;
the lives of the characters and the ideas which they express reflect
Greek more than Roman conditions, Yet these ideas and conditions
were by no means unintelligible to the Romans, for the plays, to
achieve the popularity which they are known to have had, necessarily
presented social and economic views which the spectators could under-
stand and the humorous or farcical treatment of whicu they could
appreciate arid enjoy, The events of everyday life--financial dealings,
the making of a livelihood, love~affairs, marriage, the rearing and
education of children, the positien of slaves--all these were problems
of Roman life as of Greek," What Duckworth is saying is that the
urban milieu, the social structure, and the roles presented in the
Roman comedies are such as could be found anywhere in the cities of
the Mediterranean world during the period immediately preceding Christ's
birth, Students may have difficulty understanding the role of the
slave in the Roman world concerning of it either as an entirely servile,
subjugate position, a status treated with an attitude cruelly indifferent
to humane and human considerations, such a condition as many American
Negroes endured prior to the Civil War. However, Roman and Greek slavery
varied in the life it imposcd en the slave from the incredibly grim to
the paternalistic and easy, At the one end of the spectrum stocd galley
slaves, mining slaves and so forth—men who were treated worse than
animals. At the other end stood household slaves, the familiars and
teachers of their masters as Aristotle was of Alexander. The slaves
in The Rope are household slaves treated with a paternalistic roughness
and responding with a certain brutish impudence. Palaestrat's kidnapping
and slavery, with the intention that when she reached the proper age
she would be used for carnal purposes, derives from the classical custom i
of exposing of children who were not wanted. The proof of her free
descent from Daemones is required because ancient law forbade marriages
between the free and slaves. Other historical details from Greco-

Roman civic life and worship which came into the fiction of the play i
are pretty well explained with the play or in the student packet questions. !
Indeed, the past which is represented in the Rope is paradoxically more
accessible than the past which is represented in the other two comedies,

concerned as they are with the Elizabethan estate and the Serbe-Bulgarian

war. DMoreover, the way in which servant and master, husband and wife,

Jover and beloved, violate the norms for their roles and rendetr themselves
ridiculous is, in this play, pretiy obvious. -
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Whereas Twelfth Night i essentially a play about love and right
rule, The Rowe in Toon Rig1ly about justice and right rule., The
important cu308 with widzih Twelltn Ieht begins is the chaos created

by unreasonable pulers when they love unreasonably the dead body of

a princely brother ("Are those pearls that were his eyes?") or the

effete idea of love for the sake of love. The chaos created by the

tempest which opens the play, the separation of brother from sister,
) vhile it permits the playwright to display the providence implicit in
the tempests of fortune ("Tempests are kind and salt waves fresh in
love"), does not create the central "obstacle" to joy in the play--
the central obstacle is not the separation of brother from sister but
of lovers and rulers from sense.

Similarly, the tempest which begins the Rope seems to define the
chaos with which the play begins=--groups of weary Dbedraggled people
stumbling from the sea-~but the storm actually functions again to dis=
play how ultimately tempests are kind. However, the central chaos at
the beginning of the play is related, at a metaphorical level, to the
chaos created by the tempest. The tempest in The Rope separates men
from what they think to be justly theirs; the central problem wher the
play opens is that some men are, indeed, divided from what is justly
theirs by the tempest or some other natural accident or by human
chicanery.

(1) Deecmones is separated from his daughter.
(2) Plesidippus is separated from his purchase, a girl-slave {Labrax!
. escape with Palaestra).
(3) Palaestra is separated from her casket, and her means of discover=-
ing her "identity" and her father.

Beyond this, a whole group of characters are deprived of what
they appear to think to be justly theirs: Labrax and Charmides of
their money and their girl, Ampelisca of her mistress, the fishermen
of their fish; Plesidippus and Trachalio of Labrax' breakfast, and
so forth, Thus, the opening scenes of the play require that we dis~
tinguish the character who has been unjustly treated from the character
who only thinks himself to be unjustly treated. (That the unjustly
treated are protected by Ptolemocratia who speaks of her service to
compassion as part of a special service to Venus suggests how far the
world of this play is from a Christian world where all men are, -like
Twelfth Nights! captain, supposed to regard compassion as their obli-
gation.) Arcturus, personification or ryth" both for the star Arcturus

. and for the justice brought by divine providence, has already announced
that ultimately the cosmos is just: "Our supreme commander Jove stations
us about the world,. to note the ways and deeds of men." Jove has a

, book of accounts where he enters virtue and vice, and he punishes and
rewards cach--not in an afterworld, as Twelfth Night implies that God
does, but in the courts of men--in the world. Thus the opening action
of The Rope gives us a series of cases of apparent injustices and the
opening speech of the play assures that injustice will be righted by
heaven in this world. Thus, we can expect the action to move toward -
(1) displaying apparent injustice as only apparent, not actual; (2)
displaying a bringing to justice where the injustice is actual,

ERIC
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In Twelfth Night the movement is from an unreasonable to reason-
able "rul - of LowuTs v Mha Tomg from dnfushice to Justice, It is not
SuPriol.d st baub allig tevides Virstes it eupiasizes avoiding per-
Jury, avoiding swearing, avoiding breaking faith--living up to one's
legal and social obligations. But the play also holds up for admiration
a deeper and more profound kind of justice--such Jjustice as is not
rendered in courts, the sense of obligation which makes men reverence
the gods, reverence parents, and love piety as that word was under-
stood among the Romans. The extremes in the play violate the sense

of justice so broadly defined. Thus, whereas the libertine left in
Twelfth Night is such a left as loves wrongly and substitutes lust

for meaningful love (i.e, "lust" for drink, "lust" for pleasure, such
lust as regards the body as everything /"I will never die"/), the
libertine left in The Rope is basically libertine beeause it has no
respect for just obligation. It does not deliberately abuse the body
though both Charmides and Labrax are pimp and procurer, nothing is
made of that part of their profession in the play beyond their dealing
in slaves. Though one feels that Charmides and Labrax stagger through
the play, they are never literally drunk., The sense that they are
libertine is created by the consistent speaking of them as like Silenus
or other libertine deities or by the consistent comparisons between
their sea-draughts and wine drinking., Bodily excess is primarily a
metaphor in the play; Labrax and Charmides look like "libertine"
Precisely because they are unjust (and everything else that Arcturus
recommends against - false swearers, impious, pitiless, etc.). As
Arcturus promises, the comically "evil, "-~the morally disproportionate--
get justice in this world, not in the Christian afterworld projected
in Twelfth Night. Labrax receives a tempest, a drenching and the loss
of his stolen girl by court decision for his first false oath to
Plesidippus; he gets drubbing from Trachalio and Daemones for his
impiety before the temple of Venus; and he takes the loss of Ampelisca
for his false oath to Gripus, '

The plot of the play moves in two actions: the first, the action
which gets Palaestra away from Labrax and the prospect of a life of
sluttish servitude in Sicily; the second action, the action which re-
unites Palaestra as daughter to her father and so enables him to give
her to Plesidippus as wife. There is not "Puritan right" in this play.
However much of Gripus secret imaginings of great wealth remind one of
Malvolio's imaginings of great station and pleasure, Gripus is no
Puritan though his avarice almost prevents father from discovering
daughter and giving her in marriage to fellow Athenian. But avarice
is not Puritanism, Daemones would appear to consent that his daughter
marry Plesidippus only after he knows him to be an Athenian of good
birth and "a connection of ours," But prudence and piety are not
Puritanism., The joy in which the play culminates is the joy of a
feast anticipating a marriage. And the feast brings together men
from the Athenian community in a spontaneous relaxed celebration where
the bonds of Athenian with Athenian, father with daughter, lover with
beloved, guarantee that men will fulfill Jjustly their obligations to
one another. Even the son-~in-law is from a good Athenian family which
the father-in-law knows. And to this society, the slave Trachalio,
patron and father of Plesidippus, is admitted for extraordinary. service,
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Even Labrax is admitted., He has received justice. The providence
of this play providis a temrest thdt brings unjust men to justice;
the providence of Tunlith ..ight provides tempests that bring "salt
waves fresh in love." The Rope has to give justice in this world;
it gives more justice and less love, perhaps.

Suggested Procedures:
A, Literature

Since this unit immediately follows "The Idea of a Play," the
materials taught in that unit may easily be re-emphasized and clarified
in this one. Other strictly dramatic literary techniques newly presented
in this unit should receive the students' close attention, Comedy
presents great difficulties to philosophers, but achieving a concrete
grasp of the comic through careful reading and discussion of comedies
is not beyond ninth-graders. It is extremely important that the "General
Aids" material not be presented as lectures, for its sbstraction is
likely to detract from the most important purpcse of the unit, the
enjoyment of the comic., It is unlikely that the unit's other objectives
can be fulfilled if comedy is presented as a forbidding subject.

The unit might begin with a class discussion begun by some such
question as "what makes you laugh?" When responses covering most of
the psychology of comedy have been elicited from students and listed
on the board, an easy transition to a discussion of reasons for pre-
ferring some dramatic comedies to others may be made by the teacher's
giving examples from familiar television programs or motion pictures
as evidence for the amusement value of comic devices not mentioned by
the class. Uhen some reasons for laughter and some idea of a qualitiative
standard applicable to comedy have come up, students should be ready
to read the unit's excerpts from modern comedies. In discussing these
passages, the peculiar traits of dramatic comedy should be kept in
view, Attention should be drawn to the variety of the selections in
preparation for a directed discussion establishing the subgenres of
comedy represented, and leading into a classification of all the sub-
genres known to the class., Tamiliar samples given in completing the
list could again provide a transition to the next subject--modern comedy.
No historical lecture should be presented, as the unit is designed to
‘trace the development of comedy concretely by proceeding from the familiar
to the strange, All that is desirable is a recognition that modern
comedies reflect modern issues, which can probably be achieved by a
brief digression if it does not arise of its own accord in the comparison
of say The Green Pastures with The Importance of Being FEarnest.

Arms and The Man may be assigned at this point. The teacher may
wish to have students read and/or act out parts of the play, paying
attention to the manner in which the picture stage and proscenium
stage machine is exploited by Shaw, to drive home the play's point.

Slower students may wish to start their work on the play by listening

to a record of Oscar Strauss's Chocolate Soldier before they read Shaw.
Since the function of this section of the unit is to get students to

put together their observations about types of comedy and comic characters
as these are found in a whole plot and to get them to mgke central
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cbservations about comic plots ("new comedy" plots) they need to be
exposed at bhis poirt Lo a whole comedry which they can get through
fairly quickly and easily. They may be enabled better to ask how
one goes at understanding what a comedy has to say while one laughs
(as before or after one laughs) by beginning with a fluffy musical
before they hit a meatier play.

If time permits, a profitable discussion or report could compare
Arms and the Man with The Chocolate Soldier. (A similar report on
Pygmalion and My Fair Lady would make an interesting project for an
ambitious student.) The wcacher may wish to "lecture out" the material
on the Serbo-Bulgarian war which is presented in the Arms and the Man
essay. Uhen Arms and the Man has been read, several descriptions of
the comic action (and of stoch characters, incidents, and devices)
may be elicited from the class and diagrammed on the board; students
may wish to ask how a comedy acquires more than an emotional meaning for
us--more than entertainment value, to distinguish what we laugh at
in the play from what we rejoice with. At this point, no conclusive
discussion of these two subjects should be tried. Students should be
advised to keep in mind the suggestions offered, and to see if they
can be expanded or refined as other plays are read.

In introducing Twelfth Night, an explanation of the Elizabethan
conception of the hierarchy of the world and the proper hierarchy on
an estate would not be amiss; it must be kept brief, simple, and to
the point in order to interest the students, Bardolatry should be
rigorously avoided, as it usually arouses antagonism in adolescents.,
The play is an excellent, very funny comedy and should be allowed to
stand or fall strictly on these grounds. JTts difficulties should not
be glossed over, but students should find that they result from historical
distance if they study the questions on the comic plot, on classical
and religious allusion, and on the history of the language with some
care. The solution of the questions might be presented as a puzzle
which rewards with laughter those who solve them., Attention should be
drawn to Elizabethan staging and casting (cf. The Idea of a Play unit,
9th grade) as a means of assisting students to overcoming some of the
main obstacles to enjoying the play.

The historical information which is necessary to prepare students
for an understanding of The Rope is found in the essays above or in
such a work as George Duckworth's The Nature of Roman Comedy. They
will need to know something about Roman staging, casting, dramatic
verse, and irreverence., The action, stock characters, incidents, and
devices can be analyzed independently by average ninthe-graders who
have participated in the discussions recommended earlier; and they can
get at the Roman religious meaning of the play if they follow carefully
the questions included in the sections on "Religious Cemtent in The
Rope," "The Rope and Twelfth Night," and "The Rope and Comedy." Many
of the roughhouse, slapstick scenes could be acted out or "shadow-boxed, "
Class discussion of this play may tend to digress into historical questions,
which is a fine way to begin a treatment of the development of comedy
from Rome through the modern period, closely counected to the plays
read by the students. The final discussion should deal with comedy per
se, as a form of drama, and as a genre of literature.
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B. Composition

Suggested composition topics which deal with the plays as they
relate to one another and to comedy in general appear in the Student
Packet. Topics dealing with each play in particular may be drawn
srom the discussion question in the Student Packet. It is desirable
that compositions be assigned with an eye to asking students to analyze
a passage or aspect of one of the plays as one or the other of these
bears on the play's meaning; students should be asked to write to
analyze a passage and to elicit evidence and argue meaningfully and
sensibly for an interpretation rather than to prove "that they have
read the story." For some topics, slower students may be assigned
compositions similar to those given in the Packet but using a simple,
modern, television comedy for comparison with Arms and the Man and/or

The Rope.
C. OSupplementary Activities

See the bibliographies in this and the Student Packet for recommended
additional films, records, and comedies which may be read by students
wishing further experience with comedy.
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I. Introduction for the Teacher

This unit concerns that classical narrative kind which speaks most
seriously of the nature and destiny of man: the epic. The classical
epic is alsc one of the most carefully molded of genres. It has a
characteristic style, a characteristic plot, a characteristic mode of
communicating meaning through the devices of historical exempla and
allegory. Of all genres, perhaps it comes closest to defining what it
is to be significant civic man dealing with the great forces set in
motion by the wills of the gods and by the perverse wills of men. Con-
sider several members of the tradition of the classical epic:

Epics: Mock-Epics
1. Homer's Iliad 6. Statius' Thebiad
2. Homer's Cdyssey 7. Boccacciol's Teseida
3. Virgil's Aeneid - 8. Chaucer's Knight's Tale
(twelfth grade) 9. Pope, Rape of the Lock
L. Spenser's Faerie Cueene - (twelfth grade) - Mock epic

(twelfth grade) 10. Pope, Dunciad - Mock epie
5. Milton's Paradise lost -
(twelfth grade)

To know these poems is to know part of a culture, and to know how poets of
each culture, through the vehicle of plot, exemplum, and allegory, en-
visaged heroic goodness or greatness. The mock epics let us know how men
saw one another as falling short of epic bigness of character. Nct all
of the epics listed above are included in the present curriculum. Not
all are appropriate to high schoolers. But three are: The Aeneid .
(12th Grade World Literature unit), The Faérie Gueene, and Paradise Lost
(12th Grade unit on the Christian Epic.) One mock epic, The Rape of the
Lock, is closely studied. (12th Grade Satire) If one learns how to
handle Homer's Qdyssey, a fairly easy poem on the surface at least, he
knows how to begin with the othcr poems.

The Odyssey is, at one level, of a piece with the adventure stories read
by elementary school children. At another, it is a2 great repository of
myth and should develop any student's previous understanding of it (ef.

7th Grade, Classical Mythology). It is a great symbolic journey, the
archetype of the less serious symbolic journey presented in some picaresque
novels (cf 8th Grade, Journey Novel unit); the brother to less obviously
"classical epics", Beowulf and The Song of Roland (8th grade) , anticipating
their concern with "wisdom and fortitude" and emerging from a similar
oral-formulaic tradition (7th grade, Making of Stories). Itsconcern for
sin and purification, for disorder in society and for its control through
the suffering of the leader and t?e help of the Gods runs through much
great religious-civic literature.™ Not accidentally, the study of the
Homeric epic, of The Cdyssey in particular bears on the study of a large

1 .
The 10th grade literature units--"Frustration and Loneliness," "The
| Leader and the Group," and "Tragedy." Odysseus generally exemplifies
E the pattern of courage, control, and justice posited for the hero in
’ the units on the hero in the eighth grade.




- body of other literature. The Homeric epic is the beginning of the
literary tradition of Western culture. The Homeric poems are the hzad-
waters.

. The teacher who comes at the QOdyssey immediately after having taught the

. comzdy unit (as this curriculum suggests that he do) may come to feel that
he is wobbling from the ridiculous to the sublime. He is. But the
Odyssey was not placed after the previous jovial unit to give the teacher
an opportunity to explain the Virgilian epic source of the title of

Arms and the Man or to give him a handbook where are recorded early versions
of the myths used by Plautus and Shakespeare. The epic, like comedy,

is a living genre; the Odyssey and new comedy are more alike than camels
and weasels. Both are concerned with the social; both are optimistic;
both use a repertory of similar devices. After Homer's Odyssey, the epic,
like new comedy, usually ends with a marriage or domestic reunion which
carries deeper implications than do ordinary reunions. New comedy's
undercivilized and overcivilized fools like Ithaca's wooers, are brought
to heel in 2 culminating marriage reunion or ceremony which promises a
better order. What comes before the final marriage in comedy is every-
where smaller but not entirely different in kind. Iabrax and Charmides
are less barbarous than Irus and Polyphemus; the Roman Comedy's courtesan
tries tamer wiles than does Circe; and Palaestra's pious journeys through
slavery, shipwreck, and disguised separation, to escape from lawlessness
and decadence, are certainly less athletic and grim than are Odysseus'
similar journeyings. Bit the differeh¢e is primarily a difference in "tone"
and "size of action," not necessarily in civic or philosophic conten®.

The epic is not usually "not funny" because it commonly treats what stands
between the hero and an ideal social order as heroic and grim. Even here,
we must qualify; Homer is sometimes uproarious_funny as are also on
occasion Boccaccio and Chaucer in their epics.l The QOdyssey and epics
imitating it end with a kind of heroic-comic gaiety. The feast which
concludes The Odyssey is at least as happy as that which concludes The
Rope though the stacked bodies of the suitors are still around. The
reconciliations to which it leads are as joyous as those which bring down
the curtain on Twelfth Night; and the peace which Athena declares when
Laertes, Telemachus and Cdysseus march together is certainly a more
profcund peace than that which reigns in Arms and the Man. If there is
less laughter at evil in the Odyssey than in the comedies, that is because
evil glares out in it in its grossest masks; if our sense of rejoicing

at the end of the Odyssey is a more heightened sense than that we feel
upon finishing a comedy, it may be because more has been overcome

when Odysseus purges his halls with sulphur and goes in to Penelope a
- godlike man.

{Note on the Structure of this Unit)

This unit is divided into three sections (see Procedures on following
page) :

1The Irus episode is certainly funny as are several other episodes.




A. "Conccpt Development" Section: Introduction to unit and
exploration of the nature of the epic.
B. Attention to the text: The study of The Odyssey.
C. An "Application-of-loncept" section: A study of mock-epic
works together with numerous discussion and composition
~activities.

In this packet, the teacher will find that suggestions are made con-
cerning the advisability of having several of the books of The Odyssey, or
rortions of these books, dramatized by members of the class. This

. activity is recommended, especially for the slower students. Such
dramatization will give the students a greater sense of participation

in, and consequently a greater appreciation of, the human problems
explored by the epic. Further, class dramatization should make the
students more conscious of the language of the epic and should, to a
certain extert, recreate the excitement which the epic once aroused

in its original, oral recitation by a bard.

Following the lists of questions and helps which appear in this packet,
various activities and assignment suggestions are presented for the
teacher's benefit. Theie are merely suggestions, and the teacher should
feel free to pass over any of the activities which would be impractical

in his own classroom situation. On the other hand, the activities
suggested should serve as models for similar ones of the teacher's own
design which would conform more adequately to the demands of the situatica.

The best preparation for the presentation of this unit is a thorough
familiarity with all its materials; the essays, questions, charts,
maps, discussion and compositi : problems, and supplementary items in
both the teacher and the studen. packets. Since the chart and map
activities are designed to increase the student's perception of the
continuity and the significance of the symbolic structure of the epic,
and since some of the chart and map activities must be begun with the
first reading assignment to be completely successful, the teacher must
make sure that the student understands the purpose of these activities.
As the reading of The Odyssey progresses, the teacher should check
frequently to see that the activities are being executed in a meaaningful
way.

To heighten the effectiveness of the map exercises, a reproduction of
the world of The Odyssey upon which Odysseus' journey is plotted appears
in this packet, while a similar map, which depicts the mainreal and
fabulous loci visited by Odysseus but which omits the chart of the
journey, is reproduced in the student packet. The teacher should place
a greatly enlarged version of the map in this packet in some prominent

lrhese works should allow students to discover the use of epic fermulae
as separated from epic content; this, in turn, will help them both to
see the formulae more clearly and to perceive their possible comic
uses.
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position within the classroom and then allow the students to chart
Odysseus' wanderings upon the map as eich stage of the journey is en-
countered in the reading. Iikewise, the students should chart the
journey on their own maps when they are instructed to do so in the
exercises within their own packet.

The version of the charts reproduced in this packet suggests the sorts
of entries which the students should make on the charts in tneir packets.
The entries in the rigﬁt-hand column of each chart will be the most
important and will require the closest assistance by the teacher.

Finally, the students are instructed in the reading guide questions

for Book I to list epithets and images which define Odysseus' ''ver-
satility" and to-formulate the epic conventions to be found in The Odyssey
in a second list These lists should be kept from the very first ia

the student's notebook under the headings suggested in the reading

guide questions.

All of the charts, lists, and maps will provide ample observations uron
which various compositions or oral reports can be based. Some assignments
of this nature are suggested in this packet, but many others could be
formulated by the teacher.

Objective for Students

1. To understand how to read a classical epic: how to go at the form.
A reading of the Odyssey should prepare the student to read other
Western epics, mock epics, and novels based on epic formulae.

2. To come to a clear conception of the ideals rep-esented by the
epic protagonist: to see how and to what extent his story becomes
a picture or image of ideal behavior.

3. To understand the relationship between epic myth and the hero, how
the mythological machinery in an epic agsists us in clarifying the
meaning of the human story.

L. To understand the peculiar uses of figurative language as this
appears in ceremonial, oral-formulaic roetry.

5, To understand the culture of ancient Mycenaean Greece as elements
of that culture are reflected in the QOdyssey.

Procedures

A. Concept development: background.
1. Introduce the unit and give students a preliminary view of
the epic.
2. Review 7th grade classical mythology unit, the 7th grade study
of oral-formulaic poetry (Making of Stories) and the eighth
unit on the Epic Hero.

B. Study of Core Book:
1. Post map of the Homeric world (cf. scale model, section VII,
below) .
2. Present student packet.
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3. Begin reading of the Qdysseyv using the questions and reading
helps included in Section VIII and drawing on the material in
Section IV below, when it beccmes relevant in a discussion.
The materials in Section IV should allow you to discuss fairly
coherently the epic form, the allegorical content of the
Odyssey, and the culture from which the poem arises.

L. As the reading progresses, assist students in the completion
of charts A., B., and C., and the creation of a meaningful
set of reading notes (cf. Section VI below).

5. Somewhere in the middle of your study, certainly after
Book VI of the Odyssey has been completed, discuss its various
translations; exercises involving these appear in Section
V below. These exercises should lead into a consistent
study of Homeric style.

6. From the class discussion, reading notes, and suggested
composition assiguments, develop a set of culminating
compositicn assignments appropriate to your group.

C. Application of the Concept: Study the epic style and plot as
i these appear in mock-epic materials (Section VI, below).

IV. Resource Materials

Therearc a number of good introductions which can be read as a background
for the study of the Odyssey. The following essay and auxiliary
materials may assist the teacher in leading class discussions and

in understanding both the Odyssey and the later epics which are
studied further along in the school sequence.

The first essay, concerning the epic form, is "completed" in the
twelfth grade unit concerning the Renaissance Christian epic where
the whole evolution of the epic is treated. The teacher would do

well to consult that unit so that he can better detect where his nose
is pointed.

Essay I: Form and Meaning in the Western Epic: Homer: -
The western epic from Homer to Milton commonly endeavors to define
a group's idea of greatness and to picture an epic hero whose
behavior makes apparent what a leader of men should he like. The
epic moves through a world which is orderly and controlled by a
divine scheme. The orderliness of divine control, the importance
of destiny's pattern, the inexorable nature of divine foreknowledge,
are not so apparent in the Odyssey as in later epics, but in the
Cdyssey, the Gods and their oracles seem to know "the end of the
story" and to push men now and then to make certain the story comes
out right; however, one finds little suggestion that divine fore-
knowledge is complete or that human freedom depends, as it does in
Milton, on such differences between God's time and man's time as
make foreknowledge only perception and not foreordination. However,
as in all later epics, the Homeric Gods both foreknow and assist in
the fabrication of the final great events in the poem's historical
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sequence. They intervene through oracles, miracles, the manipulation
of natural forces to bring down the curtain on the right action.
The Odyssey also establishes the pattern according to which the
divided Gods may intervene in an epic action, one group of Gods
endeavoring to prevent the hero from achieving his return to
"Ithaca," another group assisting him in the achievement of his
goal. The Homeric gods do provide for Odysseus, however shaky
their providence may appear when set beside that described in
Paradise lost and The Divine Comedy. The concern of the Odyssev
is the concern of almost ail classical or neo-classical epics -what
God provides for man, how man discovers what God has provided for
him, how man, thus endowed, acts out-what God has planned for him.

The Odyssey takes place at an important turning point in the putative
history of the ancient Greeks. The heroes have conquered Troy and
now they must come home and, in a sense, reconquer their homelands.
For Nestor's Pylos, this is no problem; the country is stable;
Peisistratus has kept the country in order, and Nestor rules a wise
and placid land. For Menelaus!' Sparta, the road to the establishment
of order is a somewhat more difficult matter. First, there is
Clytemnestra's and Aegisthus!' murder of Agamermon; then there is
Orestes! murder of Aegisthus; and finally, there is the return of
Menelaus, his establishment of a kind of luxurious order with Helen
and her drugged potions beside him. Helen is a reminder of the
capacity of women to betray, of her own infidelity and of Clytem-
nestra's. Ithaca's situation is even worse than Sparta's, for
Tthaca is utterly without rulers : Telemachus is not yet of age;
Penelope, as a woman, cannot assume real leadership (women nowhere
can in Homeric civilization); the Ithacans have not had an assembly
for over a generation; and the counsels of their government seem

to be completely bewildered and helpless before the forces of
lawlessness. The sanctuaries of the tribe, the family, and the clan,
have been invaded by men with no respect for law, for the human
person, or for the will of the gods. In some sense the crisis
through which Greece, particularly Ithaca, is passing is a more
serious crisis than treated in The Iliad. To do vengeance on a
foreign aggressor requires simply an act of violence. To restore
inner order and legal order to a lawless and barbarous land requires
the kind of civil discipline which is both inner and moral and outer
and politic. The return of Odysseus is properly described in Rees's
introduction as a return of a kind of civic saviour. Iater epics
deal with similarly important events in the history of a civilj-
‘gationn The Aeneid, with the founding of Rome; the Knight's Tale,
with the establishment of peace between Athens and Thebes (perhaps
figures for France and England); the Faerie Gueene (Book I), with
the reconciling of man with God; Paradise Lost,with the fall of man.

None deals with a more difficult human task than that placed upon
Odysseus.

Homer's QOdyssey sets a pattern for later epics in that its plot
structure is the plot structure followed by most significant later
epic writers. First comes the journey in which Odysseus discovers
his destiny. Here he moves through a series of fabulous loci,




Circe's island, Polyphemmus' cave, and so forth, and meets a series of
temptations, not always entirely successfully. The temptations which
Odysseus meets foreshadow the final battle which he must fight. Odysseus'
final battle is different from that whith concludes most later epics
and occupies the whole of the Iliad. It is not an organized confrontation
of army with army which one finds in the Iliad or the _Aepeid. or
Paradise lost: the usual three-stage battle. It is rather the effort
of a disciplined man to rid his country and his homeland of lawlessness
and to do this in such a disguise as will not allow the lawlesss to
perceive the coming of law till they are brought to justice. Odysseus
returns in the disguise of a beggar. He builds up slowly the bonds of
brotherhood, first with Eunaeus, the faithful swineherd, and then un-~
disguised with his son Telemachus, then with Eurycleia, and finally with
Penelope and laertes. Odysseus' final battle is not primarily a test
~of his might since, in wreaking retribution upon the suitors, he to
such a degree has the help of Athena that his battle is little more than
an expression of divine justice. The real battle which he fights is a
battle to restore to Ithaca and to his cwn household those human ties,
that sense of hierarchy, that respect for traditional custom which will
enable him to purge his household of whatever weakness, barbarism, or
lawlessness has possessed it. The washing of the house after the suitors
have been killed is corollary of another washing which has taken place.
The battle which concludes the Odyssey is a more domestic battle, in some

ways, a subtler, a more profound one than that which terminates Tne Iliad
or The Asneid.

Homer prepares us carefully for this final "historical" battle. Usually
later critics on the epic speak q§’;L,BQ-a mixed fiction, the central
events in the epic being regarded as hlstogx Odysseus' return and final
battle were riuoably regarded by Homer's audience and most ancient
audiences as historically true. That Odysseus fought at Troy and that

he sailed to a land called Ithaca, that there was a Pylos and perhaps a
Nestor, that there was a lacedaemon and a Menelaus, would probably also
have %een seen as historically trus by an ancient aduience. But the
history in an epic was usually regarded as examplary history, as a
picture of the kind of action toward which men's actions should be
directed. That Odysseus passed through all of the fabulous crises that
he passed through, thut the Gods (taken literally) helped Odysseus in the
way that they are described as helpirg him would probably not have been
literally believed by the ancients. (cf. Jean Pepin, Mythe gg.Allegorie)l
The fabulcus part of the epic, that part which would have been recognized
by an ancient audience as unhistorical, treating of things, events, people,
and gods marvelous in a way in which people in Homer's time and later
classical times had not known marvels, would have been regarded as in
some sense symbolic¢ or allegorical. This is particularly true of the
otherworld machinery and of the fabulous loci. The Odyssey's Athena

is a diety worthy of sincere worship, but she is also the pattern of

lHomer may have been taken fairly literally at the beginning; but he
certainly was not so taken from the sixth century B. C. until the fall

of Rome. Nor was he taken literally in the Renaissance.cf. Felix Buffiere,
Les Mythes a 'Homere et la Pensée Grecgve (Paris, 1956).




wisdom. DNot accidentally, she is the protectress of a wise and
crafty man. She is, in soue sense, the objective counterpart of
Odysseus'craftiness and intelligence. Again, Neptune is certainly

in part the sea (though he may be more than the sea). The fabulous
creatures that Odysseus meets are also, in some sense, allegories.
Circe, who changes men into swine, was regarded by later critics as
an allegory for such concupiscence as changes men into such pigs,
pigs of the suitor kind; Polyphemus is prettf clearly a kind of
magnified picture of the suitor's barbarism.-~ The two kinds of
fabulous creatures, the temptresses, on the one hand, and the
barbarians, on the cther, constitute a spectacular picture of the
battle which awaits Odysseus and of the purgation which he must
work when he returns.

Odysseus! voyage is a voyage in which he meets and, in varying
degrees, conquers with his civilized intelligence the types and
symbols of the barbarousness and sensuality which possess his own
land. His patron goddess Athena, the goddess of his kind of
intelligence, permits him to overcome such harbingers of Ithacan
barbarism as Polyphemos, and the Laestrygonians, and such masks

of Ithacan sensuality as the Lotus-Eaters, Circe, and the Sirens.
Between these two kinds of representations of failure to perform
civilized duty, the hero must move in measure like a dancer, avoid-
ing on the one hand, tired and satiate inaction, and on the. other
hand, such lawlessness as makes social living impossible. In the
house of Alcinous and Arete, among the Phacacians, he perceives,

in magnified form, the counterpart of the truly civilized society
which, for Telemachus, is represented in Pylos. To Ithaca, Odysseus
brings such a society by appearing in the disguise of the outcast.
He first restores the bonds of civilized relationships with his own
men and then, glorious in his might and with the help and wisdom
of Athena, he brings justice and order to his people, destroying
the forces which he has handled on his journey. In destroying the
suitors, Odysseus conquers once more Calypso and Polyphemus, Circe
and the Laestrygonians.

The Odyssey is the epic of the cleansing of the family, the home,

the clan, and, ultimately, the state. And if its subject is humble,
the virtues which it praises are hercic., Odysseus, in restoring

his home, does what the gods wish him to do. He does all that the
Greeks expected of heroic men. Because he does what the gods expected
and what Greek culture expected of him, it is appropriate that his
roem be written in a high, somber, and almost holy style, partially
the consequence of its oral-formulaic style. Ennis Rees describes

the ethical content of the Odyssey proverly:

From ancient times to the present, many readers have
appreciated (Homer's) poems ethically and allegorically.

{ Homer himself consciously allegorizes at times and is
without doubt aware of the ethical import of his action,
and possibly he would have not objected too strenuously
to the efforts of Renaissance readers to make this element
central in his work.

Icf. Buffiere, pp. 279 ff., 359 £f., 377 ff.
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In the early seventeenth century, George Chapman studied the story

of Odysseus, the gifted man who massacres the Cicones and is harassed
by the seagod Poseidon for blinding the only eye of his son the Cyclops;
Odysseus the patient man whom Athena, goddess of wisdom, helps, and

who goes from Lhe state of homeless alienation to one of peace and
security at home again. Charman read, and with the help of earlier
commentaries, concluded that,

"the information and fashioning of an absolute man and necessary -
(or fatal) passage through meny afflictions (according witl: the
most sacred Letter) to his natural haven and country, is the . Te
argument and scope ¢f this inimitable and miraculous poem.”

In other words, it could be read as an effective Christian allegory.
Nor is it very difficult to see how earlier readers found religious
meaning in the old poem. The situation of the family in Ithzca and
the return of their saviour Odysseus, as well as th= spiritual
progress of Odysseus himself, do very well in the realm of symbolic
representation to suggest “that religion" which, says Pascal,

"has always existed on earth, which consists in believing that man
has fallen from a state of glory and of communion with God into

a state of sorrow, penitence, and estrangement from God, but that

after this life we shall be restored by a Messiah who should have

come. All things have passed away, and this is endured for which

all things are."

So the Odyssey remained a vital book through centuries of Christian-
humanistic education and its poetry continued to convey not only
aesthetic delight but the nature and iignificance of decay and
regeneration, of sin, and redemption.

Rees goes on to say:

"In mere modern times the poem has provided spiritual nourishment of
a not dissimilar kind."

Charman and Professor Jaeger agree that whatever else it may be, the
Odyssey is essentially a religicus poem where, as in The Iliad, the
werld of men and the world of gods are inseparable. Denton Snider,
in one of the most stimulating commentaries we have on the Odyssey,
offers a reading of the poem which is very much in line with this
view and centuries of interpretation.

"The theme," he says, "deals with the wise man who through his
intelligence was able to take Troy, but who has now another and
greater problem - the returm out of the grand estrangement caused
by the Trojan expedition. Spiritual restoration is the key-note
of this Odyssey as it is that of all greats Books of Literature."

And recently Brunos Snell commenting on Homer has given us more in
much the same vein:

lThe Odyssey of Homer, tr. Ennis Rees (New York, 1960), pp. x-xi.



"The reflections which the myths are designed to assist
usually produce o greater sense of humility; the majority
of the paradigms teach men to realize their status as
men, the limitations upon their freedom, the conditional
nature of their existence. They encourage self-knowledge
in the spirit of the Delphic motto: !'Kiow theyself,!

and thus they extole measure, order, and moderation.” 1

If the Odyssey has its own peculair religious content and its own
pecutiar ethos, an ethos which can inform our understanding of

IR N the values of civilizations very distant from our own, it also has

"~ Tits.vwn _form, a form which was to inform the way in which poets

constructed-poems for over two thousand years following. The Odyssey
defines the fo?h&of_the epic plot: the council of the Gods, the
visit to the fabulous loq1, the history of times past, the plcture
of and the vision of the future; it defines the form of the epic
hero's career: his temptation by feminine forces, his communication
with the gods, his great games, and his great battles. Some epics
may make use of part of the Cdysseyian pattern; some may make use
of the entire pattern., But few epics are independent of Homer,
either his form or some portion of his set of values.

The following chart may indicate to the extent of which the Odyssey
is a seminal influence in western literature.

Chart I. Epic and Christian Epic. The Epic Form: Its Segments:

The teacher should refer to these segments consistently since the
playing of epic events off against their analogues will help him
interpret them and see the full resonance of each epicevent; some-
times the events play off against previous events in an ironic pattern.
For instance, Satan's journey from Hell in Paradise lost is an ironic
version of Odysseus' journey.

I. The souncil of the gods: The plan of events (destiny, providence).

1. Od"sse° Council of the Gods: Athenz wins her behest from
Jove, that Odysseus be allowed to return.

2. Aeneid: Council of the Gods: Venus wins her behest from
Jove; that Aeneas be permitted to find a place for the Trojans.

3. Knight's Tale: Venus wins her behest from Saturn; that
Palamon be permitted Emelye.

L. Paradise lost: Christ wains his behest from God the Father;
that Christ be permitted to redeem Mankind.

II. The hero visits a series of fabulous loci which present temptations
which obscure his sense of his destiny or revelations which
clarify it.

1. Odyssey: The Cicones, Lotus-Eaters, the giant Polyphemus,
Aeolus, the Laestrygonians, the Sirens, Scylla, Charybydis,
the oxen of the sun.

2. Aeneid: the speaking tree, the isle of Delos, the Strophades
and the Harpies, Charybidis, Polyphemums, the Giant.

3. Faerie Queene: the speaking tree, Duessa, the House of Pride,
Orgoglio and Despair, the House of Holiness, the Mountain
of Contemplation.

IThe Odyssey of Homer, tr. Ennis Rees (New York, 1960), p. xii.
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.. Paradise Lost: the gotes of Sin and Death, the journey
through Chaos, Chaos tnd lNight, the Paradise of Fools, the
Gate of the Sun, the Garden of Eden (upside-down journey,
Satan is not the hero).

The narrator gives a history of times pavt: The fall of the

old order and the subsequent struggle:

1. Odyssey: Odysseus tells of his journey at the feast of
Alcinous and Arete. -

2. Acneid: Aeneas tells of the fall of Troy and his journey
at Dido's feast.

3. TFaerie Queene: Contemplation tells Red Cross Knight of his
youth.

l,. Paradise Lost: Raphael at the feast given by Adam and Eve
tells.of the heavenly war and the fall of the Satanic “city".

A major character makes a descent into hell: The vision of

dzath and/or evil.

1. Odyssey: OCdysseus, directed by Circe, goes to Hell to learn
of Tiresias the way home to Ithaca.

2. Aeneid: Aeneas, directed by the 3ibyl, goes to Hell to
learn his destiny and Rome's.

3, Faerie Queene: Duessa goes to the underworld to heal Sans
Joy.

k.. Paradise lost: Satan is cast down and goes about on an

exploration of Hell (I-II)
The providence of the plot manifested most directly in a vision
of the future, generally in the descent passage.
1. Cdyssey: Tiresias reveals the future to Odysseus.
2. MAeneid: Aeneas guided by Anchises, from a hill in the
Elysian fields, sees the future.

3. Pacrie Queene: Red Cross Knight on the Mount of Contemplation

views his future destiny.

L. Paradise Jost: Michael, on the Hill of Eden, sees a vision
of mankind's future woe and redemption.

The captivity in the arms of a woman: +the hero kept from his

destiny.

1. Odyssey: Odysseus in the arms of Calypso; Calypso's Cave.

2. Aeneid: Aenecas in the arms of Didoj; Dido's cave.

3. Faeriec Queene: Red Cross Knight in the toils of Error by
her cave (original sin).

L. Paradise lost: Sin in the caves of Hell (a beautiful woman
grown monstrous): Adam and Eve in the woods after their sin.

The messenger of the Gods tells the hero to complete his destiny.

1. Qdyssey: Mercury tells Calypso to release Odysseus.

2. Aeneid: Mercury tells Aeneas to leave Dido and fulfill his
Roman destiny.

3. Knight's Tale: Mercury tells Arcita to return to Troy.

L. Paradise Iost: Rarhael tells Adam of the existence of evil
and its possible hold upon man (Books V-VIII)

The group celebrates the death of a hero with grand ceremonial

funeral and games.

1. Iliad: The death of Patroclus celebrated with funeral and
tremendous games.

B e
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2. Aeneid: The death of Palinurus celebrated with funerals. the

death of Anchises celebrated with tremendous games. T

3., Knight's Tale: The death of Arcita celebrated with.tremendous
ceremonial fundéral. :
L. Paradise lost: The devils entertain themselves during Satan's
, absence. (Book II). .
IX. The hero fights a great battle in three parts or movements: the
critical battle which the hero must win to fulfill his destiny:
1. The cause of the battle: « woman: domestic felicity:

A. Iliad: Menelaus and Paris fight for Helen.

B. Aenejd: Turnus and Aensas fight for lavinia.

C. Knight's Tale: Palamon and Arcita fight for Emelye.

D. Faerie Queene: Red Cross knight and dragon fight over Unats
patrimeny. :

E. Paradise lost: Christ and Satan fight, their fight in part
refought in Adam and Eve and their domestic struggle.

2. The first movement, of battle is usually an indecisive one:

A. Iliad: the first day is an indecisive day with the Greeks
slightly on top: the aristeia of Diomedes.

B. Aeneid: The Rutulians and Latins decide to attack Aeneas'
groups and Acneas sees himself isolated and in need of the
help of Evander and the Etruscans.

C. Knipht's Tale: The battle scenes in Theseus' tournament.

D. Faerie Queene: Red Cross Knight rather outdone by dragon
on the first day; bathes in well of life.

E. Paradise Iost: The first day is a fairly indecisive day with
the hosts of God slightly ahead; the aristeia of Michael.

3. Tge~secondﬁmovement of the battle sees the 'enemy' apparsntly
ahead.

A. Iliad: Hector leads the Trojans on to the Greek camps,
attempts to burn their ships, battles at the wall of their
camp and in their camp; aristeia of Turnus.

B. Aeneid: Turnus leads the latins on to the Trojan camps,
attempts to burn their ships, battles at the wall of their
camp-and in their camp; aresteia of Turnus.

C. Faerie Queene: Red Cross Knight driven back by death blows
to the tree of life. :

D. Paradise lost: Satan invents cannons and temporarily drives
back the host of heaven: the aristeia of Satan.

L. The third movement sees the entrance of the hero with his full
powers and his defeat of the enemy hero in personal duel:

A. Iliad: Achillecs puts on his new armor and declares his return
to battle to avenge Patroclis' death, meets Hector beneath
walls of Troy and destroys him; the aristeis of Achilles.

B. Aenejd: Aeneas returns from Evander with new armor, and
the death of Pallas (like the death of Patrociliis) stirs
Aeneas to battle and he eventually defeats Turnus before
the walls; the battle is over.

C. Faerie Queene: Red Cross Knight kills the dragon.

D. [Paradise Iost: "God, on the third day, sends Messiah his-
$on, for whom he had peserved the glory of that Victory. =
He, in the power of his Father, coming to the place and"
causing all his legions to stand still on either side, with
his -charjot-apd - thunder-driving into.the midst.of his
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enemies, pursues them, unable to resist, towards the wall
of Heqven; which opening, they leap down with horror into
the place of punishment."
X. The hero is reunited with his beloved or his family and doing so
brings history to a peaceful resolution:
1. Odyssey: Odysseus undoes the suitors and is reunited with
Penelope,
2, Aeneid: Aeneas defeats Turnus and the way is prépared for his
wedding to Lavinia: union of Trojans and latins.
3» Knight's Tale: After the death of Arcita, Palamon marries Emelye.
L Faerie Queene: After the death of the dragon, Red Cross Knight
is betrothed to Una: wunion of Mai and Truth.,
5. Paradise Lost: The predicted redemption of mankind: HMary as
second Eve is a "new Penelope",

The teacher should understa~d that the Odyssey is not simply a source of formal .
devices, but that later epic writers write their stories against the background
of the Odyssey so that the reader, playing off analogous events against one
another, will see something of the difference between the moral universe of
Homer and the moral universe of the writer who imitates him, The Odyssey has
its own peculiar thing to say and its own peculiar form, but it says what it

has to say so well that other writers are able to say what they have to say by
vsing analogous forms, This allows them to place their commentary on human life
beside Homer's and so enrich the reader!s understanding of both. It is important
that fairly early in the student!s study of literature he come to read the
Odyssey, for much of the western literature that he will encounter later on will
be literature which could not have existed had Homer not written,

B. The Cultural Context in Which The Odyssey and The Iliad appeared:
Introduction
by
Gilbert Highet
THE WORLD OF THE ILIAD AND THE ODYSSEY
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C. Bibliography

3

Lo

ii,

iii.

Myths: The teacher may find collections of mythology such as those

by Bulfinch, Padriac Colum, Edith Hamilton, Rex Warner » or Robert

Graves helpful. H. J. Rose's Handbook of Creek Mythology is a

standard work; some very useful material concerning the allegorical
contert of classical myth is contained in Jsar Pepin's Mythe et
allegorie and in various writing by Jercme Caicopino and F. S. Cumont.
Felix Buifiere has treated Homeric allegory brilliantly (cf. p. 8, supre)

Homer and The Greek World

Ennis Rees! bibliography in the intrecduction to his Modern Library
translation is most heipful. Particularly recommended are the works
by Basseit, Bowra, Carpenter, Ehnmark, Finley, Jaeger, Nilssen,
Otto, Snell, and Webster. The Nationsl Geographié¢ for 1951 has
useful material on everyday life in ancient times. Iarjorie and

C, H. B. Quennell have deelt with thz same subject.

Slow Readers

Slow readers may be helped by the rollowing references:

Fadimen, Clifton, The Yovages of Ulysses. iiew York: Random House,
1959. (very elementary retelling of stery)

111‘_1_13 Iliad of Homer. Trégaslated by Andrew Lang, Walter Leaf and Ernest Meyers.
Introduction by Gilbert Highet, pp. v - xiv. New York, The Modern Library, 1950.
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Lamb, Charles. The Adventures of Ulysses. London: Groombridge and
Sons, 1944.

Picard, Barbara leonie. Iliad Odvssey. Newton, Massachusetts: Chavles
T. Branford Co., 1959.

Unstead, R. J. Looking at Ancient History. New York: Macmillan Co.,
1960. (very elementary reference for generalizations about Greek life.)

Watson, Jane Warner (ed). The Iliad and the Odyssey. New York: Simon
and Schuster, 1956.

D. Audio Visual Aids:

Filmstrip "Ulysses the Odyssey" in color. Price $7.50 = $5.50 to NCIE
members. Stock number FS - 2. Address: NCTE, 704 South 6th Street,
Champaign, Illinois

Films from University of Nebraska film rental service:

nLife in Ancient Greece: Home and Education" 14 min b & w I-S $3.00.
(This film traces the activities of the typical wealthy family of
ancient Greece from morning through evening. It calls attention to
their method of prayer, to class status, to Greek language and writing
with reference to the Cdyssey, to responsibilities of the good citizen,
to the art of making pottery, and to the daily activities f the family.)

"Iife in Ancient greece: Role of the Citizen" 11 min. color I-S $3.00.
(This film traces the activities of the same family as above during a
journey to the farm and return stressing the teaching of the citizen's
responsibilities to their young son. Some of the duties include: the
building of a sound body; learning to serve on & council; developing an
understanding of farming; learning the ways and means of government, ;
learning about war and military service.)

V. Note o? the Comparison of Translations (See Part I-D, 2 of the Student
Packet

A comparison of translations might better start as a discussion and then
develop into a writing assignment. Have a different student read each

of the excerpts to be found in the student packet. Follow this reading
with a discussion of which excer t seems most accurately to reflect the
spirit and sense of Homer and why that particular excerpt does so. As

a subsequent writing ass