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Any definition of Chaucer'§ Qision (his viewfof human

affairs in the world) must account for .the fact that he

L4

writes in several genres. Several of The Canterbury Tales -

have quite properly been labeled "romances®; other have
been called@"sainpé legends"™; many are exémplés ofNcomic
"fabliaux"; Troilus and Cfisexde is a trﬁgedy: ."The Monk's
Tale;is a series of tragedies; "Sir Thopas" can be calléd
Satire:.'"Tﬁe Knightfs~Tale" uld be considered a kind of

eplc. and .several of Chaucer's poems‘are'lyrics. In spite"

of thls excraordinarily .large number of different genres,
two genrea, comedy and tragedy, form a useful polarity for\
.understanding Chaucer._ His vision includes both\ as some

of his works involve.primarily comic movements, some trate

f

tragic movements, and several have both types of movements
within the.samelwork. This paper is primarily intere§£ed
in this last category, and will attempt to Show that the
1A2erm1ng11ng of elements of both’ comedy and tragedy in
certain works is: indicative of and accomplished by Chaucer'a
establishing multiple pointa of view touq;ds his material.
The strategi-of the paper will be first to show that Chaucer
~is aware of comedy and tragedy as opposites,- and 1nterested‘
1n the possibilities of their 1nteraction., Next Chaucert's.
conceptions of the two genres will be discussed, and that -
will be followed by discussions of the works in uhich both

comic and tragic elements are.important. It will then be.
) ! [
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‘helps to define a oonsistant‘zision..

- . . t

. possible to see how the interaction of these gpposite genres

' , ) /

VAN
7 .

v That Chauczr.is aware ‘of* the poles of tragedy and comedy
\ ¥

seems evident in one of his earliest works, The Book of the

chega Thé sfories of Seys and Alcyone, and of the Black
Knight and Lady White, both concer? the extremes of woe and
bliss. In both relationships the bliss of. requlted love is
followed by woe when one of the lovers dies. Yet although
both of thﬁ%e love stories focus on the charactersr woe,.the
poem is not without joy. The moral of the tale of Alcyone's

: J .
‘suffering, "To/lytel while oure blysse lasteth!™ (211) } is

—
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r
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“congoling to all who have lost alloyer‘(specifically to John

of Gaunt) because it implies that such a loss is common, and
 because it suggests that while Seys was alive, both 1overs .
were in bliss. at the moment of requited love. Slmilarly, .
the elaborated description d} how the Black-Knight won his
lady, in spite- its sombre tone. traces a movement from "wo

to wele™ (as Chaucer terms a similar movement in Troilus and
Criseyde); and as in’ Troilus and Crlseyde,;the 1;;;:;\€§Tiy\\

refusals are,gredﬁally overcome, and eventually she grants
h . 7 .

"mercy."

, -
4‘ &

The narrator, too, seems to expérience both .joy and woe.

At the beginning of the poem he 13 unable to sleep and has

t




"gsuffred this eight yeer,/ And'yet his boote is never
the ner" (37- 38) ‘HiS'suffering seems to be that of & lover
who has not yet won his 1ady, as his Yphisicien" seems to

be the commonﬁiace_metaphop for a lady: "For there is phi-

sicien but oon/ That may me hele" (39-&0Y.;2homever, he .

1

v’ .
seems unwilling to accept the. wQe of others. Though he nar-

rates the story of Seys and Alcyone he mlsses the clear

moral of the tale, and 1nstead Joklhgly complles a list of
~gifts he would offer Morpheus as payment for g1v1ng him .
\

sleep, His responses to the Black Knlght's SOorrow also seem
llght-hearted though sympathetic as he attempts to cheer
the Black Knight. And the end of the poem is a joyful con-
tra"* tP its aoeftl begxnnlng

Thoughte I, "Thys ys so queynt a sweven

That I wol, by, processe of tyme, .

Fonde to put‘this sweven in . ryme i

As I kan best, .and that anocon."

This was my sweven; now hit ys doon. (1330-1334)

Had Chaucer chosen to write exclusively about either

the joy or the woe of the lovers, he would have written pure
comedy or pure tragedy, and used a more; consistant narrator

to sustain a more even tone. But instead, he wishes to use

both genres for ‘other purposes.” The Book qgfthe Duchess

" will be more ful%g discussed later, but it is sufficient for

the immediate purposes of the psper to demonstrate that from

the beginning of his‘wtiting career Chaucer recognizes that
. ‘ w: ' \

comedy and tragedy are.opposite possibilities, and that he

&
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The antithesis of ‘comedy and tragedy is éxplicitly

discussed near the ‘end of Tmllus and Crls_yde. The poem
is clearly a tragedy, since a s:.ngle joy in Book III is™
aurrounded by a "double sprwe," but wh:xle he calls it a-

tragedy, he also wishes to write a cou,nterbalanclng comedy *

S, Go, litel‘ bok, go, litel myn tragedye, .
- ' ' Ther God'thi makere yet, er that he dye,
So sende myght to make in som comedye'

'Frequ‘ently, he combines the two genres, agreeing with Pan-

darua' suggestion "of two contraries. is o lore" (1,645).

In order to be ‘more precise about Chaucer's vision it is

»

(v 1786 1788)

-«

. hecessary to more fully define lus conceptions of comedy and ,

tragedy. .Others have done considerable work in this area.-
,." ' ) and their efforts w:lll be of did in clarifying the views

taken in this paper. Although Chauqer cannot be equated with

t [¢]
\

. shows that both are paft of life. o h )
?
|
|
|
l N
l his Monk, "Thé Monk's Tale" is one of the simplest

examples
of Chaucerian tragedy. The Lhnk starkly outline(&'seventeen

\

troga:lc victim and-.thg irrational nature of Fortune. The

l_. oo tragedies and repeatedly emphasizes the high position of the
|
|
| , ﬁ.ckleneaa of Fortune is clearly the basis of his view of -

| tx_'agedy. “As Willard Farnham says: ° ‘f ' '

| : Mostof the Monk’s efforts are open-and-shut tra-

| ‘ : gedies showing how Fortune at her pleasure over-.
throws. the .innocent and the wicked alike. It is
true that Adam fell through misconduct, Samson.
erred fatglly in telling his secret to a woman,’

j and others, especially Antiochus, fell both through
/ the operations of Fortune and through pride, the:
ain to which fortunate people are most prone and

‘
o
Ty
. .



.o which God, to show man's weakness..particularly
allows Fortung to chasten. But Hercules, Zemo- ¥
. T bia, Pedro of Spain, Pedro of.Cyprus, Bernabo of <
. Lombardy, Ugolino of Pisa, Alexander,the Great,
: and Julius Caésar were entirely free.from tragic
. 8in or fault- and fell through no cause but For-
S, tune's aversion of her face. Nero, even while
< i - he was most wicked, had -Fortune's favor for a .
while and fell merely because. she changed, though
she did offer his vicious chgracter as an excuse
for her turnlng agalnst him. ' .

' In the cases of Adam, Samson, Antiochus, and Nero, the Monk

-~ ," cleanly has an opportunity to 'expand his theory of- Fortune's )
) eimple arbitrariness, but as Fafhham claims: "One has. tAe - ' .
ot feeling that he is never‘gettlng far away from_ his teaching . - 3{
that misfortunes have no rational causea and are to be ex- L
“pected simply because the world ig a vale of tears.n3 But -
»
- by insistlng that tragedy is merely a result qof inconstantﬂ/
. Fortune, the Monk hopes tewteach the lesson which implicitly
. lies behind this De Casibus conception of the genre: .
o ' ' THe active man is reaponaible for any disaster
. \ that comes to him, but only because he chooses- co
. : o - in the first place to enter the world of endeavor. o
- - , ‘Thereafter, his voluntary actions would aeeﬁ
- have ltttle bearing upon his mortal fate. e has _
' -, -subjected 'himself to Fortune and she abases. him , |
: . " at her pleasure-or she does not abase him;, if the - 7 )
whim suits her. The only sure course is to give- .
] , up, and to hold in scorn, the world of ambition." .
| oo And by emphasizing the, greatness, or at least high 5tature,, i
o of‘all of his tragic victims, the Monk makes more emphatic o
1 —“' hia point that worldly power and position is no safegunrd
R against Fortune. ' " ' N : ‘ g
i " L .
| .. ‘ . ) . J s “ i;d
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Oy~
‘But the I-onk'; conception of tragedy is not necessar‘i‘ly

Chaﬁpnr's: tncueer us«s the I-Ibnk's geries of tragedies to ~
"esdeblisl: the Nlonk's chsracter and way of viewing 1life., The
Monk 1$ int-v sted.in ihe .abst;ract principle of Fortune, but
he is n/e:v«'r “mle to relate i’t specifically.to any 'morality:
oncs one ¢' % rs the ".orld of amhition, ™ morality does‘not )
neccgsaril- letermine 2 man's fate, for .moral and immoral
men are enually subject to Fortune. ’f‘hough his t:ragedi'es

" maintain tiac oz‘le should shun evcrything wdrldly, he loves

the worldly rleasures of hunting and eating, and instead \

seems to shun the strictness of his order, as the imagery
of "The Genecral Prologue" suggests:
, ’
And whan he rood, men myghte his'/br'ydel heere
Gyu_len in a whistlynge wynd als cleere ,
hnd cek as loude as dooth the chagel belle.
1,169-171)

rl

Similarly, he.is unable o see the clear moral lesson of ' |

the fall of Lucifer. Lucifer does not fit his theory that ' j
. < . A v i

Fortune is the cause of tragic falls, because being an ang‘él.
“he is not éubjegt to Fortune. That his fall prefigures the
failé Of{» men because, like t;heixrs_, it is chsed by sin, seems
~to eséapé the Monk: -

At Lucifer, though he an angel were, - v .
And nat a man, at hym wol I bigynne. .
For though Fortune may noon angel denre,
From heigh degree yet fel he for his Synne
- Doun into helle; where he yet is inne.
0 Lucifer, brightest of angels alle,
Now artow Sathanas, that mayst nat twynne -
Out of miserie, in which that thou art falle. ‘
(VII,1999-2006)



Because of thé DMonk*s hypogrisy and because his tragedies

‘ have no moyal leszon for those .w‘kho.chbse not to " scorn the
world of Jambition; n e is tiresome to the pilgl)_;i.ms and ;.s |
interrupted by the ’ilaigllf. e e
. * R,E. Iiaéke, ih "The Knight's Iﬁterruptior; of "'L;he'

Moxik'g Ta’le,.’" arpies that through the Knight, Cha,ycer in--
dfcates he does net accept thqe Monk's version of tlie worke
iqgs of Fortue. ° «According to Kagkel. Chgucelr attempts to
represent Boethius" h"ilosophy of Fortune, and therefore
lhas “the" Knlght protest theDMonk's simple-mlnded,view. Though
it s¥ems doubtf(gl that Chaucer is dnberested in a point by

. point demonstratlon of parts of Thg Consolation of Philosophy

(rather he u§es exe rpus from ‘Boetﬂlus to show a, character's
state of mind), ‘it is clear I{hat through the Knight ‘Chaucer
notes limlta?lons in the Monk's view. ” ) ‘

A more reliableudefinlt.lon of Chaucerian tragedy is his
gloss to the translatlon -of Boethius: "t,ragedye is to seyn:

a dite of a prosperite for a tyme, .that endeth in wrecchid-
nesse” (BkII, pr.2). Even according to this simple defini-
tion- the Monk's tragedies are inadequat.e.,for they Lconsider
only the fall of the tragic victim, and not. his "prosperite
for a tyme." The pmsperity of the Monk's victims is implied,

but _is not 'really_ a part of any of the seventeen stories..

However, the conception of Era;edy_ in Tm’;‘lua and Criseyde

-~
LAY
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' is also far more complex than the simple definitign in the

v

‘Boetlius’ gloss. A fundamental critical question about the

. concepﬁion of tragedy in Troilus is how and to wbat'degree'
Troilus is,res@onéible for his own downfall. There is lit-
tle critical agreement' on.this question,’ as cach c¢ritic |
seems .to have his own view. Walﬁer\Clyde Curry maintéins
that Tr01lus' traglc fault "lies in .the fact that his pas-
sionq leaye hlm‘unable to ex?(c1se hls free-w1;l in trans-
cending the dé%tinal detrees promulgated by Nature and~th$
stars,"6.,Howard R. Patch sees a.double f@ult in T}oilus:

Troilus.was guilty of sinnlhg against the Court of

Love, and was punished by Criseyde's infidelity;

from the Christfhn point of view, he was gul%ty of
‘'yielding to blind pleasure, and hp suffered.

- ‘ 3 .

And D. w Robertson is emphatlc about limiting Troilus' fail-

ure ‘to a Chrlstian failure: o .

L3
g

cted by "good" fortune to the point that he has
freedom left with which to avoid the ensuing
adversities. He reaches a point:d%v which there is
"no remedie.” His doom thus becomes a matter of
. destiny, or providencg ,, since he‘%oses the power
to transcend Fortune. ', ‘ '

gégyhe close of Book 1II, he (Tr01lus) has been dis-

D'Ali three critics agree that Troilus loses sight of givinity,

and the;efore forfeits. His free-will, which would have other-
wise been capable of transcending Fortune. qTroilus' fault
is that he trusted in the worldly, rather than in God.l

r\ . But Chaucer does not harshly condemn Troilus for making
his-mistake. His love for Criseyde is a tragic mistake ° only

bacaﬁséihe choses an 1mﬁerfect good over a perfect one. In -
M L c Cy -~ 3

T
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"~ his song at the end of Bobdk ‘111 Troilus certainly sees his
love as a reflection of God!'s love:. . ' ) . .

"So wolde God that auctour is of kynde
.That with h13>bond Love of his vertu liste |
Ta cerclen hertes a)l, and faste bynde, .
,That from his bond no wight the wey out wiste: ’ |
*And hertes colde, hem wolde I that he twiste -
R To make hem. love, and that hem liste ay rewe
2’ . On‘hertes sore, and epe, hem €hat ben trewel" ‘
| (I11,1765-1771) ,.

And rat};er than :zxoraiisti.caliy contradicting Tro“us' view,

‘the narrator reinfolces it. After Treilus! iron:lc scoffing

1

* at love is reversed b‘ his falling in love with Cryéeyde,

the narrator applauds Troilus and warps those who laugh at . '

-
- - -

him: ' [ -
.
. Forthy enBaimple taketh, of this man, Y
. Ye wise, proude, and worthi folkes alle, .. :
- To scornen' Love,which .that so soone kan ‘e

N The fredom of youre hertes to hym thralle; 3

. For evere itgwas, and evere it shal byfalle,
. That Love is that alle thing may bynde h
For may no .man fordon the lawe of kynde. lI-,232-238)

. And .the narrator, too, sees love as the image'o.f"God in his"‘: -

prologue to Book III; " N - o
¢ God leveth Qd to love wol nought werme: ,» T
. And in this world no lyves creature ' .
' Withouten love is worth, or may endure. (III,12-14) <’

Although this kind of earthly love is the "feynede" love re-
Jjected at the end of the poem, it is not unaceptabla hecause
it ig bad 15); itself, :but bAse it is not the perfect. version 3
of love, the love of Christ. Earthly love :Dls linked to other k v
sorts -of natural :.nd cosmic harmonies (even sexual lllove fol- 1
lows the Law of Kinc'i) and ;hérefore cannot be too simply - |

£ o o »
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. 3 j ’ . . . T ey
. -t N ® ~ R - . : "

L

A ' - T P R . -, A _w/ M
S N v e ae v T AP .t O SO S TV S S \'wu 'i‘“ Ar’?&‘ﬁ_ Mk&%&ﬁi‘}e %ﬁ&h mﬁk“



“»

N . .
LY "

I

-condemned|. Fxnal}' both Troilus and the ngrrapgr move

v

from impericct, ”f'yvudp," earthly love to theilove of
God: Troilus gels (. the ripghth sphere, and Chaucer brings

fis readers to the 1°inity, Christ, and‘Mary. i ,

Even thonugh +...- bwfo's tragic fault is explicit in

-

Troilus and Criso‘Jr, it is not unllkc the implicit faults

of the victims of L ¢ monk's De Caszbus tragedies. With'

the exception of Lu'far, each offthe Monk's victims also
f.

fell becaus~ he tiisi.d in the worldly, and did not shun
earthly plcasure in favor of contemplative freedom.
But thce genre of tragedy is significantly developed,
though not redofinda, 1n Troilus. The’hero's fault is made
e \ L} v (
an importu“u rary of Lhc stery, and the meral of his £all
is explicit. It is impossible to miss the Christian moral
of Troilus (as the Fonk misses the morals of the falls he

describes), whereas the implicit morality of The Monk's Tale

is more obscure. The most significant development, however,
: { : ' ‘

is that the tragedy is made dramatic; it has characters,

action, and dramatic movémend (from woe to well and back to

3

woe) and it involves the responses of an audience. Sympathy
for T ilys is evoke% throughout thn he suffers he is
meant to be pitied; when his love is requited his hbhppiness
is felt by the audience. The poem also suggests that there
can be’private tragedies as well as public ones.? Tr01lﬂs'

love for Criseyde is known only by the lovers and Pandarus,

L
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but is neverthéless tragic, and illust>esive of an impor- )
taet moral. Because the immed&ate empﬁasi&.éf the tragedy
jls upon morality, any man can be tragic and the hero's

fall need not be of great politlcal significance; instead

"a political.situation precipitates the disaster; effect

is made cause. .

In Tr01lus and Crlseyde Chaucer is also concerned with

‘the various p0531b111t1es of style. His is not always,J(
high style, as traditlonel ‘rules would: dictate. There are'q
many moments of lightness, and even¥coﬁedy. in the poem, '
but these de not destroy its over-all seriousness. A con-
trast in the hEhavioural and verbal styles ef‘the characters

allows Chaucer to take several views of his subject simul-

~ taneously, but that does not mean seriousness is lost. Pan-

darus? 1ntentional llght—heartedness in Book II,' for ex-
ample, serves to emphasize the d;pth of Troilus' woe. Var-
iations of style are part of. the dramatic quality of the
'poem, and Chaucer modifies the rule of tragic elevated style
for his own serious purposes, o
The rule of style is also modified in some Chaucerian

comedy. ' Just as in Troilus and Criseyde Chaucer can expgﬁd +

‘the definition of tragedy from the globs‘of Boethius, he
‘can  also elaborate Medieval conceptions of comedy. For
Chaucer comedy need not concern only lowly, crude charactera

and need not be told in an exclusively low or mean style.

/S~




. But vefore Chaucrr's ;odifications of Medieval comedy . |
are considercd, a basic definition of the genre should be
estabiished Since Chaucer considérs comedy tgé éppdsite ; b

" of tragedy (as the prev1qusly quoted llnns irom Troilus
suggest ) ' (V,1786-8) it seens logical to dnflne comedy in
tgrms of tragedy. As tragedy traces a movement from Qp;os-
perite""to "wrecchidness, " qqmédy traces the‘opposite move-—

»gnept'from "wrecchidness" to "prosperite," or from "wo to,

&\ wele." Dante's definition of comedy is very similar to oo
this one ih its simplicity and its content: "comedy b(glns
‘Qith sundry adverse conditiohs but ends happlly nl0 The’
litkpgl megning of comedy, "rustic song, " suggests “ddl—
tional attributes of the genre.ll Comedy was generally under-
stood to involve crude or rusgic’characters, and to maintain*
a predominantly light tone. The style considered appropriate
t&vqoﬁedy wasfa low, or possibly meah, style. Dante goes so
far as to claim that the style fittlng for womedy is "un-
studied and 1owly nl2 ’

There are additional ways in which Chaucerian comedy '

3

i8 -an inversion of tragedy. "As it is nos absolutely neces-

sary, but certainly more effective,»to create sympathy for
the tragic hero, it is not manditory, but is more effective,
to distance comic characters from the audience. This is

certainly apparent _in the fabliaux' there can be no ser— '

ious sympathy for Nicholas, Absolon, or John the carpenter

D




in "The Miller's Tale.® The Miiler,treats none of his,
charéctp;ggéeriously 6r sympathctically' John tho carpen-
ter is “sely " a "rlch gnof " exce331ve]y Jealous and
foollsh in bcllev1ng Nlcholas'.dqtrology' both Nicholas
and Absolon..are more interested in sex than in piousnggs
or learning' and. Alison is immature and unsure of herself
(though she seems to fare bettér than the others). The
three male cgaracters bacome surprised victims of "japes,"
but the audlence has superior anWledge and sees in advance
how the foolishness of each character leads to his deserved
vvicﬁimization. Because of the initial lack of sympathy for
the characters, the superlorlty of the audlence and the

lack of serious damage from the "Japes," the characters are

not pitied and the tone remains light throughout the tale.

Though "The Clerk's Tale" violates many of these "rules," a

it, too, can be considered comlc. -In the prologue the Hogt

asks the Clerk to tell an gdventurous‘thle, and to Yedve his

high styleriggﬁigportant subject for some other time.

Telle us som murie thyng of aventures. :

Youre ‘termes, youre colours, and youre figures,

Keepe hem in stoor til so be that ye endite

Heigh style, as whan that men to kynges write,

Speketh so preye at this time, we yow preve,

That we may understonde what ye seyd. (IV,15-20)
LY

The Host implies that certain subject matter dictates a ‘cer-
tain style, but the Clerk manages to tecll a serious tale in

. ~N
an understandable, mean style. But in spite of its serious-

ness, the tale does have the lightness which the Host demands.

-

A



] o

o T e ©

€ - - )

It fits the 'structural cemi¢ formula in describing "wrec-
chidness" for a time, and ending in "prosperite.™ The

initial lowly-status of Griselde is aiso appropriate for

-

Medieval comedy.
However, the structure of co@edy, and the emotional
release inherent,in the comic solution, are accomplished
wit;out distancing the heroine from;bhe aqdience and with-
out the tale being mora}ly insignificant. Griselde is ex-~
tremely sympathetic, énd pitied tﬁroughout the tale. Even
L though it becomes clear that her children are alive, and
, that her situation is able to be ;;medled, the audience
pities hgr immediate suffering,;and feels some angér toward
] Walter for céusing such unnecessary suffering. Bec§u§é
#  Griselde iéhsiméﬁphetic the emotional release of the.end-
ding'is evehagreater than that in more traditionally comic .

¢ tales like the fabliaux.-

Rather than destroylng the possibility for ser'ousness
the movement from “wrecchldness" to “prOSperlbe“ in ["The
Clerk's Tale,". increases the power of the double moral.

" That a hugbqnd could be.the cause‘of such "wrecchidness"

for, his'wife coniinces wives to demand fair treatm nt from

| a
L4 ‘ -

husbands, and patiEnce seems to be a more attractive virtue

6. _ ‘because "prosperxte" is made part of the tale.
j )

The Knight, too, would seem to be intereste

{ - .edy that can have a serious moral. His interruption of

< Va
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« the Monk clearly shows his prefgrencg for comedy over tra-

gédyk

i

' k I seye for me, it is a greet ‘disese,
: Whereas men han been in greet ®eélthe and ese,
To heeren of hire. sodeyn. fal, allas!
> And the contrarie is joye and greet solas,
As whan a man hath been in povre estaat,
And clymbeth up and wexeth fortunat, .
And there abideth in prosperitee.
Swich thyng is gladsom, as it thynketh me,
And/ of swich thyng were goodly for to telle.
, (VII,2771-2779)

But ""The Knight's Tale” had shown that he could.be quite
* serious. Though this see;s to be\; contiadiction in_the
Khight's charactér; his interruption makes good sense when
) "his actual objections to the Monk are considered. Aé Kaéke
suégests,.the Knight is really objecting to the Monk's pre-
gentation of Fortune.13 He sees the olher side of Fortﬂhe;
it can increase woridly prosperity, as well as ruin it. The
Monkts tragedles present only one aspect of Fortune. in
turn, the, Knlght demands to hear of the other side through
comedy. In doing this the Knight implies that comedy can ‘,‘

present a view of Fortune which is as equally valid, geriéus,

philosoph{cal, and Hrofound, as the view presented by tragedy.

The Knight's interruption has another serious function,
as it shows Chaucer's reluctance to present tragedy without

~also presenting comedy. - 'As is characteristic in his wotk,

one must'balange the other. F}equently the two are played

P oégainsﬁ each other to create ambiguities and complexities

¥




which are not inherent in either.

"In "The Knight\s Tale" elements of both tragedy and o
Eomedy havg been di;?overed and éiécussed by critics, most
. Of whom maintain that the tale is serious, but not really
tragic. The tale con%érns noble,‘diénified characters,
and until Part Three it appears that neither Palamon or
Arcite will win Emelyeil Finally, after long suffering,
.\ Arcite wins the tournament, but suddenly falls from joy
to woe, and subsequently dies as a result of serving the
wrong gad(d And the tale does have a very serious moral.
But because of Palamon's success it clearly cannot be con-

sidered pure tragédy. . o n .

[
A few of thc critics have rccogniacd the comedy of tue

tale a8 well. Prestonl¥ and Nqusels think that the work has

been taken far too seriodsly and H.S. Wilson views it as,

\

primarily a comedy’

f"?

e

. « it is not a competltion of rival merits that
\is being presented to us, but an exemplum of the
*power of love which Gverrules all fellowship, even
that of the truest of knights and devoted friends.16

* *  (Shakespeare, too, saw many elements of comedy in the tale,

as it is a\basis for A Midsummer MNight's Dream). Alihough

" these three critics seem to ignore the serious aspects'of
‘the tale, they are right in‘noticing‘many of its comic quali-
| Q ties. Here, as elsewhere, Chaucer's basic_ﬁechnique for com-

edy is the juxtapositioning of one point of view agéidét
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. another . Palamon and Arcite are seen notonly from their “her

»

' own point of view, but are obviLusly under the.merciful,'
benevolent control‘Of Theseus the pagan gods, )and the
~F1rst Mover, all "of whom try to help the lovers.. When
this benevolent control is seen the lovers' dilemma is
not really terrifying. The audience isosympathetlc to
them, but vieys théir suffering from a distanceiand is
not distressed by-it.l.But the tale is narratgd in such
a way as to balance the seriousness and the hﬁmour with
"whiéh tﬁe lovers’are viewed;. both tragic and comic elements -
' remain important. ' ' ) A
" The Knightfs style clearly shows th%s balance; he does °
not treat his material as pure comedy or pure ?ragedy.‘There
are many examples where his style change;\fr9m ®high style"™
to "mean'style." His- early metaphor for his act of sﬁory- /
telling, "I have, God woot, a)large feeld to ere,/ And wayke
been the oxen in my plough® (I 886 887) certainly lightens
the high style he has sustained . to that ‘point, and it in- ’
dicates that the tale will not be as grave~as the’ f%rst . |
lines about Theseus mi%ht suggest. . After haying established
‘the suffering of Palamon and Arcite, he again lessens tﬁe

seriousness. of his tone: . . Y,

A

Who koude ryme in Englyssh proprely .
His martirdom? for sooth it am nat I: oo
Therefore I passe as lightly as I may. (I,1459-1461)

The Knight's tone is also light when he shows that the actions
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of Palamon and‘Arcipé\agg\f normal part of noble, courtly

life:17

But for the most. part| the Knight treats

[

[

For every wight that lovede chivalrye,
And woide, his thankes, han a passant name,
Hath preyed that he myghte been of that game:

To:fighte.fbr a lady, benedicitee!

quite seriously: hé emphasizes that nobility of Theseus,

Ypolita, -and Emelye, and recognizes the dignified posi-

tions of the "two yonge knyghtes, " Palamon and Arcite. He

coﬁtinually evokes sympathy for the two lovers by accura-

something else:

" But in prison he moot dwelle alway;

, .
tely describing their sufferings in his high and serious

J
style. However, he fails to take full advantage of all

[

-~

Yow loveres axe I now this quesﬁioqn:
Who hath the worse, Arcite or Palamoun?
That oon may seen his lady day by day,.

That oother wher hym list may ride or go,
But seen his lady ishall he nevere mo.
Now demeth as yow liste, ye that kan,

For I wol telle forth as I bigan. (I,1347-1354)

Al - \
What sholde I al day of his wo endite? (I,1380)

‘His spirit chaunged hous and wente ther,

As I cam nevere, 1 kan nat tellen wher.

_ Therefore I stynte, I am no divinistre;

Of soules fynde I nat in this registre,
Ne me ne list thilke opinions to telle

Of hed, though that they writen wher they dwelle.,

~ It were a lusty sighte for to see. (I,2106-2116)

his characters

of the pathos of'phéir situation; ‘he refuses’to make their
paih truly tragié. Once he establishes the point that they

are in a state of woe, he cuts himself short, and discusses

*

-




. ) Arcite is coold ther Mars his soule gye! )
_ Now wol I- speken forth of Emelye. (I, 2QP9-2816)

B However, these gxamples are penfectly consistant with the
Knightts comments in;@is Anterruption” of the Monk. He
; maintains a predominantly serious tone, but he does not want

his tale to become "hevynesse" and "a greet diSease*" Pot~
. f ent1al tragedy is not fully developed. ’
';‘ Perhaps an even mdre signiflcant function of the
.Knlght's narration is qO inmply that the actions of Palamonn
and- Arc¢ite should be ¢ nsidered from other points of v{ew.

. Although Palamon. and Arcite repeatedly refer to the con-
trol over them exerted, by’p—*aﬁ_“ﬁds“—Cﬁ§IHT”§nd astral

destlny,_the Knlghnjs comments are the firat fully convin-
cing 1nd1catibns of the.truth of the lovers? claims. The
Knight holds Cupld 1mmediately responsible for=causing
Palamon's and Arcite's suffering: .

" 0 Cupid, out of alle charitee!
. . 0 regne, that wolt no felawe have with thee!
L sooth is seyd that love ne lordshipe
. * Wo’ noght, his thankes, have ho felaweshipe.
1,1623-1626)

Events in the tale are given a sense of inevitability when
the Knight says: "Where it by aventure or destynee-/ As, \

whan a thyng is shapen, it shal be-" (I,1465-1466). And
@ ] I
destiny is behind Theseus! unlikely interruption of the

.. .battle between the two young Knightsi




. of control-over. Palamon and Arcite, is clear from the

‘less. But; from the very beginning of the tale, it is ap-

parent that Th_eseus' control will be benevolent and merci-

situation about which, they complaln by t;aking revenge on

'followa tliis model. From: ahe outset there is t.he sense

The destinee, ministre gcneral, . . . .
That executeth in the world over al Y :
’ * The purvolaunce that God hath scyn hlforn
So strong it is.that, though the world had sworn
. The contrarie-of a thynz by ye or nay,
- . Yet somtyme it*ﬁhal falten on a day
That falleth ndt—elt,withihne a thousand yeer.®
For certeinly, oure appztites hecr, N
Be it of werre, or pees, or hate, or love, ..
Al is this reuled by the sighte above. ’ Coa
. Thls mene I now by myg®ty Thescus... '
- (I 1663-1672)

>

\That. Theseus ,is in a position !o exert some degree '

plot of the tale. It is he who determines to imprison - o

the cousins; it.is he who frees Arcite; it is he who
halts their fight,.and arrange€s for the tournement; and

it is he .who declares that the. toumament shall be blood- ‘ .

ful. . Even befb;'e Palamon and Arcite are 1nt.roduced,' both

the power and meréj' of Theseus are demonstrated. He shows .

pity to the weeping women of Thebes, and reccifies the

LR e

=

the tyrannical spiteful Creon. In this first glimpse of
his character, his power as a conqueror is tem{)ered with
pity and mercy, -and this episode becomes a model for h‘:i.s
actions thmughout the tale. The conversion of 'anger tc;
maenent when he finds ¢t e young knights fighting clearly

-

Y
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"Mercury's appearance in Arcite's dream the reader has no

“to satlsfy both gods. ,Saturn's long elaboration of -his .. K ,'ﬁ

3haa-requested ‘guarantees a satisfactory aolution to the.

that Palamon anq Arcltt; being under Theseus? control, |

will be treated Tbirly nd mercifully.

)

. But Palamon and *Arcite are also under thenjyntrol

of the pagan gods, who are not so obviously berfeyolent.

ts

The lovers! comments about the harshness of the gods-are

certalnly Justlf;ed from their point of view, and until

reasof to doubt their view. But Mercury's advice: "To.

Atthenes shaltou wende,/ Ther is thee shapen of thy wo

an ende." seems intended to help Arcite, and to suggest

" that the c‘l.iv‘inities will provide a solution to the dilee

4
emma. Once Diana informs Emelye that she "shalt be wedde

unto onn of tho/ That ha n for thée so miichel care and wo"
thére can be 1ittlé'deubt that'a happy ending fot at ‘ o

least one of them is eminent. But the comic dispute bet-

ween Mars and Venus temporarily puts the matter in doubt
again. .however, Mars and Venus need not be taken seri-.
ously because Saturn is present to settle the matter and
cruelties convinces the reader-his pnwer is greater than -
that of either Mars or Venué,' and that his:de'cieion will : G
be made manifest. Despite Saturn's usually malevolent t .

nature, his assurance that each will be granted what he: ‘1"

1
‘e . - \'\



'qf Thedeus are the manlfestationgkof Destiny, who is guid-

A3

“to-the disputns ‘of Mars and Venus and of Palamon and

A

Arcit£ And the point that Saturn has shaped a r‘solu-

A ]

R
- tion 13 reinterated when Venus is’ reas#f;ed after Arclte's
victory in the tournament. ] ' .. . e

R
The responsible control of Saturn and the belevolence:

. f
ing all of the characters toward a resolution which is
- K A
happy for least one of the lovers. Through this benevol-
' -~
ent, comi¢ control, the readér'is~thus assured that a .

satisfactory ‘solution will be reached. Since the audience

S knows that those in control of the action will provide a

hnppy conclusion, there are no grounds on which to fear
for Palamon and Arcite. The& become, diséénced from the
audience, and their actions becodfe ridiculous. But the _
Knight's serious treatment of the two, and his deilberate,
gradual revelatio of the merciful. nature of the control-
ling figures pre% ﬁts the talg from becoming pure comedy.
Though Theseus isiseen -to be benevolent even‘bé?ore Pgla;
mon and Arcite "are introduced, he has only the power of

a human being. There is no way -he could possibly saﬁiéfy

‘both lovers. That the pagan divinities are going to re-

L_- 2
solve the matter is only suggested by Mercury's appearance,

~and even when it is clear that Saturn will satisfy all con-

cerned, it is not clear how. Until the appearanée of Mer-

!
cury and the lovers! dilemma must be taken as impending

\_’: .



‘importance of Fortune is evident from the beginning of SN

-He .again, shows that he understands the nature of Fortune

. when he complains that it is foolish foz;men to attempt by

tragedy fpr ‘both; between°Mercufy'e advice and Part

<

" Three Palamon and Arcite become distanced yet,remain
sympethetic; and in Part Four the Knight aptempts to

describe a-primarily comic ending in spite of Arcite's

\ . . Y

de.atho . ) * . '. ' .8 * ' . I‘
. = But .the comedy of the Part Four, and the g?rpose of
the combination of tragic and’comic elements, are clear

only when.Fortune and the First Mover are conside}ed._The/

Palamont's and Arcite's woe, as Arcite accurately a&sess ’? R

their situation in prison: -
! For Goddes love, taak al in pacience

Oure prisoun, fér it may noon oother be.

ve Fortune hath yeven us this adversitees:

Some wikke aspect or dlsp031clounl

Of Saturne, by. som constellacioun,

. Hath yeven us this, although we hadde it sworn:

So stood the hevene whan that we were born. .

We moste endure it; this is the short and playn. _ .
© (I,1084-1091) SR |

[

-

to determine their own fate:

Allas, why pleynen folk so 'in commune :
On purveiaunce of God, or of Fortune, £ T
. That yeyeth hem- ful ofte in many.a gyse
s Wel bettre than they kan hemself devyse?
7. . (1, 1251-125h)

ROt

Thia, of course, becomes ironic when he prays to Mars, wins

C z‘the battle, but does not live to marry Emelye. But the H

Knigbt does riot comment on suchgv;nconaisﬁancies in Palamon

[}
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. | "and Arcite. That Arcite says they must be resigned to’
P’Fortune ‘{I,1084- 1091) but contradfcts himself by con-
| - centrating all of this efforts on winning the battle L
‘that is only the means {o winning Emelye, and.that each ‘
//thinks that thHe other has the better lot after Arcite is

freed, is nqt\criticised by the Knight. He seems to un- -

( derstand, as does Chaucer in Troilus and Crisevde,that it
is. quite human-t6 blame Fortune for what is unpleasant,
and'to actively pursue eartﬁly pleasure, ewqn thougﬁ i§
is.unstable, and even tho&gh it is bestoye& on b& For-
\\'“\\Qgéf. L ‘
: ) . But/the ﬁoral of "The Knight;s Tale®" is not simply

that one must be resigned to Fortune, but also that all ' ;

Fortune can be in some way good fortune. This apparént ! .

philoé@phiﬂ R;cite's death must be afcepted and no 1onéer'
mourned for two.reasons. The first is that living forever
is impossible, and that one should accept the determina-
tion of God as to when Arcite is!to die:

. !

,"That same Prince and that Moevere,® quod he,

"Hath stablissed in this wrecched world adoun
N Certeyne dayes and duracioun

To al that is engendred in this place, :

Over the whiche day they may nat pace, o
Al mowe they yet tho dayes wel abregge.
o o oM (1,2994-2999)

N A What maketh this but Juppiter, the kyng
. That is prince and cause of alle thyng,
o ' Convertynge al unto his propre welle ‘ ' .

|
|
|
|
|
|
|
{
J
|
1
l
|
J
paradox is resélved by Theseus! exposition of Boethian
N - N J‘
|
4
J
1
|
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J
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Frod which it is dir ved, sooth.no telle?
And heér-agayns no ¢éreature on lyve,
Of no degree, availleth for to stryve. .

(I 3035-3040)

. The' second_reason that his death is acceptable. is that

he died in the height of his honour:

And certeinly a man hath moost honour ..
To dyen in his excellence and flour,
Whan he is siker of his goode name;
Thanhe hath he doon his freend, ne hym, no shame.
And ‘gladder oghte his freend been of his deeth,
Whan with honour up yolden is his breeth,
Than whan his name apalled is for age,
‘For al forgeten is his vassellage. L
Thanne is it best, as for a worthy fame, -

.- To dyen 'whan that he is best of name. :

The contrarie.of al this is wilfulnesse.

Why grucchen we, why have we hevynesse,

That goode Arcite, of chivalrie the flour,

Departed is with duetee and honour :

Out of this foule prision of this 1lyf? (I, 30&7-3061)

Once .Arcite's death is considered in this way, the joy of y

'the marriage of Palamon and melye can be felt with fewer

13

misglvings.' Rather than countering or undercutting the
comic ending suggested by the marrlage, Arcite's death is . e

ﬁadg to contribute toiit. His death, tqogis fof the best.
"The Knight's Tale™ does not expound a philosophy of*

f&rtugg by contréstihg the death“oi Arcite with the darriaée

of Palamon. Instead it takes the potential double tragedy o L

* of both lovers (as it seems in -Part One that neither will

win Emelye), and gradually turns it into a sihgle comedy. A
Fogtune brings not only earthly woe, as the Monk would . '
seem to have it, but also yields earthly joy. However, f\;/ R

L]
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Earthly joy is quite fragile, and depends largely on how

one looks at the world. Arcite's death is mourncd for | .o
years until the philosophy of Theseus and the Knkght trans- |
forms this.view, and recognizes the good fortune in his

death. ,
‘ For the Knight, Fortune is éleariy a basis for comedy;

. as in his yiew all Fortune' can be good. Bgt the tragic

elements are necessary to his tale if the Knight is to

make his poinﬁ convincing. The tale cannot coricern un-

‘dignified, typically comic characters, and;éannot be told =
in‘aﬁs"unstudied and lowly" style if it 1is to have a ser-

ious moral. Seriousnes§ must be maintained in order to make N
a serious point. B Y

The Book of the Duchess, like "The Knight's %gle,"

combines elements of ﬁragedy-and'comedy‘in\order to present

an expansive view of life on earth.. Chaucer's conception

of life in The Book of the Duchess is certainly different

from the Knight's but the manipulation of genres to present
a point of view marks a similarity between the two works.

" The moral of The Book of the Duchess, ™to lytel while oure

blysse lasteth!™ is quite simply the philosophy of Fortune

as it was popularl} understood. In The Book of the Duchess
Fortune is again seen to have two sides; it brings both
Joy and woe, and as in "The Knight's Tale," it is the . nar-

rator?!s view of his subject, rather than the subject itself,
; :




whlch is flnally important.
As mentioned in the ‘beginnihg of the paper, the nar-

L
/// / rator mlsses the clear moral ‘of the story of Seys and Al-
' cyone, and 'is instead fasc1nated by the possibility of a

real god of sleep.
' Whan I had red thys tale wel,
And overloked hyt everydel,
Me thoughte wonder yf hit were so;
For I-had never herd speke, or-tho,
f noo goddes that ‘koude, make ’
to slepe, ne for to wake; L
.Fgf I ne knew never god but oon. (231-237)

[
which is-putrposefully overlooked, but because it is Ma

. wonderjthing": a 'tale concerning the marvelous and un-
9 heard of. ) ) S '

r

. Similarly, the suffering of the-Black Knight in his

dream is not as important as drawing out the story Qf\bow
the Knight fell in love, won his lady, and finally lost
her. The dreamer immediately recognizes and‘seémﬁ to un-
derstand that the Black Knlght is suffering

" And with‘a dedly sorwful soun
. He made of rym ten vers or twelve
. . Of a compleynte to hymselve,
‘ - The mooste pitee, the moste rowthe,
That ever 1 herde; for, bK my trowthe,
Hit was gret wonder that ature
. Myght suffre any creature
B To have such sorwe, and be not ded. (h62-h69)

-

i -‘And in the Knight's complaint the reasqn for his suffering
| " is evident: '

©
¢
..
-
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The story interests the narrator ‘not because of its moral,




- . "I have of sorwe so gret won
N That joye gete I never non,
' : ~-Now the I see my lady bryght, ,
Which I have loved with al my myght , o ) .
: If fro me ded and ys agoon. : . t i
; ' ' Allas, deth, what ayleth the, .
& That thou noldeést have taken me,
' - Whan- thou toke my lady swete,
That was so fair, so fresh, so fre,
' . So good, that ‘men may wel se
p " Of al goodnesse she had no metel" (475-486) |

. . L Ngvérﬁhelgss, the’ narrator. Seems to ignore this brlef -
expiada;tionl He then fails to understand the mete{phor * LN
of the chess game with Fortune, and the loss of t:he~ Black : {
Knight's queen. He takes the Knight literally and can.’
not understand why the loss of his qﬁeen should ééuéé I
such suffering.. After trying to convince the Kzught not .
to commit aulcide he remarks: "But ther is no man alyve
'her/ ‘Wolde for a fers make this woolm (740-741). When
‘the' Knight is not convinced, the dreametr asks for a full
. explanation of his sorrows: '
"Loo, [sey]} how that mdy be?® quod y:
"Good sir, 'telle me‘al hooly. .

‘ IR * In what wyse; how, why, and wherfore .
o “That ye have thus youre blysse.lore." (7&5-7&8) SR

14

O Regardlesa of whether the c{reamer'q naivete 1f enuine

or pretendgd, -his intention is certainly to force the ‘
Black Knighﬁ to tell ‘his story in full.. Agaih the naf—

L , ratdr is fascinated by ‘the ‘telling of the story, and .

| ‘misses, or pretenda t0 in:laa, t.he clarity of the initial .
PRI : explanation of suffering. ,' L ,. J r z .
. - LK




>

3;ife of John of Gaunt, by telling tales of losses of loved Lt

'the poem was written. A purely tragic treatment of suf-

' . introduces comedy to apparent tragedy {(or elegy) in order

»

'As the closing lines of the poem indicate Bhe nar-
rator's fascination with stories is finally manifested "
jn the telling of his sleeplessness and subééhuent.dream:

Thoughte I, "Thys ys so queynt a sweven

That 1 wol be processe of tyme,

Fonde to put this sweven in ryme

As 1 kan best, and that annon." :

This was my sweven: now hit ys doon. (1330-133%4)
Though Chaucer is not identifiable with his ‘narrator, his

. \ i

view toward suffering is expressed through the narrator.

Chaucer expresses his sorrow over the death of Blanche, / hwjk#.

ones. In t?e &elling the woes precipitated by death can
be balanced against the bliss experienced in life. Art .
can be a consolation'bec;use it allows one to detach him-
self from the immediaoe sornow, and balance it with past - .
joyo. And flnally there is a kind of JOy in making this
balance, in putting a dream into ryme.- .
n order to make art a consolatioq‘?he inclusion of '

elements from both tragedy andfcomedy is certainlyﬂneces-

sary. A purely comic treatment of suffering, if that is
possible would deny the validity of that emotion, and
would -be highlx 1nappropriate given the occasion for which _ }

fering would deny any consolation at all. But Chaucer =~ =~ =~ . .

to establish that woe is only femporary. Suffering is not
’ , 9] ' s
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allowed to stand alone, but must be seen as in conjunc-
tion with the jo;s'of a lo;ZJrelations:rp: all love re-

lationships necessarily involve both. Additionally, the
sufferings of Alcyone and thé Black Knight are juxtaposed

against the narrator?'s light-hearted fascination with

stories. In The Book of the Duchess the woes of Fortune -
can be somewhat relieved by framing them within art, and
e. it is only through the éombination of comedy and tragedy
that Chaucer can make this clear. / )
But comedy and tragedy are also combined in other
" works and for.other purposes. Although it seems impos-
- sible given Chaucer's conceptions of tragedy and comedy,‘
one of the ways ﬁe combines the genres is to show ‘some-
" thing that is simultaneously both comic and tragic. Though

o

| y Chaucer does not often do this, it is apparent in "The
|

| Franklin's Tale." That the tale is potentially tragic
’ .

seems clear enough. As James Sledd says:

By medieval definitions, the tale approaches
.tragedy in that an exalted personage (cf.1.735),
through a trick of Fortune and her own slight
moral error, és brought from prosperity almost
to disaster.l . .

~

4 _~— But many ecritics compf#in'that the potential tragedy bf“
the tale is destroyed by the-weakness of Dorigen's com-

.+ plaint. However, Sledd convincingly argues that neither

- " * Chaucer nor the Flanklin intended the tale to be a tfagedyr




he claimsvlt is tragicomedy and that tthe complaint > .

is the turnlng p01nt at which incipient tragedy becomes
eventual comedy."19 i
The audience reacts to' Dorigents dilemma in ways

fitting to both comedy and tragedy; she is distanced yet
sympathetic.a She is an "exalted personage™ fitting for
tragedy, and .the Franklin's discussign of gentleness (11.
761-802) enharices that image of her. Her suffering caused
‘ by the absence of Arveragus is respected by the Frgnklin and
"made quite sympathetic; and she remains sympathetic when“

her playful offer'and good intentions irorically result
. in the pbligation to Auerelius. But because of the nature
of her mistake, the reader su;ciy sees its comic poténtial: ‘ {
if it were not for the sympath& felt for her, and the
_SeinUSHESS‘Of her situation, one would 1gugh’ht her.
Howew;er", her situation_ is not only. tragi-comic because
she becomes. the victim of hér own playfulness; her com-
plaidf, which would seem tb'h&id the possipility' of fully
eaéablishing_hen as a tragic figure, fails to provoke pity E oo

or pathos. "'Rather, it shows her irresoluteness. She

P

begins strongly, stating her alternativea, and ciying

Colhh a et

examples of women who chose death over dishonor. After

three examples of maidens, she begins to consider wives,

.
[REA 2 THE
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" but after discussing only one wife she illogically retyrns

.
“—

to maidens. Sledd explains the break in the pattern in
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The vehpmnncp of her desire for'couragp betrays
her fear, and Chaucer makes the fiTst sign of

s - her increasiag distraction her reversion to the

| : ' maidens,

| But her reference to the "sevene maydens of Milesjie brpaks
¢ her‘eétablished pattern in a.second way as well. She de-

' votes only three lines to tRis example, whereas previous
examples received approximately ten lines each. Instead |
ﬂf develSpiné her examples in detail she becomes more con- "
cerned with the number of cases she cites, and consequently |
de&oies'iéss time and space to each. Her next remark: "Mo |

| than a thousand siories, as I gesse,/ Koude I now telle
E' as touchynge this mateere.” (v, 1L12—1h13)'indicétes that ;
; .she Knows of examples enough, that she wants to follow them, : 1
and ~t.ha_t. she should therefore be resolved to die. aBut she j
continues to recite more instanées; she has not yet found S
the courage she needs, and trieslto find it in still more .
examplea. Since she is aware that the examples can go on. -
ad infinitum, and "yet is undecided, it is clear that she
will never be reaolute. Howeve! this is made even more. ' S
enphatic when she again.realizea that she should be:decisive,
but again lists more examples: ' | ’
What sholde I mo ensamples heerof sayn,

B ' 8ith that so manye han hemselven slayn °
. Wel! rather than they wolde defouled be?

. .
it AN P R

) L I wol conclude that it is bet for me
To sleen myself than been defouled thus.
I wol be trewe unto Arveragus, . -

Or rather sleen myself in som manere,
As dide Demociones doghter deere - ,
By cause . . . (V,1419-1427) ‘ :

. . . . v
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‘Much of the seriousness of the tale is undercut here:

| ) : where she could be most convincingﬂand moving, she is a1;

' most comic. The potential comedy of the situation is more |
fuily realized than the impending tragedy. Chaucer has
established two frames in which ﬁorigen can possibly be
viewed, the tragic and the comic, and in her eoeplaint
the reader sees her through both 51multaneously.

After the complalnt the tale begins to {ook more anq
more. like comédy. The lines immediately following the com-

o ﬁlaint are lighter in tone, and the Franklin implies that
Dorigen's lack of,resolve leaves the decision to he more

capable Arverague:

fﬂ;é\pleyned Dorigen a day or tweye,
Purposynge evere that she wolde deye.
But nathelees, upon the thridde nyght, .
o Hoom cam Arveragus, this worthy knyght, (V,1457-1460)

And within another fifty lines the Franklin establishes the . = .
possibility of a turn in Fortune, and asks the audience to
judge the propriety of wuch %$turn
.Herkneth the tale er ye upon hire crie. ' -
She may have bettre fortune than yow semeth:
And whan. that ye han herd the tale, demeth. T
(V,1496-1498) \

_+But there is a purpose for this combination of comedy

Lt

' with tragedy. "The Franklin's Tale* is designed as an ex-
_position of "gentilesse,® and, as Sleddfsuggesta, the comic
elements of the tale are necessary if it is not ¥ be a | T jg

melodrama which subverts its own purpose:

LAY




Make Dorigen*s dilemma seem really ifnsoluble,
‘make her danger too truly threatening, and
automatjcally the generosity of Aurelius provides
an explosive emotional .release. Vhat audience .
would have any feelipggileft for the gencrosity of
the Orleans clerk or“any interest in the rranklin's
. question, now made gfrt and shallow by the rousing
of so much emotion? '

According .to Sledd the intentions of the tale necessitate
something between tragedy and comedy:

_If-his (the Franklin's) ™moralitee" is not to be
absurd, his tale must be believable; and yet the
tale must be removed from the shifts and chances
of this world, for, through the plot is danger-
ously close to tragedy, the heroes and heroine :
come safe to :a good end. A tale of ideal trouthe
. and gentilesse cannot be funny and photographic;
yet, told too earnestly, it will invite parody.
A difficult balance must be maintained throughout:
-neither pure tragedy will dg nor pure comedy,
pure pathos nor pure humor. 2

< . e
Without the tragic elements in 'the tale, especially the
worthiness of..A_r;veragué, "genéilesse'f could not be taken

- /gerioué,ly, and without the comic elements the tale would

-

end unhappil_y_,‘ and "gentillesse®"would seem to be of no éart.h-l'y
value. . ’ i _
k "Like '_"'l‘he Knight's Tale® and The book of the Duchess,
’ wThe Franklin's Tale" Ppresents a way of dealing yviph Fortune;
1t implies that tﬁmugh "gentilesse™ some human misfortune
| can be avgrt.ed. For the Franklin,‘ "gentilesse" is not s:i.mpl?>4
& matter of honourable, and behaving with dignity and ele-
gance, but 1t is also a capacizy for forgiveness. This is
made clear fiom t.he‘b‘eginnixl_ag where the E:ranklin dwells at

'lengt.h on the "gentilesse®” of Arveragus and Dorigen: s

Y §
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Lerneth to suffre, or elles, so moot I.goon,
Ye shul it lerne, wher so ye wole or noon, .

| For in this world, certein, ther no wight is
That he ne dooth or seith somtyme amys.

And therfore hath this wise, worthy knyght,
! To lyve in ese, suffrance hire bihight,
4. And she.,to hym ful wisly gan to swere
That nevere sholde ther be defaute in here.
(v,? 7- 790)
Oitly thé forgiveness of Aurelius and the Clerk avert dis-
aster. But“as the tale demonstrates, "gentilesse"™ in one

character evokes the same response in others. ‘Arveragus'

" insistance that Dorigen“honour her promise moves Aurelius

to release ﬁer from the opligation, and in turn, Aurelius' .
gént".ility prompts the CYerk to forgo his debtv. ‘Following
this principle further, -the Franklin's tale of “gentilesse"®
is designed to elicit "gentilesse™ from his audience.

_ *The Clerk's Tale" also fits this pattern of illus-
trating a- principle which makes the instability of Fortune
more palatable. When examined closely it ‘also contains '
elements of both i;raged'y and comedy. The tale could be
~classi.f:i.ed as a comedy) as Grisilde is elevated t‘rom t.he
lowest egtate to the highest, and passes Walter's tests of
her humility. The audience can fear for Grisilde only un-
til it lé.ams that her children are being well careéi f_or:
implicit in Walter's safeguarding of the children is the
promise that Gris:llde( \;111 be re-united with them if she

passes his tests. And even as the tests become more ¢if-

ficult, thé Clerk continuea. to assure. his sudience that
. : )
t . .




’

‘ Grisilde will pase them. But as Walter's arbitrariness

becomes more and more unfair (whlgh is emphasized by the

[

Clerk), ahd as her suffering bécomes more and more intense,
the comedy of the tale is strained to its very limits. Her
pathetic, almost tragic, "suffering must’ be extreme, how-
ever, if the Clerk is to be emphatic' about ‘his lesson.
“The Clerk's Tale" accepts hwhan suffergng as part of
. the goodhess of God's plan. - Suffering is used by God to

test men, and they shoulq therefore accept it, and demon-

‘strate patience: . i

For, sith a womman was so pacient ,

Unto a mortal man, wel moore us oughte - L

Receyven al in.gree that God us sent; .
Tt - . For greet skile is, he preeve that he wroghte.

.o e But he ne tempteth no man that he boghte, p
| » As seith Séint Jame, if ye his pistel rede;
| ) . He preeveth folk al day, it is no drede,

. @

And suffreth us, as for oure exerise, ‘
With sharpe scourges of adversitee e
Ful ofte to be bete in sondry wise:
Nat for to knowe pure wyl, for certes- he,
Er we were born, knew ul oure freletee: .
v And for oure beste is gl has governaunce. 0
= - . - Let us thanne lyve in- ous suffraunce. :
. : o . ( 114,9-1162) _—

- Thezglerk's treatment of patience seems to suggest the b '3
,, Knight's principle of making virtue of necessity, by
ﬁ . patiently accepting necessity Grisilde becomes an areﬁetypeu
i . of yirtue.‘ But tﬁe Clerk'goes further than the Knight,
(who considers only the worldly), and places potential_‘
tragedy within a largerdcomedy, the infinite goodness of

%ﬂ _ ,God's plan. i
g; ,<"The comb;nation of comedy and tragedy in all four of

4
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the works discussed is accomplished by .establishing mul-

“tiple points of view toward the subjectumatter. 'In "The ’.

Knight's Tale" ﬁalamon and Arcite.can be viewed seripusl& o
" “from their o¥n éoint of view, or tomically when the First

Mover is considered. -~In The Book of the Duchess suffering

must be taken seriously, but is qualified by the narrator's
proposal to frame it within art. The Franklin establishes
a tragic Viex‘:¥ Dorigen, buc it graduBlly gpives way to a
comic one. And G;isilde's:suffering is g, ess from an
earthly point!%f“view, bus works in God's\plen to establieh
. a 1egecd of patience.' Similarly, the comedy and traéedy of
" The Canterbury Tales is put into a frame of religious abneg-

LY

ation of the worldly by Chau¢erts'™Retractions."
i ' .

ﬁ& It seém§ typicai'of Chaucer to juxtapose opposite things,

J/f joy and sadness lightness and heavyness, seriousness and

frivollty, comedy and tragedy, and to consider them simul-

e

taneously, or evenuyiew both from a third perspective. In.

The Cantsrbury Tales all types of characters and tales are

——

juxtapqeed and then framed by the piousness of "The Parson's

Tale" and Chaucer's "Retractions." Not on%nydo the pilgrims .

comméht and reflect on each other, but Chaucer wishes to
comment on all of then. The various elements of comedy and
€ragedy. and comic and traglc tales, illustrate the incred-
iblex;neither ‘exclusively tragic nor exclusively comic, div-
ersity-of fhe world created by God} Prompted by "The Parson's

3
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Tale) Chaucer finally adds the perspective of possible

salvation, and all of the characters, tales and poems,

‘have to be reconsidered. In many of Chaucer's works it

‘becomes clear that life on Earth is a problem which is

e

examined through the perspectives of both worldly’cggedy

and worldly tfagedy, but with the "Retractions™ Chaucer | -
suggests that life must ,also be examined from the per-
spectives of the ultimate comedy and tragedy of salvation
and damnation. Worldly comedy and tragédy are used to

show the complete nature of Fortune so that various char-
acters can propose ways of reacting to it. But all their
p01nts of view are framed by the perspective of the "Ret-
ractions."

However, "Chaucer is primarily a worldly poet, he never
attempts to show that anything is ultimately tragic or ul-
tvimately comic. The Knight's’ comment in Arcite's death: |
"Of soules fynde I nat in this registre," (I,2812) could
very well be said by Chaucer about each of his characters.
Even with his "Retractions" he only suggests that there is
yet another view; he does not explicitly say that ény of
his chhracterﬁkare.saved or damned (although he comes much
closer ﬁo claiming that some are saved than he does to
maintaining others ‘are damned). He suggests that to be
tragic on earth, or almost tragic, as are Arcite, UDorigen

and Grisilde, can ultimately be copié, and he implies that

7

%"
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to Be comic on‘earch{ as are the Millqr, the Wife of Bath,

' ~ the Friar, the Summoner, and the~?ardoner,«cpu1d pltimately

bea tragic, but the ultimaté judgements on life on éa;th

are not made by him. The last frame‘must rem?in' sug-

———

° gestive and undefined for any individual.

\
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Footnotes \ o ‘ “ ,
1 an line references will be from F.N. Robinson, ed.,

The Works of Geoffrey Chaucer, 2nd ed. (Boseon: Houghton
Mf{lin Company, l§5¥3 '

2 Willard Farnham, The Medieval Heritage of Eliz-
bethan Tragedy (1936, rpt. Oxford: Basil blackwell, 1970)
133 13%.

3 1Ibid p. 134, ' ’

b Ibid pp- 134-135 This seems to be a rephrasing of
the moral which he maintains is part of Boccaccio's "working
hypothesis®: "Trust not in all this world, but in the next
world: . . . embark upon no ambitious worldly action, covet

nothing that the world can give you, busy yourself with no- -
n this world except spiritual preparation for Heaven."

thins

Tale,'™ ELH, 24 (1957) . pp. 2&9-268.

5 R.E. Kaske, "The Knight's Interruption of *The Monk's

6 Walter Clyde Curry. "Destiny in Troilus and Criseyde,"

Chauceér and the Medieval Sciences (2nd ed.: New York: Barnes

1 and- Noble; Inc., 1960) rpt. in Richard J. Schoeck, and Jer-
‘ ome Taylor, eds. Chaucer Criticism, Vol. II (Notre Dame: Un-

iversity Notre Dame ress, p. 65.

7 Howard 8. Patch "Troilus on Determinism,”" Speculum
VI (1929) rpt. in Richard J. Schoeck, and Jerome.Taylor,

eds. Chaucer Criticism, Vol. Il (Notre Dame: Notre Damg Un-
iverity Press, 1901) p. 82. :

8 Dp.w. Robertson, Jr. ™Chaucerian Traged "ELH' xix
(1952) rpt. in Richard J. Schoeck, and Jerome aylor, eds.

Q%gucer riticism, Vol. II (Notre Dame Notre Dame Univer-
sity reas, p. 97. ,

9 'l'he t.endency toward the private and "unheroic® is
considered as an aspecti of writing of the period by J. A.
Ricardian Poetry (New Haven: Yale University Press,

19 Dante's letter to Can Grande della Scala in Page

Toynbee, Dant s Alagh Epistolae; 2nd ed, (Oxford: élar-
endon’ Press, 1966) p. 200: ‘

11 Ivid, p. 200.
S
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12 1Hid, p. 201.

13 Kaske, p. 261. Kaske is’'right to see that the.
view of Fortune 18 the real grounds .for the Knight's in-
terruption. '

>

14 Raymond Preston, Chaucer. 1952 New York: Green-
wood Press, 1969 pp. 183, 186187, .

15 Richard Neuse, "The Knxght' The First Mover in
Chaucert's Human Comedy," University of Toronto Quarterly,
xxxi (1962), :

.16 H,5. VWilson, "'The Knight's Tale' and Teseida Agam "
Unlver51ty of Toronto Quarterly, xviii (1949) 1L.

17 Charles Muscatine "Form, Texturc, . and Meaning jin
Chaucer?s 'Knlght's Tale, *" PMLA,lxv - (1950) 91129,

-

.18 James Sledd, "Dorgen's Complalnt " Modern Philology,,

»

x1v (1947) pP- Lk, n. AL3.
T 19 1bid, p. bk
20 71pid, p. 43,

21 ' 1bid, p. 42. .
22  7Tbid, p. 4l.
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Like most of ‘Marlowe's‘plays, the Jew of Malta is

filled with ambiguities, but it is unique in the variety
of divergent descript.ions:ang interpretations of it. 'Under-
standings of it vary from Eliot's "savage farce",l to Cole's
rality ..play-like interpretation.2 It can be viewed as a
m deadly serio{xs_ tragedy or a\ss outrageously funny, or both at
| once. This is probably because the play is so negative, not
rea.lly ennobling Barabas as a tragic hero, and not developing
any single, clear positive theme or statement. It seems
’ to be a play _of contradictory concerns paradoxically juxta-
posed: as ffhé play seems t.}) ask its audience to sympathize
with Barabas as victim, it also asks that he be viewed as
‘victimizér: .as it appears to condemn Barabas morally, it
makes his murjde'rs, parbicularly' of the .friars. almost a
. matter of levi£y: as it considers B.arabas as an isolated
19d:lv1dual--1t co;xcerns the ent.ire”cémunity of Malta as well:
The play doei not really consider a great multiplicity of
points of view building to some more holistic view, but
, - deals with a few qontradiétory concerns finding no satis-
D factbry reconciliation between them. . Its structure forms a
strange ‘paradox, destroying, as with the normal paradox, |
| the premises which define it, but unusually refusing to
~ ' suggest an enlig‘htened“way to view or define-the idea of- .

concern. Following the structure of the paradox, Marlowe =~
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suggests that ‘the gi\en establluhed premises are contradic-
tory irreconcilable, and inadoquate but instead of destroy-
ih ord1nary premisas in order to reveal Some now eipandnd
vision, he simply lcaves a vacuum in . the wake of such obli-
teratlon asking himself and hls audience how to fill it.
Howerver, all of this can become clear only when some of the
play's thematic concerns,'énd“its effect upon thenéddiiﬂce

are identified. - o .

For the purpose of simplicity and clarity the paper will
be divided into four section;. The first tries‘ﬁo éggablish
the basic thematic pgttern'of'the plé}, and thé.second re- |
latcc the audiencn;: experience in Qiewlng it Lo this pat-
tern. The characters' methods for persuing their ends are the
subject of the third section, with the motivations of
Barabas the topic of the forth. Both methods and Barabas'
motivations relate to and elaborate the play'a paradoxical

thematic and(experientlal patterns..

. .,
) - A - .
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The play illustrates a world of policy, greéed, and self-

1§hness, in 'which all of the characters, with the usual excep-

tions of Abigail and the nuns,‘are motivated solely by indivi.-

dual desires. Three very simxlar metaphors characterize yhe

1nordinate solfishnesa in the playz'
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< Barabas. .... ' A
" Nay. 1let 'em combatl, conquesr, and kill all,
So they sparc me, my dauginter, and wv wealth., (asideld
1,i,1.0-151 v

Lodowick. .... )
But rather let the brightsome heavens be dlm
And . naturc's beauty’'choke with stif'ling clouds,
Than my fair Abigail should f{rown cn me.
11,121,327-329
Barabas. .... - ) ®
For, so I live, perish may all the world! V,v,10

Yet, most of the characters in the play live and function in
the community.of Malta, and also form smaller grcups within
this community. A tension between their fierce selfishness

and their obligations to the ‘group, runs through,. and is basic’

to the play, with’the méjor instance of this tension being
between Barabas and the communlty of Malta. fwo sides of
the questlon are vo;ced by Ferneze and' Barabag, Ferneze
arguing for community responsibillty and- Barabas for in-
dividuals?® rightg. Ferneze gives a Medieval3 or even
Utilitarian argument to excuse his obviously unjust seizure

of Barabas' property: )
. " Ferneze. ... g
2. No, Jew. We take pdfticularly thine
To save the ruin of a multitude,
And better onc want for a common good

Than many perish for a private man. I,ii, 97-100
"~ And several lines later Barabas asserts the superman's phllo-

aophy of individualism, questioning the value of life itself

for persons who cannot fullfill themselves:




* .o

Barabas. ...

r Why, 1 esteem the ingury far less |
' To take the lives of miserable | men¢
Than be the causers of,)heir misery. I1,ii, 1h7-lh9

-

el
This establishes the ¢onflict between'the ndiv%dual'a desires

]
and %is communal obligetions, a conflict which can be seen in

almost every scene of the play, and which Ii-ovides its basic

3} i
t

tensions. . |

The forming of groups and living within the ¢ommuni§y

. of Malta are not unavoidably the "given," but are viewed as

necessary for self fulfillment. The individuals in t.ht;lplay‘~
form groups in which they think their desires w;lil be satis-
fied, for only by allying w%}h others can pe?sona} goals be
accomplished, either because more than one person is needed

to complete a certain iagk (e,g._the rétriévai of Barabas?
gold from the newly formed nunnery) or others ;re needed so
that éhey can be exploited {e.g. Bellamira's aqd Pilia-
Borza's befriending of Ithamore). ;The'alliancq based on .
seifgingerest is simplified and‘b%euplif;ed by ?ﬁé*underpxot*“
characters, Ithamore, Bgllamirg, and Pilia-Bors#,\all of

- whose desires are simple and straightforward; %he.latter,

) S
two heed and use Ithamore as a tool for extortiﬁg the Jew's

gold, and Ithamore is sexually aroused by the a*ght of
Bellamire in spite of (or because of) his reco 1tion that
she is a coutresan. It.hamore is also eaticed b | Pilia-Borza' s
calling him a féentlemen' ﬁhd vows to steal sodq of the Jew'
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gold to make himself "handsome”" and live up to that title.
The pattern of bet#ayal of a suppo§g§&y trusting "friend,"
or mofE/accurately accomplice, for ;elf-interéék is evid-
enced in two obvious ways bylthese three chafacters: Ithamore
betrays Barabas to satisfy his lust, ahdothe'other two b;Lfay’
‘ him, first by successfully obtaininé?frbm Barabas the‘re-
~ | quested théée hundred crowns and reporting to Ithamore that
‘ . only ten were receiVed,géhd second by impiicatipg 1thamore,
. ‘as well, when revealing Barabas! Lri;es. |
Although Ferneze has the responsibility of governing
the community of Malta and therefore éeeing‘that things are
done in its best dinteresps, he too uses the community, by
controlling‘iﬁ\politicai;y and militarily, for vested inter-
ests. In all of his conﬁ;ct with Barabas we sense‘that pér- _— ‘
fébna; hatred is a more important motivation than govenymental
-necessities. The seizure of half of Barabas! wealth would
be unfair and excessive, fﬁd the seizure of all of it is
ouﬁrageous. The final petrayal?of Barabas is unnecessary
béliticaliy since Barabas Has\égfeed to restore the g&verd%r-
ship to him and is a result of his anti-Semitism and a revenging ’ -
- s .

’ of his son's death. e - . v

Barabas, hbﬁever, provides the focus of the play, and it, "o

-

is ﬁrimarily through his action and'relatiqnships £hat the
/:he group is studied. Like

relation of the .individual ‘and
the other characters, he too, ultimateély cares only about p
himself f“Ego mihimet sum semper proximus."), but also like

_‘
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them he needs others in order to fuif‘ill himself. Both .
. -+ ., his selflshness and his connections with and responsibi- \
lities to, others are evident in the first scene. In a

S
beautifully ambiguous simile he compares his relation with

N ~* his daughter, Abigail, to' the relat.,ion:-oi‘ Agamemnon to ) - "1
'~ +  his daughter, Iphigen, -and in an aside during his conver- |
L . - ’
S sation with the other Jews he indicates that his daughter, 1

his wealth, and hiﬁsélf are his only real concerns. The '
relaticn,ghip with Abigail certainly seems Btrong and real

F e | here, }ret any communal compassion he has t;xtends no further.
Although he has responsibili;ties to, lfxe" feels no real al-

liance with the other-'Jews, whom»h‘e calls "base slaves,"

L/ . and the lEa‘r‘éer concerns of the enc_im- community of Malta

‘ hold abgolutely no interest for him. The previously quoted

< comment, "Nay,'.let"'em combat, ccnquer and kili all,/

So thpg spare me, my daughter, and my wealth " summarizes :

his feelings ‘about these groups. Yet t.he bond between

. Abigail-and him does not last; . when it becomes convenicdc"

€ " for him to do so he uses, or abuses, Abigail and confides
in ithamore instead. 'But\t.his relationship fails too, again
'because of aelf—ihterests, and Ferneze i\a irohically Barabas'
accomplice in his final act of treachery. Even here Barabas

* 15 estranged from g‘otzh Ferneze on an :lndividu?l basis and ‘;&"\‘

and from Malta as a group, which suppoaedly will not allowk "

PR h o rule. - Nevenheleu, he cgntinues here to use otherA
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. b
to satisfy his own interests; his liberation of Malta

is almost incidental to his attempt to secure a safe and |
wealthy position fo;‘gimself. Throughout the play barabas'
actions are selfish; at first they are communally selfish

as he cares for Abigail as well as for himself, but His

N .

.self interest narrows in seeking revenge on Don Mathias, /
Lodowick, the nuns, the two friars, Ithamore, Bellamira, ) ‘
Pilia-?orza, and in his deception of Calymath. \KTT/’~W -

Throughout the play there -is tension created because '
self-interests can be pursued only through communal relation- R
ships, and_the movement and action are results of thié ten-
sion. The action of the play cégsists primarily_of the
selfish acts of charactefs looking out‘éﬁly for themselves,
ahd'the degéruction ana formation of alliances founded only
for personal ends. To beéin again with the eimplicity of
the "underplot,f'Bellamira and Pilia-Borza, though they are
apparently close, have a relationship based only on the
pufsuit'qf money: théy ané partners in pfostitution and
fraud. Even though Ithamore is very attracted to Bellamira,
‘his interest in only sexual and self,;géking, but for this
he gladly betrays and blaékmails the Jew; Beéllamira makes
‘a more attractive offer than the Jew so Ithamore -jumps at
ic. Similarly,\Baiabas willingly desgroys his relation.
with Abigail (whith is one of the few human relations which
is not buil£ only on self-interests) ,when the plot of

“
- \ v




Lodowick?'!s life demands Don Mathias' death as well. The

relation with Ithamore is then established, but Barabas o .

‘\“5{

makes it clear to the audience that Ithamore will be dié-

‘carded when he is no longer useful. Abigail reacts to the

failure of the relation with her father by secking a more
morally acceptable relationship,'and thus joins the nuns
a secoq?‘time.' On the ;argef scale, Ferneze ignorgs &alta's
alliance with the Turks thowever tenuous it may be) when

it seems Martin del Bosco can offer protection and will
aﬁtack if no agreement is yeacﬁed. N

ﬁecause the motivation for the formation of human groups. .
is always the satisfying’oflindividual desires, not only éée
more advantageous groupings sought; but'ﬂhe old groups,and
memberes of them,are very vulncrable te bctraya;l Wheﬁ one
group or alliance no longer fullfills an'indiéidual, it or .
he is discarded for another, and‘gsually tﬂis pfocess of
reforming friendships, or more accufately allia éea, demands
betrayal of former associates. The groups in the play are
relatively secure from destruétion from the ou gide, but
conﬁinua{}y'fail because of betrayals from within. When
Barabas! desire for revenge is unsatisfied by the recovery
of some of his gold and he turns to the plotting of the
deathtof the governor's son, Abigail's real love for Don
Mathias is overlooked; the inéenuity of the scheme, where-
by each jealous, ﬁgteful lover kills the other, the sweet-

ness of vengence, and thé consequent receiving of admiration




. from Ithamore, overshadow considerations, if he really stops
to think of them, (which is doubtful) for A‘biga}il. Similarly,
Abigail®'s longings for non-hypocritical "love on earth,”

“pity," and"piety,"‘drive her into the nunnery permanently, .

and though we must view them as reason;ble and admirable,

they do lead to a kind of retributive betrayal of her father.

And as already mentioned, Ithamore betrays Barabas when he

sees an opportunity to satisfy his lust. But on a larger

scale, Malta, in spite of all its difficulties, falls to

the Turks onl& when Ba}aba; turns traitor, ang similarly,

the Turks fall only when betrayed. All of these bétraials

are necessary, however, if the individﬁal is to have his way: ‘

the symmetry of Barabas! scheme demands the death of Abigail's

true lover as well as Lodowick's; Abigail's desire for a

community of love and piety necessitates her withdrawl to

the con#ent; Ithamore's lust\is satisfi;& more easily when

he can extort gold from the Jew; and Baraba;' betrayalyof

Malta to the Turks, and subsequent position of powér, saves

him from the Turks .whom he is among, and from Ferneze's

administration of justice.

These failures of group relations are not merely the )

failures of individug;s however; it is true that indivi. °

L4

duals feel no compassion for,or even respoﬁsibilities to,
others, but most of the groups do not seem to offer anything

- meaningful to the individual either. Malta betrays Barabas

1

o




‘capable ‘and wealthy one, Barabas. It has clearly failed to

presented by individual differgnces’in either abilities

by taking all his wealth; his relation with Abigail ob-
viously\does not offer enough for him, ayd it is certainly
disastrous’ to he;. Barabas' alliance with lthamore iq>*}
grotesque#and doomed from the beginning, and offer§ Ithamore

as little as it offers Barabas. Ithamore views his affair

with Bellamira ashsuccessful because he does not see that

he is beihg deceived and use&. The "underplot"'relation-

Shlp of Ithamore, Bellamira, and Pilla-Borza eventually ' .
1eads to the downfall of all three, as Barabas' association
with Ferneze leads to his. Similarly, the friars associa-

tion with Barabas dooms them. Malta's attempt to form . ' E
alllances with other communities are ultimately non-or
counter-productive.- Abigail's- joining the nunnery ig the

only example of a satisfactory community,;at least from |
the morallpoinf of view, but it is obviously unsatisfactory:
to some degree in that it is unable. to cope with the simple
worldly problem of survival. Although ironically the com. -
munity of Malta sd%vives, 1t does so only through devious

means, with many of its citlzens dead, including its most

effect any meaningfﬁl change whiéh.would establish the
éupposedly fair moral basis of the community, as a basis

in fact. It has also failed to deal with the problems

.
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or religious beliefs or both. R

7

~

The general pattern gf individv slworking in groups
but concen;ed only for themselvés is thus clear. This
paradox in the action of-the play is related to the double

:‘sided perspective with which the audience views it. On one
hand we despise all of the characters except Abigail, the
nuns, and Barabas up to the recovery of his gold; and on

’the other we find Barabas attractive and ignore or sub-_
ordinate tge moral depravity of his revenge. The first-

7\
of these views is moral and predominates up to -Abigail's
death; the second view is émoral, and dominates the last

\ half of the play, cven thoughsthc moral view is occ*siqqi(
ally efident.s _Thé moral perspective is related to th;
obligations of communality, and the amoral view relates to -
self-interest; when we condemn Barabas morally we recognize
that he'haé certain communal responsibilities and. must res-
pect the actions and rights of Q;hera;. but when we admire
Barébas, often for his pure filliany; we applaud the selfish
will which eierta itself for its own sake, and is aboye,
beyond (as Nietzche puts it), or more precisely outside of
moral codes.‘Tracing both of these tensions (self versus
community and the moral ah¢ amoral views) through the play
will reveal their interrelationship and the final inconclu-

siveness and negativity of the ending.



The set is the sﬁarting point of a lavish and spec-

tacular first scene, but only when combined with Barabas!
opulent imagery and exotic references (i.e. spices and
silks, Spanish oils, the Samnites, and the hen of Uz) does
it impress us as a stage spectacle. We are .indeed impressed

with the beigh‘t of his aspirations and the greatness of his ﬁl

* verbal powers and business accomplishments. Though his pos-

session of great wealth is impressive in itself, his rejec-

tion of that wealth with "Fie what a trouble 'tis to count

6

this trash!™ is even more S0;° and his rejection of the

assiduity of business in favor of easily made wealth, un-

realistic as it is, must hold some attraction for us. He

»

contrasts the weary miser (whiéhl his make-up and costume

to some degree suggest that he is) with the successful, but
carefree gold prospector and beachcomber, and ‘like us would
prefer to be r'the latter: ’

- The needy groom that never fingered groat
Would make a miracle of thus much coin,
But he whose steel-barred coffers are crammed full, - .
And all his life-time hath been tired
Wearying his fingers' ends with telling it,
Would in his age be loath to labor 8o,
And for a pound to sweat himself to death.
Give me the merchants of the Indian mines
That trade in metal of the purest mold, -
Th'e wealthy Moox that in the eastern rocks
Without control can pick his riches up
And in his house heap pearl like pebble-stones,
Receive them free and: sell them b{ the weight.
’ ,1,12—210 *,

This side of Barabas is a distinct contrast to the characteri-

zation of him given and implied by the Machiavel in the prologue;

o v R . '
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. Therehe is greedy, deceitful, sécreligious, and poténtially

violent, but in the -first soliloquy he. is none of these (with
ghe possible exception of greedy, but in spite of his

wealth, this trait is not manifested in the first scenef.

The disgust we\feel for him in the'proiogue is based on
conVentional\m ral grounds, but in admiring him in the first
soliliquy, this moral view, because he seems neithe}igpral
nor immoral, is superseded, and he is attractive and admir-
able simply because he is a man of great.abilitieg and ac-
complishments. ‘ )

But as the scene goes on he‘begins to disg;ay the char-
acteristics described by theﬁMachiavelg and our moral view
agqin becomes important. He is very careful and cautious
in dealing with ;is merchants and shows the business com-
petence which Qarned his wealth. Thoﬁgh his attractiveness
dwindles here and in his second soliliquy, where he argues
for his reiigion as opposed to Chriatiénity,,wg still hold
a high regard for him and reserve moral judgement until the
actions which his philosopﬁy manifests become clear. They
immediately begin to do so when we see his deception, or at
leaét lack of openness, with his brethren, who, because of

' their dullness, to some extent deserve something less tﬂan
a totally open reception. But these indications of thé moral
sdepravity of Barabas become almost insignificant when he is
entﬁpf)ed of his wealth. Marlo\yelleaves no doubt that Ferneze
i:,a a villian in seizing the pro;.)e;-ty: the anti-Semetic scheme

/ R



for raising the ﬁribute is obviously uhfair,‘and would
probably seem so even to an anti-Jewish, anti-Catholic, n .
Elizabethan.audience. Had Barabas been the ldéast bit
responsible for tﬁe’obligation of paying the_tributé, the
demand for half his wealth would seem more reasonable, but
since Ferneze seems to have been the sole -cauie for sucg
obligation, the responsibility for payment is primarily , (—\\\\,
his. Rather than an act of simple religious intolerance,
which would seem appropriate to Elizabethan audiences,
Ferneze's&actions seem motivated by a more personal hatred.
Because of thlS intense personal hatred, and the ynfair
se1zure of all of Barabas' wealth which springs from it,

we are forc;d to side with wrqnged Barabas, in spite of

the anbiguity in our moral view toward him. In this instance
he is abused, and the recov'ery: of his wealth, ratk:gth'an‘the

overing
the gold Barabas wins other sympathy as well: he is clear

seizing of it, wins our moral sympathy. But in

sighted and artiéulafe enough to point out the religious
hypocrisy.of Ferneze and his cohorts; he dwells on how he
was wronged and we must symﬁathize wiﬁh.and pity him, even
‘though these speeﬁhes are often merely rhetorical poses:
and he shows that he.is clever enough t; prot Et himself'

a

by hiding some of his wealth. His argument? here éxpos?

. the shame of the religious and communal positions taken b

Ferneze, and his superior verbal ﬁoners‘and‘planning lead
* . : - ' .

»
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.us to admire the abilities of the individual. We recog- '

nifze the rigits and potential prowress of the individual

ot only morally, but amorail& ;a well. We feel a sense
of retribution, if not a sense of triumph with the

Y covery of the gold for it is a realization of both our
moxal and non-moral values.

/ There is a complete turnabout.in our response to Bara-
bas gni;in.the relation of self to community when Barabas
extends his revenge by plotting to have Lodowick and Don ]
Mathias kiil é#ch otherl Thi; is quite subtly developed b}
expanding the suggestions of Barabas' immorality in con-
junction with the continued demonstration of Barabas' sup- .
eriority over the other characters. These two contrasting
1np?essiona play’agaiﬁst one ano;her and the sympathy felt
for Barabas in the recover& of his wealth turns to real
anbivalence. Once thé first movement of the play (the loss
and recovery of the gold) is completed and punctuated by a
'scene developing the !overplot,"s Barabas' bitterness and
obsessional hatred begin to display themselves. In his first
~ speech of this portion of the play his hatred and anger seem
to grow cohtinually and' though it is partially justified, as
with the three Jews in the first scene, it becomes clearer
that he is going too @ar. We lose some of our moral sympathy
for him and begin to wonder how such a man won our sympathy
before. Forgive me for quoting at length but the tone of
his.apgech here is characteristic of one facet of his behavior

.
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through the rest of the play‘ .
In spite of these swine-eat.n.ng Christians,
Unchosen nation, never’ circumcised, ,
Such as-poor v:.lllans-were nter thought upon
Till Titus and Vespasian conguered us, ‘ , 3
< Am I become as wealthy as'I was, . ‘
: They hoped my daughter would ha' been a nun,
But she's at home, and I have hought a house
As great and fair as is the governor's;
- : And there, in spite of Malta, will'I dwell,
- Having Ferneze®'s hand, whose heart 1'11 have-
Ay, and his son's too - or it shally go hard.
I am not of the tribe of Levi, I,
That can so soon forget an ingjury. .
We Jews can fawn like spaniels when we please, ‘ -
And when we grin, we bite; yet are our looks o |
As innocent and harmless as a lamb's. ‘ ~
- - . I learned in Florence how to kiss my hand,
o ) Heave up my shoulders when they call me dog,
And duck as low as any barefoot friar,
. Hoping to see them starve upon a stall
] . . o Or else be gathered for in our synagogue,
That when the offering-basin comes to me,
Even for charity I may spit into't. I11,iii,7-29

Even here, though, «we are not totally morally outraged by .
-«

‘ ' Barabas, because Lodowick'!s first lines make it clear that

.

he too, 1is selfish. and perhaps devious:

I hear the wealthy Jew walked this way.
I'11 seek him out and so insinuate
: That I may have a sight of Abigail, N
. 7 ' .- For Don Mathias tells me she is fair. II,iii,32-35

-

Ag was the case with the contrast. of Barabjs' treatment of
| the Jews and Fernegze's treatment of him, B

rabas is again
not as bad as we expect when coxhpared' to the others in his
'world. Lodowick seems no more moral than his father or

- Barabas and thus we feel much less atro ngly about the plot

" ' on his life t.han‘ we would about a plot on a wholly sym-

pathetie character's, Tn:\[g lack of sympat.hy foxr Lodowick

2
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lessens the importance of our moral evaluation of Barabas

and thereby increases our non-moral one, and amorally

Barabas is the most reSpectable figure in the play (out-

side Abigail who is as respectable because she also has

a strong and clear view of what life should be, and manifests
:p to itg): We can actually enjoy and laugh at his brutal
asides and his exposure of the shallowness, inconsistency

and hypocrisy of Lodowick. .

The moral depravity of Barabas is fully developed in
his "As for n:yself I walk abroad a'nights / And kill sick
people'gmaning ‘under walls™ speech. {As many critics point
out he is evil incarnate here and the equivalent of the
Medievalﬂlicefigure, yet he is also 1nteresting and heroic,
as a demonic™hero, and because the world in which he
livesa . seems to be Arun. by power and cunning. instead
of morality. ' But.when the depth of -Abigail's love for Don
Mathias and ‘the fact that he, too, is going t;o— die become
apparent, our response to Barabas is total moral repulsion;
we. can overlobk his imoralit.y somewhat when his victims
are also immoral and uould uillingly make (and have indirectly
made, in permitting Fernese's :ln\just.ice) him the victim if
they could, but we cannot even consider his.superior in-
genioua cdnning in such a clear cut moral ca:iea The episode
does not stop with Doh Mathias® death and with Abigail an

unw:llling and unwit.t:7 accomplice wlLo has all her hopes




v ® | ‘
and principles betrayed. Barabas goes further, and . |
Abigail and the innocent nuns whom she chooses to retreat
with are also murde;‘ed. 1{1 the murders, ‘and especially -
in the speech where he isgleefully stiring the poisioned
rice, Be;rabas is again the Vice in a morality structure.

He had appealed to us onmn-moral grounds in mény ways

up to this point; his superiority is obvious and displayed
by his wealtk;, his rheto yé, his unréveling of the con-
voluted logic or ratiomalization 3behind' Ferneze's agtions,
his resistance to Ferneze's o;ipression, his forsight in
hiding soéme of his wealth, and his cunning in an evil
_world; but the murders of Don Mathias, the nuns; and

* particularly Abigail show us the limtatlon of this amor"al
admlration' it must be tempered with our moral perspective.

Sxﬁ’ilarly, in the first movement the self is exultant we -

admire Barabas for his abilities and his power to exert

his will; the community represented both figuratively and
literally b}; Ferneze is the villan and the individual the

hero. ' But here that too is reversed and communal obliga-

»

' =)
tions, at least minimal ones of preserving the right.s and

lives of others, are now felt to be neceasary. As our
non-moral view andequate and must be combined with
morality, the exaltation of the self must yield to respect

for communality. b

Just- as the major pattern of the first half of the
¢ . . -




,'his most outrageous remark:

‘play shows the self and. the amoral pprSpeciiVe £0/be in-

adequate in themselves, the second half of‘the play works

. for opposite ends; though-it ends in conventional morality

play fashion with the death of thg Vlce, and the community’
of Malta surviving and becomigg more sSecure, both morality'
and communality are émptyrénd need to be combined with an
amoral view and the free expression of the self. As the
first half of -the play leads us into siding with Barabas
with few reservations, appeal?ng primarily amorally, but
also %o,our morg; sénsibilities. (in' that he is the victim
of injuétice and attempts to right that injustice), the
;econd‘half of the play convinces us to accept him, at,
least temporarily, on amoral grounds, since his victims in’
this half, are as morally disgusting as he is. And again
our attraction is undercut, as we realize when we feel no
sympathy for him when he diés:; but‘here our moral disgust‘

3
is also inadefjuate because he dies at the hands of Ferneze

_and by his own dévious means, rather than through some kind

L)

; of devine vengence.

" Barabas' decision to seek vengence on the two .friars is,’
of course, c¢ruel and morally despicable, though ‘necessary for

self preaérvation. --This occurs when ,his moral depravity is

most strongly felt, immediately after Abigail's death and s

“a

How Sweet the bells ring ndw the nuns are dead,
. That sound- at’ other times like tig&ers pans.
i 2—3 ‘
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Buﬁ t:l;e fx"iars‘ quickl/ show themselves to. be u;xscru;;ulous
and unwox;,t'}pf pf our sympathy; first Friar Bm?ardine im-
pllcltly threatens to break the law of sscrecy in confession
and reveal Barabas! crimes to Fern'eze, and then Frlar Jacomo
appéars ludicrous as he repeats eécﬁ of Friar Ban}'ardine's
lir_les "not knowing. how t;o finish t.hem even if it were ethical
or'necessary for him to do so. Bot.h friars are motivated by
nThé wthd' that bloweth all the world besides, / Desire of
gold" ‘in their a:ptempts to convert Barabas and are again

ridiculous in fighting ove} it. As was the case with Lodo-

Q&’/’ wick and Don Mat.hlas Barabg&b\lays on the 1}ck of Christ.ian

4

[N

brotherhcod, exposing the hypo*t:risy of his unsympathetlc
vigtims. In spite of this we are reminded of the moral dep-
ravity of the murder by Marlowe's showing the actual murder
on stage. ’But even here our moral response is not allowed
to domindte, ac' Ifriar Barnardine ia.proppéd up only to be
kno"cked down ,by his rival as the scene turns to slapstick -
comedy. Friar Jacomo's ﬁea for secrecy from Barabas and
Ithamore continues the comedy with Barabas now having a
secret "to.use against him, and his unprincipled and common
instinct for self preservation is at least as bad, ‘y';.ewed
morally, as Barabas' dec&sion to rep;rt. him.* . M

" There is not even this bit of ambivalence in Barabas'

killing of It,ha.more and his associateg. Bellamira and Pilia-"

i

Borza are never sympathetic, on any gréimda' they are
blatently immoral, and very pe&ty and ordinary in their
. ‘g s ’



ds so simple and basc that he is unsympathetic. Particu- )

- ~ B
blackmail scheme, both in aspirations and method. Simi-
‘ o

larly, Ithamore holds interest as a c¢haracter only when
» '» v “)

. he exprésses his interest in Bellamira, but even Brre he’

iarly'since these three pla] to, and do evcntually, expose
Barabas, the chhs action is8 mernly the rxpected retribu-
tion. e

The moral framework becomes significant again, however,

. = after Barabas succe§sfully feigns death. It 1s und(rstand- | v

agle that he might-seek revengecn Ferneze, although he is
. . 4

-

certainly obs%féional about it, .but when his vengpncé turns
' ’) '
to the ‘entirejtown Q; is.again unconditionally morally damn-

able. .He is again willing to B& responsible for killing

g .

innocent people:' ' : . \ v

I'11 be revenged on this accursed town, }
For by my means Calymath shall -enter in.
) I'1) help to slay their children and their wives, .
To fire th chiurches, pudl their houses down. .
: V,i,60-63

Bu£'we do not strqhgiy condemn Barabas when the actual politir,.
cal.betrayal is performed; none of the townspeople seem to

be hurt aéd thé only réa1~c£;nge is that Fe;neze is no longer
goverﬁof, whicﬁ seems a blessing. In tht exchange between .
?ﬁrabas and Ferneze after the capture Jf Malta, and with the
initial roles of the two men reversed from act I, scene ii,

~

Barabas is certainly the calmer more reasonable man, both
' y I

'in terms of this encounter alone, and when compared to

"Ferneze's attitude toward him in act I, scene ii. But

* '
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Barabas again displays ﬁis pure selfishness in realizing
~ the danger of bein% gove}nor, and in planning to "fill his
bags™ in the process of abdicating the governorship. Though
his deceﬁtion of Calymaﬁh restores Malta Lo its own people
and Ferneze to the goverhorghip, theée.ends could presumably,
be qpcomplished after‘Céi§Aaph's departure and without his
death. Barabas is certainly vicious in his anticipation
of the deed, and therefore morally contemptlble.

And if you like them drink your fill and die!

For, so I live, perish may all the world!

Now, Selim Calymath return me word

That thou wilt come, and I am satisfied. V Vs 9-12
The end of the play is acted out in mora terms and it ends'
much like the Medieval morality play with' the Vice béing -
kiligd.ﬂ Even the falling of Barabas and the cauldron into
which he drops follow the Hell symbolizm of a morality play.
But even though Barabas is morally despicable and gets just-
‘what he deserves, the thematic resolution is not this simple
‘ becausé the instrument of his death Ferneze, an; the manner
with whxch he carries it out,are very unaatisfactory. Barabas?
death is "a Jew's courtesy," as Ferneze terms it, and ka a
‘product of both rampant gself-interest and the method by which -
selfishness is pursued, po}icy, but it Has nothing to do with |
moral prinéiples. The _agent of Bar?baa' death is ironically.
no more moral than the victim. The last words of the play _
‘'seem on the surface like pkstrong. concluaive, moral endtgg: 

ay, and let due praise ‘be given
Neither to Tate nor fortune, but to heaven.

V,v 123-124
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‘but ring hollow because we see So clearly that the instru-

- ’
s A

ment and method of Barabas'! dedth are not heaven's. _
Similarly, the survival of Maita proves nothing but

the power of policy. It has not solv‘ed any of the problems

of communality which have been seen throughout the Play: the,

community offers nothing more to its members than it did in

fbt.he': beginning: Ferneze is ,s{;ill the ingcompetent, prejudiced

governor. Although unchecked selfishness is only destructive,
commnlty under its conditions in the play is:.no more hopeful.

The play ends not by finding some middle ground between total

"* gelfishness and the absolute lack of recognition of individual

rights and aspirations, but by showing us énd haying us feel,

through the clash of our moral and non-moral perspech\ives,

the ina’dequaocy of both positions.

|
|
|
|
: s 1
Just as there is an unresolved polarity, or paradoxical
: . N , : s
relationship between selfishneas and communality, and between
our amoral and moral perspectives, there is a polarity - between N

the methods by which desires are pursued and fullfilled, policy,

~and Christianity. This duality is related to the origihal one

of aelf and communit.y, as policy is the means by which selfish
deairea are pu,raued and Christianity "is the means by which
selfhood is relinqiished in favor of brotherhood. Abigail

is the mhjoi' proponent of principled behavior, though it does
i 3 0 , \



not emerge as Christianity until later, as a method or
system for living together, as her often quoted first four

9 and the selfish-

words, “Not for my self" aptly indicéte:
ness of Parabas primarily, but almost all of ‘the other
characters as well, finds its expression in the use of
policy. Like the two other dualities, policy and religion
are unrcsolvable; they fail to promote harmonious relations
between individuals and groups, and in fact work té counter
" to any.such harmony. Policy is used almost exc;usively to
destroy communities rather than so0lidify them, and the
issue of Christianity is one that polarizes the ché;acters,
not one that harﬂmnizes them. No middle ground between
these extremes is found by the characters or developed
thematically, and the two contrast showing again the inade-
quacy of two ’ex_t;reme positions.

| Religion is first seriously discussed when Ferneze as-
serts infidelity as a reason for seizing gold from the Jews
ofvthe community. He maintains that Christianity can be a
good basis for community, but instead of relying 69 Christian
principle§ to form that basis, he pfefers to depend of the
profession or denunciation of Christian faith. He therefore
feels it appropriéte that Jews in a Christian community bea
ﬁunished: 5 c

No, Jew, like infidels; C ‘
For through our sufference of your hateful lives,

Who stand accursed in the sight of heaveh,

These taxes and afflictions are befall'n; I,ii,62-65

-

: . .
. . . /
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He further justifies his action accusing Barabas of covetous,
and maintaining he is protecting Barabas from this sin:

If thou rely upon thy righteousness, ‘

Be patient, and thy riches will increase.
Excess of wealth is cause of covetousness,
And covetousness, 0, 'tis a monstrous sin.
) I,i1,122-5
But Barabas clearly points out t?e fallacy in Fernecze's
reasoning and showsg that Fernese's action is not motivated .
by Christian principles of communal necessity, but on polici
and individual prejudice and hatred. As Barabas says"policy,
thét's their profession, /.And not simplicity, as they suggest."
In Abigail's comments aha actions the basis of communal
\relat{ons moves from the proGession of principles to tpeir
realizapion. In helping\hef‘father to recover some of his
wealth, she is acting out of a strong sense of justice,lo

as well as out of loygity. She, of course, acﬁ%bbut of

loyalty, but her loyalty and reaction to Barabas' having

been wronged are obvibuﬁly a far different basjs than the

we "both hate Christians" one which is at the heart of the o
Barabas-Ithamore relation. Although she is not yet a Christian,
her beiiéf in justice ahdis her heading in that direction. In

hér use of the Friar and the Abbess, types of professed holi-

ness. (and actpal'holiness in the case of the Abbess), she

counters profession of‘principles with implementatiop of.Ehem.
~An¢'unlike most of the qctiops in the play Abigail's helping

her father is unselfish: she seems to take no particular
aelf;sh‘interest in her fathe;fs wealth, Egt is interested -

in his welfare, and -thus aids him.. Her principlbd moral

a ‘ ) , ) ) '
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behavior and her desire for harmonious communal relations '
. are int }dependent, and the first is the'means‘%y which

| _ the sec na can be achieved. Her'father'; betrayal of her
<// o radicalizes, but does‘not change, her fundamental position, ..
which is again the basis for a real commﬁnity. with the
nuns this time. (But her selflessness makes Her again
vulnerable to her’father's cruelty, and th&ugh‘her relation
munity, it seemﬁ to offer nothing to the self—seeking'in- )
gividﬁals who deminate the.play. Her positioﬁ; and the-
nunnery as a model community, are indeed irrelevant and
would be stifling to the rampant self-interest in the play). ~‘ \7

' The moralistic endir;g. of ‘the plag points to the inad-
equacy of religion in anbther.way: the éharactérs just arentt

really. religious. 'Like Ferneze's other rationalizations ¢
where he attribgteé human 'actions to heaven, the one which
ends the play 'is unsatisfactory because of his hypocrisy and
the obvious inaccuracy of his assertion. ﬁbigeil's,poaition,~
.on the other hand, is a truly religious one,land an ideal

one, but one which simply cannot work for the characters in .
the play. Perhaps éﬁe greed of qhe friars best illustrates
the pitfalllof the community based on true Christianity; its
members can-be'simply too worldly and even aelfiéh for such ,
spiritual, selfless system of organization tobgurvivé; ,

+ The opposing extreme of_ruthleséﬁindividualism and
7 Y

© \ <
- ~

with the nuns forms pérhaps an ideal, truly Christian com-
!

L

|

|



~ goals they leave loose ends, which require other acts of

4

selfhood is pursued througp the use of policy, but this

too, like the motivations behind its .usec,proves a failure.l?l
Although policy is frequently succcssful for axshort time,
it ultimately leads to the downfall of all o? its users, o
wi he exception of Ferneze who\escabés only through luck.
Fgtnese's first use of policy in collecting the tribute for
the Turks succeeds in ralslng the money, but back/;:gs as
Barabas seeks revenge which ultlmately leads to the betrayal
of the entire community. Ithamore, Bellamira, and Pilia-
Borza are successful in exiorting gold from Barabas, buﬁ
that'eventually leads to their deaths. And the friar's

simple blackmail of Barabas is a resounding failure. Al-

though Barabas' acts of policy accomplish their immediate v

;;licy to tie them-up. Both Abigail and Ithamore know the’ \
details of the plot which killed Don Mathias and Lodowick
and both reveal them, Ablgall to the frlar, and Ithamore

to Bellamira and Pilia-Borza. Since Abigailgknows of the
murders, and because she has betrayeé him by rejoining the
nunnery, she and the nuns are killed. But Again Ith¥pore
knows all. The friar's discovery of thé first plot on ‘
Lodowick and Don Mathias necessitates’his death ¥:(the other
fr;§r's death may also have been paftially for this reason ) ¢
too, but that is not the reason given),y and Ithamore's

expoaure of the truth necessitgtes his, Beliamira*s and



Pilia-Borza's. The miscalculation of the deadly flower's

pdisioh allows enough time: for Fernese to ﬁ} informed of
the Jew's treachery, and that in turn endangérs Barabast
position in the community and with the governof. Barabas
must therefore betray Malta and beceome governor to avoid
Fernezet's condemnation of him. Thus eéch loose en
forces Barabas to go further in the use of policy, and
this causal chain does not end,until he is governor. But

as he has emphatically stated in the firét scene, he does

., not want to be governor, and indeed realize® that his life

is in great danger as long as he holds that‘office. This is
one of the great ironies of the play: Barabas can make his
poéition secure only by gaininé control over'the entire,com-
munity, but iﬁ doing that he has endangered himself in an-
other 'way, and assuméd a responsibility he does not want.
Tthgh policy is the method by which individuals attempt
to satisfy personal desires, it %nvariably fails that purpose.
The few successful examples of the use of policy a;c'inst&néés

where it has been used for the benefit of one community over

another. The Spaniards, for example, are successful in ) S

forcing Ferneze and the Maltese to sell Turkish slaves for -
their own. profit. Slmllarly,g?-*icy is successful when Barabas \
and the.Turks use 1t to take Malta. the process is reversed

and Malta is restored to Ferneze and its own people by another
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successful use of policy. This ironic success of policy
when it is not used Solely for individual gain illustrates
the mistake in using it as'a method for self-rralization.
Not only the goal of self-recalization is inadequate, but

I
the method with which it is pursued {s also deficient.

-l ¢ . *
d Wi

_ - - e

The same basic probiem of the paradoxical relation ‘{
of self and cbmmunity is also evident in Barabas' motiva- ° ¥
X ““tions, in so far aé his actions are motivated by real psy-

! chological desires. 1In considering motivation here one is
discdésing the probleé of the relation o;’self to community,
for in defining motivations, what he desires and expects

N from them becomes implicitly evident. As his motivations
d(&ermine his actions which are in turn-important to the

community, his motivations obviously have ramifications for

the problem of selfwgnd community. Many of his actions,

ﬁowever,'%re simply inexplicable; he simply does things,

often ;ithout regsons. Even when he shows evidence of at-

tempting to fulfill a desire or.get of desirgs, a psycholo- s

giéal explanation is frequently not totally sufficient. Some

e examples of this are his "As for myself, I walk abroad a'

L . nights" specch, his trusting of Fg¢rneze in a final act of .

Lo tréachery;'ahd even the gxtension of his' revenge past the
recovg:y of some of his wealth is not totally understand-

able. But déapite these instances Barabas does seem tf

show two particular desires fairly consistantly throughout




the play. - d - x

The first is characﬂerized by the play's most memorable

metaphor: k

\

And ‘thus methinks should men of judgement frame
Their means of traffic from-the vulgar trade, .
And as their wealth incrcaseth, so enclose
Infinite riches in a little :oom. I1,i,34-37

As Barabas would have "Men of judgement" withdraw "their

|
means of . traffic," he intends throughout the play to with-' - -
draw him;;lf from the communit; of Malta. He does not want .
to use poiicy to gainvcontxol of Malta, but wishes to have
his revenge and withdraw té_a secure position. Two of his
early comments, theiaside where he sanctions the ruin of ’
the entire town if his daughter, his wealth, and himself can

bé saved, and his ®Give us.a peaceful rule; make Christiana

.

kings," seem .to indicate his interest in security and alien-

. ' -
ated non-involvement in the "vulgar trade."™ When the series
of the loose ends of his crimes is fina}iy tied up and he is

governor of Malta he predictably opts for security and with- <

L]
-

draﬁl.
-

His second desfii/:z for admiration and this one can bg
y ,

L}

traced more completel rough the play.' The first concrete

inatancc'of this comes in his conversation with tns first
merchant, and demonstrates the kind of'respect he wénts from
Dthe”community.of Malta. He expects the mention of his name .

to be enough to warrant credit in the custom house, and his

&
. ™ Al
, oy .

I
+
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- expectation of admiration is evident in his steyement:. ‘
‘"Tush; who amongst 'em knows not Barabas?" He'céﬁtinually
receives this respect from the three Jews, but\resents the
superficielity of it: they never perceiVe his selfish
motives or presumably the clever use of!poliéy in realiz-
ing them. He judges their reaction to the loss of all his
wealth as insufficient, and rants in the manner.of a t}pical
tragic here trying to impress them and the audience of the
magnitﬁde-of his ioss: ' ‘

|

|

! . - 0°silly brethern, born to see this dey;
- . Why stand you thus unmoved with my laments?
| ©
|

|

|

|

|

!

|

Y 4

Why weep you not to think upon my wrongs? e
Why pine not I and die in this distress? 1I,ii l71-h :

The comparison ,to Job is rejected with Barabas maintaining
‘he hasksuffered a greater,loss, though he considers only N
tﬁe»lo‘e of J05534poney.12 Once the Jews,exit we see that R
these speeches were.oﬁly rhetorical, asserting his superio}-, i
R §1 in a way in whicech "base slaveam' as he calls them, could
| appreciatéwit. But the audience has also been tricked 13
as we realize inbthe following soliloquy that Bara?as is not
SRR " really experiencing great suffering. He approaches his appeal
-, for admiration in a different way in tle soliloquy, by re-
Jeeting the role of victim and convincing the eudience of .

his high aspiretions, willfullness, and superior cunning:

- \ , .
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. ’ .
. See the simplicity of these base slaves, .
\ ) Who-for the villians have no wit themselves-. :
Think me to be a sensecless lump of clay o
o ‘That will withk every water wash to dirt. ®
No, Barabas is born to better chance '
And framed of finer mold than common men .
That measure nought but by the present time. ' Ny
A reaching thought will search his deepest wits ’
// , And cast with cunning for the time to eome,
For evils arc apt to happen every day.- I,ii,215-24

After having been tricked our feelings here are ambivalent, A
[4
but some respect Tor his superiority is elicited neverthe-
$ .
1 . b

less. ¢

Both of these rhetorical.tacks, and another , are W
evident iﬂ\his relation to his daughter. We mu;§!3Lfmisé
th?t his daugﬁfer is Aear to him since he has included her - =
with himself and his wealth in explaining in an aside just
what he wants to save from the Turks and Ferneze. The re-
ference to the similarity between what he feels for his "
dsughter and what Agamemnon felt for his, is beautifully:
ambiguous, and does not indicate, as some critics insisi, : Y2l
that he has no feelings for her; as with Agamemnon it is
an'ihdication of degree. When.she first appears.(afﬁer the -
property has been seized and the other Jews give up their
4 attempts at consolatjon) we see the rhetorician at work.

- S

agﬁln assuming 'a:

&

“Qtép.resigned attitude similar to the one
Abigail displays th¥ouwb
No, Abigail. Things past recovery _ )

Are hardly cured with exclamations. -~

. Be silent, daughter. Sufferance breeds ease,

A < And time may yield us an occasion,

Which on the sudden cannotserve the turn. I,ii,237-41

| 3 . - \
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But the audience knows " that this is not resignationkfbu{
quiet confidence and Barabas goes on to explain his clever ~
foresight in hiding«some of his gold ahd jewels, thus want-
ing her to admire the same qualitics for which he demands

admiration from the audience. Yeud‘z does this in a sedate

I d

(r ~

manner o£ which Ablgail approves:

Besldes, my think me not so fond

' As negligentgy} forgo so muc
’ Without provision for thysclf.and me,
Ten thousand purtagluesi besides great pearls,
Ri¢h costly ' jewels, and stones infinite,
Fearing the worst before it fell,
I closely hid. I,ii,2h2-8
The other two rhetorical pogit{ons we have séeh are used
againf when Barabas learns that ukg nuns already have posses~
sion of hlg’house., He passionately begfns addressing the
"partial heavens" and "luckless stars," just as he had earlief
'evoked "Thé‘plagues of Egypt and the curse of heaven" to re-
venge Ferneze and his men, perhaps "catching" the audlence
again, just as he "caught" us and the Jews before. We havg
sogiﬁgympathy for this position where he is the vlctlm of
fort
on other terms as wéll. He assers his will‘tb live with "No,

e and the Christians, but he again makes his appeal

I will live; nor'lqathé I thi's my life," and vows to "make
'bar of no policy:“ His speeches and the'injustice of the
seizure of theé wealth cdnvinée Abigail, and thg'audienge
tﬁrough her,“tb assist her father in using policy to recover
the hidden wealth: | S

o~

. | " < 33
¢ G

>




“Father, whate'er it be to injure them
That have so-manifestly wrongerd us,

What will’ not Abigail attempt?

¢
Barabas succeeds here ih accpmpllshlng his goar

1,ii,277-6 ..
he has

“ Abrgall's respect and love frOm the\outsot but wrns her
T .over as an accomplice in pollcy. Ana\maklng it -an even‘

further success, she continually asks-"how?" at each step

A

in the plén, relying, just as he wishes, on his cunning.

The partnership fadils when'as Harry Levinl¥ puts it,

e Barabas "fails to rocko; with love,™ but Barabas never views
. . o

it as his betrayal of Abigail, but hers of him. Although. it

v ..is clear to the audience that Abigail is reluctant to be an

¥

accomplice in the plot against Don Mathias and Lodowick,:
[l . \ .

- which she does not understand fully until both are dead,
Barabas seémgvneiﬁher to realize nor care about her feelings'

in the matﬁgr. He can believe that her becoming a nun is

"false ahd'unkind"
She no longer hoflors him or his beliefs and that constitu&es

betrayal far him. Even Ithamore asks "DQ you . not S8OrTOW for

-

of his feellng of havidng been betrayed:

N6 but ‘1 grieve because she lived so long,

1
} i .

P Barakas' motivation in the relationship with Ithamore

“is the same one we-have seen before,

td

but here he tries to

-

- -~ impress Ithamdre only with his sinister cunning and almobst .
/ ' . . [N ..

because shé "yaries from [him] in belief. "

'your daughter's death?" but Barabas! reply indlcates the dep&h ]

Ead

An Hebrew born and would become a Chrlstian. Iv, i, 17-18

w

<

s
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A
. the Medleval Vlce here claiming regponsibility for all evxl,

.is obviously also a rhetorical device to win and hold the

-~ . A
.~ - +

. o )
pure evil. The rieed for aq'accomplice once Abigail has . TP :

recovered tho“ébld.is questionable; he could.hdve gotton
any boy in the strnot to doIanr the p01310ned food to*
the nunnery, and he could hhve murdorod the frlar wlthout
help, but he wants an accompllce who WLll admire the in-
genuity of his schemcs. In his f}rst convergatlon with
Ithamore he impreéées him with the 1list of past villiaﬁies

in the famous' "As £br myself, I walk abroad 'a n1ghts’ And K \ g
kill sick people groaning under walls" speech As David ‘_ -

Bcvingtonl5 and others p01nt out, “he. assumes the role of i |

but although’th@s may reveal inate‘qualities.in Bg}ébas, it
confideqse of Ithamore, -and to establish the foundation of
£Qeir relationship. Beginninglwith'"We are villians both"
and confinuing.igfter Yearning of Abié&Tl's conversion,

with "Come hear, my loie,ﬂ "my second self,"';nd "] here
adoﬁt tﬁee for mine only heir;" Barabas tries to build a *
close or at legét secure ré?atiodShip with Ithamore. He has
no inpenﬁions ofva permanenp\glliance with Ithamore or of
leaving Ithamore his weélth,'ﬁhich he views as an enﬁiée-
ment: ' . ' / 4 '~

Thus évefy'villian ambles after wealth, 4
Although he neter be richer than in hope. III,iv,50-5)

.

And ironically, the sceds for Ithamore's bétray&i of the Jéﬁ,
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the relationship with Bellamiya, have already been planted '

. a few scenes earlier (in III,i). But Barabas does receive A
admiration from Ithamore, both in the poisioning of the . ‘?

nuns “and the plot on the friars.- After Barabas! witch-

-
- Ty

like curée'over the cauldron Ithamore responds with "What
a blessing has he giwen't! Was ever a pot of rice porridge
. 80 sauced?" and he certainly ‘enjoys- the schcme which leads

. . A L
+ . to the death of the friars, particularly when he and Bara- > b
. {a) ! L
bas banter with the friar who thinks he -has Just murdered

'

the other friar: - . 2 . .

. Fie upontem master. Will you turn Christian when

1 friars turn devils and murder one .gnother? 1V iii, 32.33 .

Barabas? confldlng in and. befrlendlng Ferneze in the.
.o 2 ,
flnal act is similar to the relatlonshlp with Ithamore ex-

cept he now darlngly expects a former enemy to become a
friend and accomplice. His ignoring of the hlstory between
them, and expecting Ferneze's assistance are only partid 1y,
expllcable. Again the need for such an accomplice is ques- -

o

/ tionable; Barabas as easily as Ferneze cou&:’have been the

e
.

one to pull the rope, or if not.he himself, e could have
/. someone bther than Ferneze do it. But.Barapas wants to win
admiration from Ferneze and for that reason proclaims “'?is

fiot thy Wife which can avail me aught.® 1In all of his re-

L2

venge on Christians and the community of Malta in general, -
B and oﬁ Ferneze in particular,-it is curious' that Ferneze's -

death is not the goal: Barabas is ﬁot revenging the loss

!
{ & - \ "
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of his gold, TuCh of which was recovered from®the nunnery.
In plotting the death of Lodowick and Don Mathias we sce
clearly ‘that the hunger for gold is hot the motivation for
his actions. After Abigail has taken Lodowick inside, and

Barabas gloats "The'account is made, for Lodowick dies" he

K »y, -

H
inter;ects this comment,unrelated to the plot revealing
what his motlvation is not:

My factor sends me word a merchant's fled
That owes me for a hundred tun of wine.
I weigh it thus much (snapplng his fingers).

I have wealth .enough 11,1ji, ZhﬁiZ o , :

£

‘:1' ' Barabas is net'revenging the loss‘dflgold, but, the 1lpss
of statutelin'ihe eyes of the community, therefofe it is \\B
" not Fernieze's death that is sought, but Fernese's realiza-
tion of hls 51nlscer 1ngenu1ny. It is evident iu Eéréeasf~
oo question to Ferneze "What wilt ' thou give me..." that the
‘money he expects to receive is but a measure of the esteem
- he will attaln from the freelng af Malta.x ’

¢

What wigt thou’ glve me, governor to procure )
A dissolution of the slavish bonds
Wherein the Turk hath ygked your land and you?

“ . What will you give me if I render you |

« The life of Calymath, surprise his men, - T 8.
And in an out-House of the €ity -shut " .
‘His soldiers, tlll havevCOnsuéed 'em all with flre°

* What will you glve him that proﬁureth this? V,ii, 76-83 .

-

' The entire sgheme is pridefully explalned in %ct V, scene v | '

f > to an admlring accomp ice who responded-with "0, excellent!"
but again Barabqs is egrayed. Evkn after the betrayal in :;
I . (,
] ’ t
4 ‘ -
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his .dying spcech, Barabas attcmpts to make Ferneze and the,
' L

others understand his ingenious cunning, and the control

over Ferneze and the community of Malta, that ‘comes from

using 1it:

Know, Governor, 'twas I that slew thy son.,
I framcd the challengé that did make them meet. o
**+Know, Calymath, I aimed thy overthrow,
And had I but escaped this stratagcm,
I-would have brought, confussion on you all,
.Damned Christians, dogs, and Turkish infidels!
C8 ’ V,v,81-6

.

" Barabas! desire for admiration continubﬁsly involves
him in the fundamental tension of the play, beiween éelf and
community.  He needs others because he needs their reSpect
"but he recognizas no lelgatlons toward them- he wants one-
81ded rolatlonshlps.évFurthermore he wants the isolation and
_SPcurlty of his enclosure metaphor. There is another in-
stance of w1thdrawl in, the play, in the nuns who wish to

shun the eVils of the ewgryday world; the Abbess even com-

S

.

mengp on this desire in thé first thiee of her eight lines:

ea

The better; for we love t ta be seen.
*Tis thirty winters long since some of us '
, Dld stray so far amongst the multitade. I,1ii,306-8
But, ﬁhelr p sitlon, though one vulnerable to the policy of

Barabas, is at least. fullfilllng in one sense, and that is

: the,salvapion they presumably achieve. Barabas'\need for

«
-admiration on the other hand, contradicts and destroys his '
désire for withdrawl. These two desires’ seem to be ful—

filled 51mu1taneously~on1y before Fcrnoze implementa his

s A

-
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o
plgq.to raise }He tribute; Barabas is alone in his éounb--
ing hous~ dcmanﬁing, and rébpiving to some degree, from the
other merchants, and from the audience, deserved admiration.
After this, thewgh, Barabas has iost’the adimiration of "the
community,' or illusion of it, and through his rchﬂgo is -
- drawn further and further into_ the community of lialta, un- -

»

til he finally finds himself in the position of, maximum in-

Y

volvement, the office of governor. Throughout the play his

selfish, egotistical desires clash'w{th his need for com-

munity (as admirers, accomplices, and to be uscd) #nd like

this claéh of paradokical premiges on all the chgr‘lévels, ...
each position destroys the other withcut creating’a‘new ’

moderate one. This 13 indeed a piay ol tLension beiweern
.. y

L]

?

t + + poles, and of the destructio? and failure of extremes. It
ends not triumphantly ‘as Ferneze would have it, but emptily
and searchingly, still asking the question which prdvides

its tension.




Jew of Malta," Mankind to Marlowe: Growth of .Structure in

Footnotes:

o

1-,s, Ellot "Christopher Marlowe, Selected
Essays (New York: Harcourt, Brace and World, Inc., 1932)
rpt. in Slifford Leech, ‘Marlowe: A.Collection of Critical
Egsays, "Twentieth Centuryﬁvﬁéws" (Enhglewood Cllffs Pren-
tlce-Hél enc, 1964) p 16. .

2 Douglas Cole,’ SufferlngAand Evil in the Plays of

" Christopher Marlowe (Princeton: Princeton University

Press, 1962), pp. 123-1L4.

3 Observed by Kirschbaum in thiss introduction to

" Leo K%rschbaum, ed. The Plays of Christopher Marlowe °
. (New York: World Publishlng éo., 19627 p.13%L.

4 Harry Levin, The Qverreacher: A Study of Chris-
topher Marlowe (Cambrudge Harvard University Press, -

193%6 p. 87

5 The p01nt‘%hat half of the play works in one dir-
ecticn, and half in the other needs some qualification.
I have called this the major pattern in our response, but

. their are also many 'minor, more frequent shifts of respcnse.

Since these are much more difficult to define, involve
shades in ambivalent feelings subject to more personal’

interpretations, and make the same major point I will not
dlscuss them in meticulous detall : , [ : >~
7 N P

6 ' The suggestion 1s borrowed from Levin, p. 86

7 This is also maintained by David Bevington, "The

the Popular Drama of Tudor England (bambrldgo Harvard
University Press, 1902) rpt. in Clifford Leech, Marlowe:
A Collection of Critical Essays, 'Twentieth Cpntury Views"

Lnglewood Cliffs, Prenticc Hall Inc., 1964) pp. 150

8 . The term is from Levin, p. 87. I

‘ v
9 Thls oftpn cited fact was first notices ¥ Levin,
PP 90-91. ) . ' ’
. b ’ %
10 Bevington, as well, - suggests this, P 151

11 The word pollcy is used very loscly by the char—
acters in the play to refer to any act of injustice ar
deception; thus Ferneze's seizure of the Jew's wealth,
Barabas! clever revenge plots, and Ithamore's’, Bellamira's,,
and Pilia-Borza's blackmail can all be called policy.
-y . . . ) v
N .
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servation niade by Cole, p. 124 ;
evington notices this too, p. 150.

Levin, p. 99.
. Be\}ington, pp. 151-152.
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Much of the criticai attention Kurt Vonnegut has re-
ceived has been directed to his conceptions ofiwriting and -
" himself as a writer. He has frequently been askodiabout |
he subject in interviéws, but has not really e§plicated
. any- encompassing theory about his writing. Although Peter .
Reedl ~ discusses Vonnegut's view,of writing, and of ﬂip-

N .
self as a writer, in his analysis of Mother Night; that

Vonnegut carefully and elanrately embeds within the novels
themselves conceptions of Qonnegut the writer, and of the -
act of writing, has éénerally gone unnoticed. .A close iook
at his novels, however, seéms to show this. )

o

His latest novel,Breakfast of Champions, is a case 1in

point. In the introduction he straightforwardly offers
a specific purpose for this novel: ’

I'm throwing out charactefs from my other books,
too. I'm not going to put on any more puppet
shows. {p. 5) :
. ‘ o
Vonnegut's recognition df"phe pattern of recycling his char-

acters,;s certainly one of the reasons why he .has come to

write a novel about writing and its consequences. He is

a-man obsessed by the characters he has created, as well

as by the metaphors he @as used. Many of the chafacpers &
have appeared in two or more novels: Kilgore Trout’ in

ﬁhree, Eliot Rosewater in three, The Rumford family in NS

three, and Howardrpampbell in two. But,settings, which 1like
. g ! -t -

1 .Peter Reed, Kurt Vonnegut, Jr. "Writers for the Spvpnties"
(New York: Warner Books, 1972), pp. 88-118

w
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~ . - _)’ ! .
the,qQ?racters‘are priméfily metaphorical, reappeér too. \

;v' -
Almost all of the novels aré,set'in or concern someone

from either Illium, New York,'or Indianapolis, Indiana;

. and Dresden and the planet Traflamadore are each mentioned

in at least two books. Even phrases are borrowed fwom

I

.earlier novels; "Poo-tee-weet?" and theadog'soundfhg like

a "big bronze gong" both from élaughterhbuse Five, are

two example#. So the pattern of reusing or recycling is

one of Vonnegut's trademarks, and serves to show that he.

. - DA .
is obsessed not only by the actual situations his meta-
phors represent, but by the use of particular metaphors

as well. In short, he se¢ms obsessediby his own writing,

. and his stated reason for writing Jreaktast of Champions

is to rid himself of the obsession with these particular
. Y . - -
means of self expression.

<3

A X

But Breakfast of éhampions concerns more abo%t writing
than Jusg'the very personai greoccupatipn. The questions
of Yhy orie should write; and the consequences of writing
are central themes. " In terms oﬁfgigkw(the no;el conti;u-
ally“mo;es towa;? the meeting of Kilgére Trout and Dwayne
Hoover, with Dwayne going completely crazy, and'Tpo&%%l '
léarping a valuable lesson asla,conéequence.Trout's les-~
son is of course, the thematic-focus of th® book, for he

learns the importance of a writer's projectisglgo6d or
Pl i N
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N -bad ideas. - _ ' S - L B |
Vonnegut Sbéteé this:simple théme as éarly as Chapter : - g

- 1. Dwayne Hoover was slowly going 1nsane &g a result of
» t el . \

"had chemicals," "but, "llke all novice lunatics; needed N
et
some bad ideas, too, so that his craziness could haVe shape

an directlon. ' He explalns hls formula for madness in Tow

~

maintaining ant "bad chemicals-and bad ideas were the .
v Yin and Yang of madness." K{lgofe'Trout.is, of cqu;se, NN

the supg}ier of Dwaxne's pad ilegs, but &his }nstance“of:

having béen a mind p;isoner‘teaohes him the ‘importance’ :.‘ -

6o of- ideas. 'Trout imagined‘he'was "Tharmless," "invisible,®

-

. and even "dead,” "but he learned from his encounter with
; v Dwayne that he was alive énough to give a fellow humanf .

being ideag which would turn-him into & monster." Learn- ,-
L ! - :
ing the obvious lesson Trout begins to proclainm that "ideas

o or the lack of them can cause disease," and with the suc-

LY e

oinctness and didacticism.of a Kilgore Trout plot, Von-

.negut has Trout\become famous for thé\development of this

e .~

: 4
! : . theory: . . . v s , }

f‘Kf?L T\\\\\ Kilgore Trout became pioneer in the field of men.
- ‘tal health. He advances his theories disguised [
: R N as science-fiction. He died in 1981, almost I
- , \\\; twenty years after he made Dwayne: Hoover so sick.
‘ " 'He was by then recognized as a great artist and
scientist, (pp. 15-16)

’ T ﬁmch more,elaboration of this theme®comes during the

v course of the book." Throughout the movel there are several

/g




‘referéences to the fnsignificance with which art is ofﬁen

viewed. When %ﬁding in the truck on the way to Midland
: i‘gc} Festival of the Arts, Trout' did not tell the driver

'ho‘waé a writer because he "on&erstood thgt hooest work—’ S

* ing people has no use for the arts." Until the "spiritua{ , h
| ' ~olimax"' of the novgl ‘Vonnegut seems to agree, as evid- o
| Coe enced by'his discussion of the~re1evance of art to Eldon . .\\L;>\;
’ Robblns the black dishwasher at the Holiday Inn's res- | o

¢ r

" taurant and cocktail loungg o o N

He had no use-for works of art, exc pt for cheap
D .- and simple ones which weren't me to live very
v, ' long. ° . ° (po 213

Vo S One of the jokes running through several of Vonnegut's

L4
i

“novels i~ Kilgore Troyt's anonymity‘ In expanding the joke
.f a bit, the truck driver tells Trout a story about using
_ books and magazines as toilet paper in the jail in Lib-
AY . ‘ertyville Georgla. and naturally the only thing the truok
. driver has read in: yearo is a piece of “toilet paper by
- ~K:llgore Trout. Following the joke further, Trout's book -
" or toilet oaper, is about a planet on which works of art. - . -f.
are valued absolutely arbiﬁrérily by ;spinning a’wheei to. .,

. : determlne what was of value and what, was worthless. C o

) But\the novel finally 1naista that art and the ideas . {
contained therein ‘are very important.’  Trout and/o; o

...' Ayt
Y] : . 14 ' J -

v
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- ~
' Vonnegut speaking throuéh him, offers an insight as to
-why. ideas have not generaily been appreciated-as imbort;_

ant. ‘In his most popular novel,Plague .on Wheels, he %

explains why humans.did not reject ideas that were bad: -

"Ideas on Earth were badges of friendship or
; enmity. Their content did not matter. Friends
agreed with friends, in order to express friend-
--liness.  Enemies disagreed.with enemies, in
order to express enmity.
"The ideas Earthlings held didn't matter for
- .+ hundreds of thousands of 'years, since they
. . couldn't do much about them anyway. Ideas .
' might as well be badges as anything. N T
"They even'had a-saying about the futility
of ideas: *If wishes were horses, beggars
would ride.!? -
MAnd then Earthlings discovered tools. Sud-
denly agreeing.with friends could be a form
of,-suicide or worse. But agreements went on,
not for the sake of common sense or decengy
« . " or self-preservation, but for friendliness.
"Earthlings went on being frieridly, when they
should have been-thinking instead. And even ,
when they built computers to do some thinking - ‘
for them, they designed them not so much for '
wisdom as for friendliness. So they were .
doomed. Homicidal beggars could ride.® (p 28) \

But thé consequences of accepting bad ideas go much]
further than DQéyng Hooverts insanity, even if the fully ‘
developed insanity pre;ipitated by Trout is a symbol forsucﬁ
gqcéptance. In Kilsore Trout's journey to Midland city there is
example after example of mankind withinkingly accepting '
bad iéeaa. The degenerate state of New York's fp;ty-

Second Street, the violence there, and the destruction of
‘the countrysides of New Jersey and West.Virginié are all

Ye

.exdmplqs of mankind's atgpidityig\a is the treatment of



‘ .o ) .

: élacksx whlch is repeatedly reférred to, and the concept
of'privéfe ownershlp by a few whlch creates poverty for
the .many. But-desplte Vonnegut's profuse illustration of
.this, he offers an excuse for_people most obviously res- —
ponsible, and places the blame pn bad ideas in art: 2

I'had no respect whatsoever for. the crpative works .
~of-either the painter or of the novelist. I thought )
. Karabekian with his meaningless pictures had en- '
"t 7 .. _.tered into a conspiracy with millionaires to make .
poor people feel stupid. I thought Beatrice L
- Keedsler had joined hands with other ‘old-fashioned . :
o storytellers to make people believe that.life had ¢
) leading characters, minorchargcters,significant - ]
details, in81gn\f1cant details, ‘that it had lessons -
to be learned tests to be passed and a beginning,.
a middle, and an end.
As I appreached my fiftieth birthday, I had become .
more and more enraged and. mystified by. the idiot . -
decisions made by my countrymen. And I had come’
suddenly to pity them, for 1 understood how in-
nocent and hatural it was for them to behave so :
abominably, and with such abominable results:. y o
‘ They were doing their best to liwve like people SR .
‘ ‘invented in story books. This was the reason Am-
ericans shot each other so often: It was a con-
venient literary device for ending short stories
and books. , :
Y Why were so many Amerlcans treated by their gov- -
ernment as though their: lives ‘were as disposable
as paper facial tissues? - Because that was the way
authors customarily treated bit-part playefs in \\
their made-up tales. :
And so on. ' . .
Once I understood what was making America such a -
dangerous, unhappy nation of people who had noth-
' ing to do with real life, I resolved to shun story- . L
telling. I would write abput life. Every person . L
" wpuld be exactly as important as any other. All - | )
facts would also be given equagl weightiness. No-
thing would be left gut. Let others brin% ‘order
> to chaos. I would bring chaos to order, nstead
which I think I have done, ,
If all writers would do that, than perhaps citi-
~ zéns not in the 1iterary trades wil underamand

’ .
! e
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v *  of chaos instead.'

. ’ I .am living proof of that: It can be done. x

realism in his novels.

_~ -~ %  life which truly matters, with nothing left out. It

that there is no order in ‘the world around us, -

that we .must adapt ourselvps to Lhe requxrempncs ,/
It is hard to adapt to chaos but it can be done X ‘o

. (pp. 209-210) . "

This seems to suggest that novels should be absolutely're- : o

éiistic, at least in some "sehse. In “the spiritual climax"

of the book this seems to be qualified or more fully defined.

At this point donnegut claims "tha%\l; the author: am sud-

denf; transformed by what I have done so far." He says he -

had come[ﬁq the conclusion "that there was nothingpsapred

about myself or about any human being," and that we'wére all

machines. But Karabekian's explanation-of his painting

changes thab restoring Vonnegut's faith in the valldlty

of art, anq probably justifying the lack of conventional L.

£

"I now give you my word of honor,” he went on, "that
_the picture your city owns shows everything about

is a picture of the awareness of every animal. It.
is the immaterial core of every animal -- that *I .-
. am' to which all. messagesS are sent. It is all that
is alive in any of us-- in a mouse, in a deer, in - a
cocktail waitress. It is unwavering and pure, no -
matter what preposterous adventure may befall us.:’ .
A sacred picture of Saint. Anthony alone is one ver-
~ ' tical, unwavering band of light. If’a cockroach .
weére near him, or a cocktail waitress, the picture =
y ~would show. two such bands of light. Our awareness
J 'is all that is alive and maybe sacred in any of us.
Everything else about us iBs dead mach1?erys |
p. 221 .

Vonnegut is definitely not arguing for realism, but for an

‘ expression of truth thab is stripped of cumbersome,and ir-

.

relevant details as he auggeats later. .




i

o

9

. I could go on and on with the intimate details
about the various lives of people on the super—
ambulance, but what good -is more informati

1 agree with Kilgore Trout about realisﬂ?g novels
and their accumulations of nit-picking details.

In Trout's novel The Pan-Galactic Memory Bank, the
hero is on a space Shlp two hundred miles long
and' sixty-two miles in diameter. He gets a re-
alistic novel out of the branch library.in his
neighb8rhood. He reads about sixty pages of it,
and then takes it back.

The librarian asks him why he doesn't like it,
and he says to her, "I already know about human
‘beings. " . .

And so on. B, (g 278)

- Breakfast of Champlons however, is not the first novel

in which Vonnegut has given direct thematic con91deration

to the problems of the writer. Although "quite a different

)
o+

novel in style,\structure, and scope of presentatioh of

theme, Mother Night concerns very similar themes reaching

- ~ .

similar conclusions. . Even Vonnegut's simplified "morals"

reveal—thethematic kinship of the two ngvels. His claim

that "we are what we pretend to be, so we must be careful

_about what we pretend to be" is clearly related to and ex-

tended by Troﬁt's "ideas or the lack of them can cause

, S
'disease." 'In Mother Night the major concern is for the

consequences of being an artist? or more generally of being.
: /

the dreator of pretense and consideration~of Mother Night

reveals Vonnegut's early interest in wrltlng about writing,

-and ‘adds significantly to what Vonnegut has to say about

the subject. S ) . "
The’ nOVel though supposedly "edited" by Vonnegut, 18

narrated by-Howard Campbell Jr., whose "confessions" provide

) -

v or f
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the exemplum for the "moral." Being a double agent in World .
War Two, a spy for the Americaﬁg and a propagandlst for
the Germans, he provides a clear vehicle for con51dering

t

|

|

|

i

l

L . the relation qé prétefise and reality. But as early as
L A when he is asked t; become a Spy, any cClear distinction

| bet;een the real and the pret;nge begins to break down.

; He had taken the position that if war broke out he. cpuld
; : continue to work at his "peaceful trade" of wrlting plays,
| and he admits that the best reason for becomlng|a spy is
[ that he is a “ham." OBvidﬁsly his motivation for becomJ’

: . ing a double gent is not to support ‘the side he regarded .
: | ép'"right," égr he seems completely disinterested in poll-
" tics.  His only enthu31asm for the plan is that he would

4

become an actor:

L

As a‘spy of the sort he described, I would haVe
an opportunity for som€ pretty grand acting.. I
would fool everyone with my brilliant interpret-
e ation of-a Nazi, inside’'and out. (p. 41) ',
Hence, he continues to play the role of an artist and re-
maidh\détacﬂed from politics. As plawaightland as actor,
. Campbell can be considered as Vonnegut's metaphor for the
artist. A ' N 7
When first becoming a spy, Campbell as actor, ;;;;\\\;\<\
- clearly saw his role as propagandist as a pretense quite
" different from "the honest [?elf he] hid 80 deep inside,"
4 .but he later begins to see the deterioration of that

“~ C s .

‘érj.rw;gt o
’
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distinction when His Nazi father-in-law, who suspecﬁed

: ' ¢ y s " t
him of being a-spy,explains the importance and influence
of Campbell &s a propagandist: '

"Because you never served the enemy asgwell ‘as
i you served us," he said. I realized that’ almost ¢
all the ideas "I -hold now,. hat make me ashamed of
anything I may have felt or done as a’Nazi, came
. . not f{rom Hitler, not from Goebbels, not from Him-
-~ mler-but from you." )
He took my .hand. "You- alone kept me ‘from con-
cluding that Germany had gone ihsane." (pp 8o-1)

~ .
Nevertheless, As Vonnegut makes it increasingly qlear that
'°the real™ Campbell is playing both roles, he -does not let -

" the two selves merge- into one.‘ One of the most emotlonally

shattering events in Campbell&s generally uncaring life is

’hlS unknow1ng broadcast news of his WIfP'S dlqappparanc

As he explains his reaction:
' , . x ’ ) ' .
It represented, I.suppose, a wider separation of
my several selves than even.Il can bear to think .
about. . (p. 136) - oL -

That all ovaampbell's'severaL selves are qqually real’ ' :

becomes explicit in his, conversation with his Fairy Blue

Godmother, the man;who énlisted him as a 8py: vl

+  "How many ‘people knew what.I was doing?" I said.
"The good things or the bad?" he said.
®"The good;" I said,

"Three of us," he said. ° . *','
"That's all?" I said.
- "Three people ‘in all the world knew me for what

I was-" I said. "And all the rest-" I shrugged.
"They knew you for what you were, too,” he said
abruptly. . -
"That wasn't me,™ I said, startled by his sharp- o o
ness. ‘ L
"Whoever it was-" gaid Wirtanen, "he was one of - '

. the most vicious sons of bitches w?o efa;)liVed "

. . p. 13

L
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”-playwright for so long thaﬂ

e

The reason for Campbell?s confu81on of pretense and reality

is- explained clearly by Kraft in thé defense hé offers for,
Campbell' '

...[he] shouldn't be held resPon51b1e ‘for [his] - L

acts, since, [he] was a political idiot, an artist
who could not distinguish between reality and’
dreams. . (p. 189)

-
i

It_is precisely because Campbell, as actor, is an artist,
A ‘ . '

.concerned, with the creation of pretense,_thst he loses

. his sense of reality,

Many of the other characters also exemplify Vonnegut's

" theme Bf’being what ‘one pretends<td be.‘Resi Noth presends

to be her ‘sister Helga, and succeeds so well that the gov-
ernment of East Germany, Dr. Jones and company, and Camp-

bell all treat her as Helga. nd Bodovskov the Ru531an

.

who republishes all of Campbe l's works, claim$ to be a

‘ e finally becomes one and isj
consequently shot for Morigi élitf." Buﬁ the examgls of
Kraft brings the question back to the artist. | He 11ves ‘a
schizophrenic life similar to Campbell's, simultaneously
helping Campbell, in terms of both friendship and logistics
‘for the escape frdém O'Hare and company and turning him
over to the Russians. Kraft has built a Russian spy or-
ganization, but ironically almost all of his men -are -

American agents Antist‘and spy, however, is his primar}

'(/\3 duality, but-unlike'Chmpbell, he can sustain his schizod _

-~ n:\‘\ »A,i‘ .



" phrenia. When confronted w1th his ineptitude at the end -

Fa

"no guilt for what he did.' In fact Campbell views his actions: :
: L .

-cause of his mlsery, as a crime against himself. .

' offthié,‘but:Bodévskov, the plagiarist,is another good ex-

.
- A
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of his career as a sPY, ‘he can comfortably claim ”bhat
\
none of this really concerns me, because I'ma painter."

“ .
’ A

But Campbell reallzes that he was both spy. and propag- -
andlst and must admrt to as much. Flnally, only Campbell’s ;
.€031tlon is tenable, as he W1lling1y accepts the totality

of self, and views hls schizophrenia, because it is the ' ]

Through Campbell Vonnegut also explores thé idea of ( R

artist as confidence man. Certainly Campbell is a\paradigm

anple.l But neither is exécuted cn,tnese ground. Bodovoskov

[

is snoo for really expressing himself fqr the first time,. /f/

and Campbell*s self-execution™2s for crimes againpt himself. e

The confidence-artist‘is not really condemned by ¥Yonnegut . \\;'

)

either: :Bodovskov is harmlessly amusing ahd Campbell feels

as in keeping with the character of his world. His crimes
are certainli not'nomel:\ as he'says they "are'as ancient U 3 :7
as Solomon's old gray-stones." Generally, he is disgusted oo

with the ‘world, and finds 4t difficult to féel guilty about .
commﬂttin%Jcrimes in a world so full of crimes.: The follow- n:lit

-\k\.ing,is perhaps his best expression of his attitude toward

PR

.tbe relation of himself and his world: \
‘L . TN ' e




. . 5. .
- ’ I had hoped, as a broadcaster, to be merely -

B T . ludicrous, but this is-a hard world to be ludi- ' '

o L °  “crous in, with so many human beings reluctant: :

¥ to laugh, so incapable of thought, so eager to
o believe .and snarl and hate. So many people

L : - - wanted to believe me!

. Say what you will about the sweet miracle of

unquestlonlng faith, " I consider a capacity for
it terrmfylng and absolutely vile.  (p. 120)

Throughout his conf9551ons Campbell is very careful

.to point out the differenqés between himself and the other ‘ N

4

fanatical people he encounters. Their actions can be at- S
tributed to various. kinds of mental disorders, while Camp-
v bell is fully aware and rational, but also a victim of his
| delusion in that his reél“self is éebarate from the Nazi pose
o he takes. 1In clarifylng the distinction betwéen hlASEIf
' and Eichmann he claims that Elchdhnn "should be sent to the
* hospital, and that I am the sort of person for whom punlsh-~
ments’by fair, just men were deviséq;" _But the most com- ‘ C
prehenqive explanagion.of differenceé in perceptions is
Caﬁpbell*s ﬁheory of mental géars:. o ' ..
Jones wasn't completely crazy. The dlsmaylng.‘
: . hing about the classic totalitarian mind is:
at any given gear, though mutilated, will

' v ‘have at its circumference unbroken sequences
: - of teeth that are immaculately ma1ntalned

o R that are exquisitely machlned. : s .
| v The missing teeth, of course, are simple), ob-' L
| L - vioug truths, truths available and co prehen-
& . ) sible even o ten-year olds, in most dases. (
3 ‘ .. .The willful filing off of gear teeth, 'the will-
S v ful doing without certain obvious pieces of
., information-
R ) That was how a.household as contradictory as

- one composed of ‘Jones, Father Keely, Vice- v

.. Bundesfuehrer, and the Black Fuehrer could ;
exist in relative harmony-

RN

« "“:
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ThlS 'was how my father-in-law .could eontain
in onet mind an indifference toward slave woman — e
and love for a blue vase- )
That was how Rudolf Hoess, Commandant of Aus-
chwitz,. cduld alternate over the, loudspeakers
of Auschwit z great muslc and calls for corpse-~
carriersa
That ‘was how Nazi Germany could sense no impor- v
tant differences between’ c1V1llzatlon and hydro-.
- phobla- (
.. That'is the closest I can come to explalnlng the . N
. °  legions, the nations of lunatics I've seen in my
“time. ... -
. But never have I willfully’ destroyed a tooth on o\
. a gear of my thinking machine. Never-have I
' said to myself, "ThlS fact I can do without."

' ‘ (pp.ﬂbZ—B) ‘/
Hoess, Eichmann, Jones, the Black Fuehrer, and others simply
" find it convenient to ignore parth’of reéliﬁy, but for Camﬁ-
‘bell, and by- implication for all-artisbs, the creation of
the artifiqial can obscure reality ﬁo such a degree that a
;ehée of the réal is lost. Though ignoring reality is inex-' X
‘cusable in either case, the artist, at least can redeem
himsel? by being_ %"careful" about the.pretense he creates.

But in,additibn'to Campbéll and Kraft, ﬁh; “éditor“

also represents one of the possible failings of the artiat'

he can be trivial. The "editor" of Mother Night is ina position

to establish a per;;ective on Campbell other than Camp~ L€
bell's own, but fails to do so. He gives the reader very ; "f T
little insight into Campbell. His warning that Campbefl '
‘hight not be télling.the complete tiuth. ' . :




‘entitled Moth

ol

To say "that he was a writer is to say that

tHe demands of art alone were:enough to make

- him Yie, and-to lie without seeing any harm
.in-it. Ta-say that he was a playwright is

.'to offer an even harsher warning to the reader,
for not one is a better liar than a man who has
warped "lives and passions onto something as

- grotesquely artificial as a stage. (p. ix)

is made completely amblguous when he adds

v,
’ “And now that P’ve said that about lylng, I w111
rlsk the opinion that lies told for the ‘sake

artistic effect-in the theater, for instance,

and -in Campbell's confessions, perhaps-can be,

. .in a h;gﬁer sense the most begulling forms of
truth,”. N {p. ix)

The "editor"/offers an explanatlon for the title of the

novel, and explains Campbell's wish to dedicate the book

" o himself. but on the whole does little to deepen the

»

_rea%g?'a view of Campbe11; S
. The ®"Editor's Note™ does serve a.puppoee in the novel
though. By including the "Editor's Noue".;ithin the novel -
i ht,_Yonpegut eftablishes the presence of

{

anoﬁher voice'in the novel. With the "editor"‘Vonnegut

createa a second "‘metaphor for the wrlter and shows that the .

. writer can be trivial. His "editor“ makes most of the jpn-'

ventional statments made by editors, explaining the dif
ficulties and pitfalla of eddting the partie¥lar‘mqterial,

, eiting all alterations in the text,, and statiné'ghat he has

corrected spelling and punctuation. But Vonnegut, makes fun

of hia conapscuously uninspired "editor" by introducing sub-
" [ ject matter which is comically" unbelievable, and highly




inappmpriate for the '{\editor'é'm'echa;xical style. 'Phe most °

notable instance of this is the ehmmation, at t;he 1nsist.-

‘ ance of the publlsher's lawyer (a conventlonal way of in-

Y -

cluding the excluded), of a clalm of one of the Iroh-Guards- w2

guen: of, the White Sons of the}Am@%igan_Constitution,'"I'm a

better American than you are! My féth“}xinvented 'I-Am-An— .
American Day'!'"’'on the grounds that ﬁhough it wﬁ really . . .,,'

'
Vonnegutts second metaphor for the artist; ‘the "editor,

said, it is untrue and{ﬁmderous to the actual fwnders.
"has a- difi‘erent shortc¢oming than Campbell, but, nevertheless.
both work together to illustrate ways An which the artist ’ '
can be inad‘equate. The ®"editor" is simply tr:wlal and *bey- A .
cause of his acting Camp\)ell is deceived about the true »

nature of the self. . % ' .- o . oL

Though Mother Night focuses on a slightly different

area of the question of }rt than does Breakfast of Champions,

the two novels together are a reasonably complete expression . °
of Vonnegut's _generali\ﬁev_v of art and\the artist.' The ’ ‘
second’ 'loo\ks‘px:imarily outward and is concerned with the
con!equences of audience react.ion’ to art, wh.’cle the firat.x ‘cf
looks inward and concentrat s on ‘the generic' artist ?actor, '
writer, painter), leaving relatively unexplored and ‘only
implied the idea that t‘.he consequences of an audience'a
reaction to art should be an important concern for the

artist. - But Vonnegut is not just intereated in generalities:
. . N - ~ .

-




. 1ngs discovered within himself. -

*
-~

the: problems ‘or issues surroﬂgg;gé art in geheral certainly -

-apily specifically %o him.. There .are necessarily personal
reasons for writlng. and for wrliting about ‘what he does, .
and for writing the way he does, and these apecif1cs seem

Nto préoccupy Vonnegut's mind even more than generalities.
More often than not w;thln his novels he ‘reflects on at
least. one of these personal aspects “of his’ writing. Many '
‘critics are careful to show the supreme impo;tance of bio-
graphical detail 15 his writings, and in introduetions;;

and Sometimes within the novels themselves, he willingly'

admits a8 much. But he goes furtﬁér than this simple com-

® . ment, and frequently exposes himself(as a man and as a

LA §

writer behind a fiction. He seems‘continually concornod
with defining for himself and expresszng to hls reader the °
reaaon he writes about what he does in the way he does. Al-
though his novels obviously look outward and comment on the
world he aees, they also look inward to their author aqd

examine his role. To this extent Yonnegut is a writer who

is perhaps solipsistic, explici#ly revealing personal mean- .

Although most of the novels reveaﬂ the author beHind

the fiction in some way, Breakfast of Champions is again.
the clearest and mbst obvious example. An indication of
the way Vonnegut feela out his relation to his fictions

10, again, his comment that he is!not going to put on any

P
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- undercutting the validity of this "face," Vonnegut insists (L

\

‘\ v - Te—

A

\ ..

more puppet shows.®' He obviously thinks é&:t.he is ré-

véaled‘quite clear}§ in his novels, with th suggestion
that his characters are primarily one dimensjonal represen-
tations of particular ideas,which they are.

In B;eakfast of Chqmgioﬁs.Vonneguﬁ'shows himself;in
the most straiéhtf&rward way possible, simply discussing
himself as the author in the process of writing the novel.
Although his presence: in tﬁg co¢ktail lounge during the
meeting of Dwayne Hoover and'Kilgore Trout is handled play-
fully, it certalnly has ‘serious ramlflcations as well. He
refuses to let’ the artifice of characters wlthln a no;el
attract all ofy the reader's attention, and contlnually
forceés the kgéder to see everything in the novel as the
creations of one man. But the novel comfortably operates
on two levels sxmultaneoualy, allowing the plight of the
characters, particularly in the final madness of Dwayne,
to be movlng, yhile malntalnlng that the author's mani- h )
pulatiog of them is a primary subject of the book. One N T
~can thematically anaiyze Breakfast of Champions using the )
shme terms and techniques as in the analysis of most other
novels (particularly non-contemporary ones). In 80 doing, S

characters and plot are taken at face value, but without
, , A

that the novel must also be viewed as an artificial product
of his mind.

4
~
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'+ phrasing. (pp. 24 & 120): CoNT L

-~

This -insistence is made in several ways: his hre- ~ ‘.
sence and comments to the effect that he can make char- "
dcters do as he wishes are the gaéz‘obv1ous. But he-also’
repeatedly identifies himselﬁﬁgith both of his maJor ii}
characters. Age is a common denomlnator of the two characters
and’the author, and this is ehpha31zed by Vonnegut's,parallel ) \
- When Dwayne was a boy, when‘Kilgere Trout was

13 a boy, when I was a boy..... (p. 24) - \
In comparing himself with his character, Dwayne‘HooJer;
Vonnegut has Dwayne come from the same geographical region

as himself.h And again using playful paralhellsm in lam- . .

guage to emphasize similarities, both Dwayne and Vonnegut ' “

L4

have charm: °

-~

L Dwayne Hoover,had oodles of charm.

I can have oddles of charm when I want ‘to.
A lot of people have oodles of charm. (p. 20)

{
!

The suicide of ﬂwayne'a wife is also frequently compared

to the suiclde of Vonnegut's mother, whether it be real or

1maginary. ]
The identification with Trout is even more striking.

X £

Of course both are acience fiction writers, although the
limits of this aspect of the comparison are not - fglly de— o
fined.zg Similar to the parallel with Owayne through his ’

g

)

2 The degree to which Vonnegut identifies with Trout, in - '

this and other novéls, will be discussed later, when the.
- ddentification with Trout throughout the novels will be —
considered. - . .



" the same mental dlsease of not being able to remember what

N " 3 N ) 5
mother, is the borfowing of his father's legs for Kilgere

Trout., Addltlonally, both Trout and Vonnegut suffer’ from» ,

\ A

a pergon looked like if he was not present. But going

even further than this, Trout's and Vonnegut's voices seem

to be the same in several places. A quite simple and legs

significant example is the discussion about the fixation

~

with girls! underpantg anqjgold.‘ After Vonnegut has said: .

So there was a madness‘about wide-open beavers. -

There was also a madness about a soft, weak

‘metal, an element, which had somehow been de-

clared the most desirable of all elements, which

~ was gold. - p. 24)

he has Trout reiterate the same idea in his dicussion of .
the two monsters that inhabited earth when he was a boy:

They were the arbitrary lusts for gold, and God -

help us, for a gllmpse of a little girls' underu

pants. ‘ . - (p. 25) £ to
The two even use the.same phrases, such as "doodley-squat" | 1 -
and “Wleeks." The explanation of why humans regarded ideas .

P ) .

as unimportant badges of friendship or enmity,'which codes e

from Trout's Plague .on Wheels, certainly. seems like'the' . i

explanatlon Vonnegut is offering. And Trout's statement - I

"jdeas or the lack of them can caﬁse‘diseaaef\ns obviously
one of the thematic statementa of the book B
Yet the most dominant and important technique for ‘eXwe g
poaing the artist benind the artifice of the novel La aimp}y
style. The’sﬁyle.continuously breaks down the very ortik

-
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‘ Jgggphy in being a kind of aelfvindulgent exhibitionij

o

ficiality of words, refusing to allow Gagueness or am-

-
~

biguity. éverythlng must besliteral and concrete.AA purely
verbal example of the breaking down of things to ‘their sim- .

pleat and¢most li'teral terms is the description of the "sea

pirates®" use of fire arms: .- .
... they-had gunpowder, which was a mixture ‘of
potassium ‘nitrate, charcoal, and sulphur. They
touched this. seemingly llstless powder with fire,
and it turned-violently into gas.. This gas blew
projectiles out of metal tubes at terrific velo-
cities. The projectiles cut through meat and .
bone very easily, so the pirates could wreck the

. ¥  wiring or the bellows or the plumbing of a stub-

- "born human being even when he Yas fag, far away. .

' : p- 12) -

3
1

LY -~

But words are frequently not’ concrete enough and Vonnegut

depends heavily on the use of drawings. Instead of an at-

tempt at a Verbal descriptlon, he simply says "it looks llke .

this.” The early example of the word "beaver" clearly 11-
lustrates what he does through style. The metaphorical

meaning of-the work is not allowed to ‘stand alone, but ust

be accompanied by a verbal description of the animal called®

a beaver, and pictures of‘/pth the actual and’ ?etaphor‘cal

beavers. And Vonnegut quite 1ntent10pa11y demonstrate

‘;his ‘style with. a pornographzc example, because he wan s to

auggest that Breakfast of Champlions is somewhat like porno-

his style, and his early opinion.of Rabo Karabekian jas a

“vain and weak and trashy man,® he is also project an

“image of the writer theugh iﬁ-id later transformed/ as child-

ishly preoccupiéd with the se;f. One of the resu ;h of this

With

o
B
-
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vcrf domlneerlng style is the ,Same as é;at of the 1den-
Elflcatlons and of the direct comments of his manlpul-
ation'\ he wishes to cons1der the reality u7der the arti-‘
fice. As he is llteral about what is said and shown in
the no?el he wants to be literal about the book itself,
and the literal truth is, of course, that the book is all
a product of his,iméginatiod. But this is obviously true
of all novels, so Vonnegut @ust use this fact to show
‘ somethlng 1n terms of hlmself to makq it woﬁth all the
trouble of establlshlng it so exceedlngly clearly\ )
a Certainly part of the significance of the novel fbr
Vonnegut is éhe ridding of obsessions he discussed in his
preface, and the bidding farewell to his characters which
comes near the end: But these have importance only in

regard to his cannon'as a whole, and do not really add'sig-

nificantly to the meaning of Breakfast of Champions as an

individual work.e« But what is important for this novel is
that he sees the climax of the book in terms of his feel-

ings about art in general, and his art id particular. His

dismay at the social irrelevance of art, the self indulgent van-

ity of artists,and the mechanical quality of his ;yn writing
is changed to fulfillment as he realizes the sacred value
of'thg "bands og light" within every living creature, qf thg
unadorned expression of -them, aqg the expiéasioq of his own

. 3
"awareness,® his "l am®; - V-
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. . And now comes the spiritual climax of this book,

! for it is at this point that. I, the author, am
suddenly transformed by what I "have done so fan.
This is why I had gone to Midlapd City:" to be
born again. And .Chaos. announced that it was about
to give birth to a new me by putting these words
in the mouth of Rabo Karabekian:...

And my own pre-earthquake conditien must be taken
into consideration, too, since I was the one who
was being reborn. Nobody else in the cocktail
lounge was reborn, as far as I know. The rest

: got their minds changed, some of them, about the

. \ value of modern art.

' As for myself: 1 had come to the conclusion that
there was nothing sacred about myself or about

any human being, that we were all machines, doomed

: to collide and collide and collide. For want of

anything better to do, we became fans of collisions.
Sometimes 1 wrote well about collisions, which meant
I was a writing machine in. %ood repair. Sometimes
I wrote badly, which meant 1 was a writing machine
in bad repair. I no more harbored sacredness than
did a Pontiac¢, a mousetrap, or a-South Bend Lathe..
I did not rexpect Rabo Karabekian to rescue me. I
had created him, and he was in my opinion+*a vain
and weak and trashy man, no artist at all. But it'

. is Rabo Karabekian who m&ie me the serene Earthllng

- which I am this day. (pp. 218-220)

Bﬁt this is the second, rather than the first, time that -

Vonnegut has strdightforward;y appeared in one of his novels‘

as its author: the first is in Sléughterhouse Five. His

ébjeétivé in both cases seems to be the same: to relate

the act of w?iling to his persohal search for péace of mind.

° The first chapter of Slaughterhouse Five conce;trates

on the events leading to the writing'of the novel, and on I

=Y

Vonnegut's difficulty, over the years, 1n writing his "Dresden
Book." Upon returning ffom the-war, he thought it would be

easy to write a best-selling "masterpiece”.by simply des-

.cribing the horrible fire-bombing of Dresden, but instead,

he found it a very difficult subject: N




'

I
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- ' But not many words about Dresden came from -my ”@}
- mind then-not enough of them to mgke a*book, AN
. * anyway. And not many words come(n w, )either...
.r:‘ L pv 2

When asked what he was doing, hls usual reply was that he
was writing a book about Dres@gn. So the subject "has seemed °
to obsess him from ‘the time of, the war, and as he finally

comes to terms with it he presents-Slaughterhouse Five to

his publisher with "Sam- here's'the (Dresden) book." And
the purpoéé 6f ‘the autob;ographiéal first chapter .seems to'
.bg to present it to the reader in the same terms.. In es- J
sgnée‘he ig'asking the book to ‘be. viewed as the finalkresult
of his personal struggle with his Dresden experienceé
| Though the explicit presence of Vonneguélas author
is limited to a few comments in chapters tw through nine,
" he again estabiisheé a parallel with his mazh—qharacter, ( .
bringing‘hi@self'into the novel in another waf. From the
autobiographical information giv?n in tﬁeifirst chapter, ™
we know that he, like his chafag%er, Billy Pilgrim, was a.

prisoner of war who survived the bombing of Dresden. Other

.chéracters and events are based on Autdbiography as well:

Edgar Derby;'who bas executed in the ruins of Dresden fpr
stealing a teapoﬁ, and Lassaro'anq his threats, are derived
from real people. Given the explicit presence of the author,
in the first and last chapters, thé importance of autobiq}
o g}éphical detail, the parallel wiur;, Billy Pilgrim, the com-
( ments t?~th6 effect of "I was thgre” (pp. 58,’10?; 129, 1,0),

-




.Champwons Voqnegut's presence through most of the novel is’

' of symbols separated by stars," which Billy suggests look

and the phone call into fhe\ggyel where "Billy could alhbst. -

smell his brcath-mustard gas and roses," one can hardly
fail to lose sight af Kurt Vonnegut writingjhis "Dresden
book." . : ' ' (-

Altﬂough the first chapter of Slaughterhouse Five is

similar in tone and purpose tq the preface of Breakfast of

" primarily implicit rather than explicit. And because of the

few explicit references cited above (especially the n] was
there®,comments), Vonnegut's presence in Dresden remains
implicit throughout the novel. But‘a°much more sophisticated
pay of establiéping himself as a thematit focus, is his .
‘%ptempt to apprdximate, with his fiction about Billy Pilgrim[
a Tralfamadorian novel. He thereby identifies himself with
the transcendence of time and the resigpatien to the inevit-
able repﬁesented by the metaphor of Tralfamadore.

‘ On the tétle page he begins to establish similarities, .°
at least formal ones, between Tralfamadorian novels and his '
own: BN ‘ | o

This is a novel somewhat in thetelegraphic schizo-

phrenic manner of tales of the planet Tralfamadore,

where the flying saucers come from. .

Later in the book the Tralfhmadorians who kidnap Billy
show him one of'pheir novels and it is composed of "clumps

like telegrams. The Tralfamadorians give him some idea of

» - L 8 -




. how these "clumps" or M"telegrams" are used to create a
i P

3

J i ’ .
novel: . . ®

. "There are no.telégrams on Tralfamadore. But
you're right: each clump of Symbols is .a brief
urgent message- describing a situation, a scene.

. We Tralfamadorians read them all at once not

i ‘ one after the other. There isn't any pérticular -

relationship between all the messages,‘except
that the author has chosen them carefully, so
that, when seen all at once; they produce an

. image of life that is beautiful and surprising
‘and deep. There is no beginning, no middle, no
end, no suspense, no moral, no causes, no effects. .
What we love in our books are the depths of man
marvelous moments seen‘all at one time.® (P. . 6¥

In almost all respects Slaughterhouse Five approximates this “

deflnltlon. In the form Vonnegut tells it, there. #s ng

-

beglnnlng, mlddle, or end to the story of Billy's life, as

‘he continuously travels from one moment to another in his °
contaidéa infi?ity;: Though'it could be put chronoiogically -
for the. purposes bfahis novel, Vonnegut refuses to do 8s0.
There is no suspense in the novel, (though there is a climax)

because Billy's life is expe(ienced non;sé§uentially.a As . @-

for suspense in regard to the other ‘characters, if .they do

-

not die shortly after their appearance, or if we are not
told how they are going to'die, as 1s the case with Edgar .
_Derby, there is so much destruction throughout the novel

that we come to expect and become indifferent fo the worst. .

o dmrt, S s v

In the sense that a moral is a.clear maxim which is exempli-

\“fied by a story (as Vonnegut uses the term in his introduction

| to Mother Night) Slaughtéfhouae Five has no moral; Vonnegut's
’ T 4 - ' i 3 s . "
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'-feelings about how one can deal with human atrocity are

subtle ?nd ambxguous. And because causes and effect sug-

gest that. things could hav@ been otherwise, there is little

of either. 'Jf” ) N
v .
The simultaneity of the Trglfﬁmagorian novel is simu-

lated, but not reprﬁduced by the spéti&lizedw fragmented

history of Bil}y'a life, because, of c‘hr@e,jeverythiqg can

not be fead at once. 1Given that Vonnegut is an Earthling
writing for Earthlings he must accept the. limitations of
linear time, | only approximate Tralfamadorian form. The’
®clumps® muataEZve sequential order, although the overall
affect ia\sne of simultaneity.—

Thc entire concept of the Tralfamadoridn novel is,

of:courae“an invention of Vonnegut's but in-labeling the * ,

formal aspects of his novel as Tralfamadorian he has a clear

purpoaé.. Given the atrocities with which he is faced he

. choses to accept the values of the Tralfamadorians. There

is apparently nothing Vonnﬁgut can do to preveht human
atrocities though-his implicit anger with them suggests

he must try: consequently, like the T%alfamadorians, he
ﬁuat accept them ohce they ocpu?. But even if atrocities =
are 1nev£table, and‘Vonnegdt is unable to prevent ‘them,
lit_ke the Tralfamadorians he affirms the 'value of both life |
and art. In a universe:full (;r atrocities and :I.‘Adiﬂduals
unable to avert them, beauty ia atill’ poasible in art, and
Vopnpgu; still has vnlna\fa an artist. 'Tralfanagorian nbvel§

o
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~ present "Qn image of lifeft at is peag}iful and sqrpris-
ing and dcep," and by implication Vonnegut and opher'Earth-'
ling artists can do the same. | '

ﬂ But V;nqegut identifies with the Tralf;madbriang in
another way. as wéll;\ like them he §s a time traveler,
even 1f his human llmltations again allow him to only approxi-
mate the Tralfamadorian versxon. His time travel has two

basic forms: mental revisiting of past events in his own

) life (the very act of writing Slaughterhouse Five does this),
and time traveling through literature. The memory of his
own war and post-war experiences in the first chapter, and

even the several examples of the re-use of characters, set-

tings, and metaphors that he used in earlier noxels are ex- e
amples .of the'first form of his personal time
the sécond form seems to be the more significa as it seems
to help Vonnegut conceptually deal with the prgbhlems Dresden

symbollzes. o .

[

. 4
From Extraordinary Popular Delusions and the Madness

of Crowds Vonnegut gets infgrmatiop about the Chiidréné',. ;
drusade whicﬁ is the'subtitle of the novel, ahd which serves
ad a symbol for all the diSplays of the inadequaeies and in.
appropriateness of his characters who are forced to’ play the
role of soldier. Billy and two of his teen-age éaptora are
certainly described by nhiq~symbol, as is Rolgnd Weary, ‘who,

for all his enthusiasm about war, does not understand its
[ | . X ¢ -‘
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realities. DresdenL#H1§toryJ Stage and Gallery beglns to

explain all of the beauty that was destroyed in the mb-
ing, ‘and inten31f1es Vonnegut's sense of the terrlble des~
truction of something wonderful. In Roethke's wOrds for

- the Wind he finds a quat%aln thatc expresses his feglings
about the way men deal with fate. And from Erika Ostrovsky's

Celine and His Vision comgs a ,very relevant dlscu331on of

. Celine's obsession with death and his attempt to stop time;
transcending time-is of course the way In which Tralfama-
dorians conquer death. The two forwards to David Irving's

- . The Destruction of Dresden sﬁow the payadox about Dresden

which seems to have troubled Vonregut for so 1ong. It was a

. terrible ‘event on one hand, but had tp be done, or was in

N\ b

‘'some sense inevitable, on the other.* And finally, the-com-

parison of himself to Lot's wife recognizes the basic Kumans

i

ness of looking bac(,fn'spité the horrors one sees when‘doing
i \ .

N

so. .
All of theée\lt&erary'time travels are important in
helping Vonnegut come to terms with Dresden, and his desire ‘

to reveaI’them seems to indicate the extreme value he gives

'to time travelimg His revelation of his time bravels in-
dicates the 1mportance and function of literature as, well,
for through diterature Vonnegut is able to transcend tipe,
and better understand the 1nevitability of atrocity and

death. Thus literature can free people from linear time, N

showing them, and helping them accept, egistential conditionsg’

BT R L N
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of human life. By akfirming art in(ghis way_Jonnegut over- ;
. el : .
comes his inability to prevent seem ngiy~hb§dless death, and
. < 4

validates his position as a writer. ‘

\_ﬁilly Pilgrim's association with Tralfamadore, ﬁow- 5
ever is a sharp éoqirast to Vonnegut‘s, and is meaﬁ% to - #
clarify and more fuily define Vonnegut's. With Billy Pilgrim,
Vonnegut shows the ways in whiFh time travel and the Tralfa-
madoreanfcbncept of death gré unécceptable. éilly, too, is .
a time traveler, but the nature of his travel is quiteldif- ' -
ferentrfrom Vonnegut's. Bill} has no control over hié{
there is no pattern_to it; he ;s a helpless é}éature at the
merﬁi’of random time travel.‘ But he can‘sge'pagt,’present,

&

'ynd~future, though they are éll the s;me to.himv After des-
cribing the plaque on the wall df Billy's optometrist's of-"
fice, Vohnggut comments: ‘"Amoqg the thihgs Billy Rilgrim
could not change were ‘the past, qhe‘ﬁresent, and‘the future."
(ﬁ.'SZ) In contrast, Vonnegut can traﬁei“only backward in

time, but can control his travel. For him there are impor-

- tant differences between past, present, and future. He uses ' o

. < ,
time travel to'understand and accept the past, but_not as
- * /

an' excuse to evade resporisibility in the present and future.,

Nonnegut's time travel is attractive and used to. understand. ‘ ,

the pgfse}m; but Billy's is grotesque and nihilistic. Like '

. * & &
the Tralfamadorians, Vonnegut transcends time and’ controls S
R < . -

it, but in contfast,'Billy is time's slave. - .

s
e
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Vonnegut's attitude toward life is different from :

K

Billy's precisely bzcause of the difference in their time

travel. Though Vonnegut is sympathetlc to the .Tralfama-

dorjan idea that everything that will be already is, be<

cause all momentsiare, and always have been, structured

that way, he is not inuifferént to human atrocity and death,

as Billy is. The concept of the structuring of moments gives

him a wayiof acceptiug things past, but he does not accept
them.without regfet. The frequent references to atrocities
throughout the novel are not any less atrocious because
they were in some sense inev1table. The assertion that

everything is a result of the structuring of certain moments

‘is ccrtainly trye when loocking back; no one can change the

structure of moments past. And whether or not the futune-

' is already structured makes little difference when one does

not know §he:spructuue;\Qbonseque tly, for Vonnegut it is
impossible to feel:absolute.futilzxy about the fupufe, as
Billy does. -

Bue'it is primarily through the contrast in attitudes
toward death that Vohnegut distinguishes himself from Billy,
and fully delimits his own Traifamadorian viéw. For Billy
and the Tralfamedorxans death is not serious or regretable N
since 1t is only experienced for a while, and then one "swings

back into life." Though Vonnegut does not maintain that this

{

i E
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Qereion of the eiperience,of death is impossible, he views
death ;s serious and‘final. Nevertheless Vonnegut,~too
mst reply to death with "so it goes:" But the emotions
behind his use of the phrase are quite different, from the
emotions of Billy and the Tralfamadorians when they use.%;.
Billy and the Tralfamadorians are truly indifferent, but.
Vonnegﬁt says "so it goes"™ only to acknowledge the inevit-

ebility of death and that he must therefore painfully accept

it. His discussion of how and why the subtitle for the novel

was chosen profed he is not compl}cent about human atrocity
and death. When Vonnegut replies "so it goes" to the deaths
of Robert Kennegy, Martin Luther Kind, men in Vietnam, and

his own father,'he is far.from indiffe}ent,~but does.realize

. ~N
his helplessness in preventing such deaths.

But Vonnegut also repeeeeaﬁy used the phrase "so it -
goes® to show Billy's absolute indifference to death, and
to diyo}ce himself from that lack of reaction to it. -One
of the Qgst examples of Vonnegut's poignant demonstration of
Billy's lack of feeling is when Billy remembers what a. Tral-
fhmadorian experience of death it had been when ﬁe wha oe
maeguvers and declared dead’ by an umpire,;while he was eat-
ing lunch at the same time (p. 27)." But immediately follow-
ing this meiory Vonnegut tells us that Billy was given an
ehergea%y furlough to go home because his father had been

killed in a hunting ‘accident. 1In Vpnnegutia saying %so it ‘

R ™~ - . \\
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‘ goes" he is clearly showing that Billy has very little

?

feelings, and that ﬁo "simply shrug and say what the Tral-
faqéporians say about dead people, which»is 'so it goest"
\”hiﬁhout regret.or emotion,is an unacceptable human response.
Thg\same statement about Billy is implied when Vonnegut says
. ngo it goes" to the deaths of a pbttle of champagne, a glass
} of water; and the novel, for qhege metaphoricdlldeaths are
tr;atéd withlthé same gravity és Billy treats real‘death.,
. Although Vbnneéut Jokes with these metaphorical deaths: .un-

. o like Billy, he clearly sees the difference between them and

AN
AN

“.real death, and accepts real death bitterly and only reluc-
tantly. Billy's indifference to.real death and Vonnegut's

anger with that indifference is also rep%htedly shown each

time "so it goes" is uttered in response to tnf war and the -

- Dresden raid.

Through the contrast with'Billy Pilgrim and by writ-

eng a cloae'apprbkimation of a Tralfamadorean novel, Vonnegﬁt

states the meaning of his novel in terms of his own response

to atrocity and death. The climax of the novel is Vonnégut'g,

:u;” . reply, “so 1£:goes," to the deaths of Robert Kepnedy, Martin
Luther King; soldiers in Vietnam, and his fatgz:? Here he

ghbws how he painfully and bitterly must gdcept both natural

agd needless death. . But in stating the climax iq tefmé of

. himself, and in accepting, with limitations, the values of

%- Tralfaﬁﬁdoré, he is making certain statements about art too. -

|




The novel within'.the novel, the story of Billy Pilgrim and’ e
Tralfamédore, is a contrivance to clearly delimit and de- >
fine the ;trictly personal feelings of the autébiograpﬁical

/

céagters. As 'in Breakfast of Champions, one ©f the reasons

»

for writirg seems to be to -rid himself of obsessgions, as‘l}eN
had been trying to write his"Dresden book"™ since the end

of World War Two: But Slaughterhouse Fivé affirﬁs more than

a

Just the value of personal expression. In atgemptiné to
write ; ?falfamadorian novel, Vonnegqt; like the Tralfama-
dorians, is affirming the value of art, even in an absﬁrd,
world. Not only can the writer create beauty, which is given [/o
value in itsqlf,by the Tralfamadgrians, and by implication by s

Vonnegut, but he can also help man understand and accept his

.Qorlq.. Even if Vonnegut cannot prevent atrocity, he can *

L
~

play an importént role as an artist. T . g

Although none of the novels earlier than Slaughterhouse

Five are as glearly solipsistic as his last two, there are
certainly'tendenciés in that direction. He seems to feel
that his general themes should be applicable to himself as

i
|
|
|
well as to his characters, and therefore; he makes his pre- ' [
sence implicit. In several in:ijnces there are obvious par- - {
. : |
|
i

allels between himself and E; characters, other tintes he will

’r@veal himse¢lf in an introduction, and on one occasion uses -

‘style, as in Breakfast of Champions, to express a relation .

between characters and author.

N -
e & ' P
Cr L . ke ~
e P . ST . 5o
FP R . T DVF R U SO N 15, o Yy

BT N R T T
0 b Tt aa g o T ol g



~ . Cat's Cradle is by far the most sophisticated of the -

earlier novels in éi)plyug themes to the authox as well as
\t.o characters. Established between Vonnegut and Bokonon is
" certainly the most fully realized parallel .between Vonnegut )
ar;d a.' character prior to t‘,he sustaiped i)érallel.wit.h Kilgo;'e
Trout. The novel certainly has meaning Seyond the import-
anée of Vpnnégut.'s presence, but such consideraﬁion deepens
the novei, and Vonnegut works very hard to explain his role
as a writer in the terms of the themes of this book.
' ;l'he most obvious parallel between Vonnegut and Bokonbn

is that they are both writers of books t';xa?. deal with the

end of the world.. This’ pa;'allél also extends po,thn, lth'e

narrator of the novel, who tells us of his intention to write

- - a book ,ent.itle'd The Day the World Ended about the day the

atomic bomb was drobped on Hiroshima. John's book and Von-
negut's book, frame the Books of Bokonon, which e‘vent.nally-
become &oonaday books, and the final sentence of'B'okbnpn's J
books describes the end of the uorld fo;- all three. And even
.t.he"uam:lng"of John's book, or Vonnegut.'a book, is” pat.terned
after that of Bokonon*s: '

. Bokonon's: o -
All of the true things I am about to tell you
are shamef9l lies. ‘ (p. 1)

*, John's-or Vonnegnt.'s'
A Anyone unable to understand how a useful religion
) can be founded on lies will not understand this

bOOk ei‘bher. * A ! e (po 15)

o

»
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But a much more significant parallel between Von-

+ 7 negut and Bokonon 1?1’;3 in the fact. that the novel puts
the creat.i'on of religions and the creation of 1iteratur;e
in the same camp, opposed to science and its "truth." In
the name of truth the scientists in the' novel isolate
thgmselves and avoid all of their human responsibilities,
gxt Bokononism, @and writing by analogy, wor\t in the op-
posite direction, using lies to help peop}e feel better ‘
about the ‘uterrible truth. The' sole aim‘ of Bokononism is
to make the lives of the materially wretched p'eoplen of San
Lorenzo happier by diverting their attention fnqn.their
' poverty, and in the discussion of the possibility of a gen-
eral writers! strike it seems t‘;hat., writers, too, make peo- '
plets lives more bearable. Philip Castle hypothesizes
that witﬁout; writers people would die "like mad dogq,...; h
.snarliqg and snapping ‘at each other and big\;xé their own
tails,” and Julian Castle mplorea'hig son and John *for
the love of God, both 6f yoy, please keep writingl™ Writ-
iné clearly has val\e in negative terms here; it can.p'revent
. utter deqphir, but e only pos:l.t.ivel’y stated 'value seems to’
be its power to evokeé laughter. Near the end of the novel
John's role in the little 'societ.y remaining in San Lorenszo
.i8 to "write books that make us -laugil," and as Bokonon im-
. plies in his definition'of mturi?y ' %a bitter disappoint-

ment for wh:l.ch no remedy exists, unless laughter can be said
to ;-emedy anything, ™ laughter may be a kind of remedy for

J

.
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problems. Thus Vonnegut's role as a writer is simi;ar tor -

Bokonon's ‘in haking,people feel better, andjone can extend

.the analogy by adding "in spite of the truth.™ But Von- -

negut does more than simply and quietly fq}fill this role:

he carries the analogy further and,_like'pokonon, exposes

the a;tificality of the creation wﬁich makes people feel

better. o .
Vonnegut seems to respond to what John calis "the cruel

< Y . . .
paradox of ‘Bokohonist thought®: "the heartbreaking necessity

of lying about reality, and the heartbreaking impossibility

of‘lying about it." (p. 189) as Cat's Cradle works on an
anﬁiogous paradox: the novel is obviously fiction rather
than fact, but insteagd .of qaking the fiction believable its
'arfificiality is comtinually exposed.3 Vonnegut parodies
himself by,admitéing the book ‘is fiction and that he is mani-
pulating it, as he is gpparently trying to entertain others
and to evoke laughter. He certainly seems to affirm the
paradoxical logic behind Boiohonism, and uses the same logic »

to'jdstifi writing Cat's Cradle. Ultimately Bokonon can be

‘ * viewed as a metaphor for Vonnegut, as boéh use artificial

érgations (religion and literature) to entertain and console, - o

’ﬁﬁé both underquﬁ"themselves by.openly acknowledging the
artificiality of their creations.

3‘?eter Reed argues this point as well (pp. 119-145).. "There
are naturally similarities in our arguements and I borrow
the general idea from him. ~ ‘




EN

The primary way in which the ariificiality of the

novel is revealed is through style. As in Breakfast.of
Chamgions,,styIE'is'very important, but here it exposes its

<
artificiality for exactly the opgoéxte purpose than in the

later novel. In Breakfast of Champions style is used to

penetrate to ‘a congrete reality, but in Cat'g Cradle it is

used to expose and exalt its artificiality. And there are

iy

two basic ways in which style does this in Cat'!s Cradle:

it shows the arbitrariness.of what is original: and it il-
lustrates the degree to which literature depends on other
arg@ficial sources outside the realm of the particulé}hcon;
éerns of its'subject mattef. | )

To begln with the first, the most obv1ous examples of
arbitrar1ness have to be the invented words which from the

conceptual base for Bokononism. Karass, wampgter,avan—dQE,

wring-wrang, granfalloon, duprass, and bokomaru have at best
I e ,
only far-fetched connections to any English words, but they

do serve to point out the.ultimate_arbitraninesé of the

very basis of all language, the words. Vonnegut's use of

these terms suggests‘thé question of why one object or action .

or characteristic is associated with :;1_ particularrsan/d and others

with other particular sounds. Ultipately there is no reason
(except in the case of words that sound }1ké what they mean)
and Vonnegut's asgociation of concepts with these wordas is
no more arbitrary than the association of any concept with

aﬁy word, except that no one else has ever u these terms

.
[

.....

-,




)
f .

before. He certainly makes.his’ point, but he neveftheless

continues to play with the artifice of words,delfghting in ‘ ’ .

puns, cliched phrases, and the sound of words. The dialects

he sometimes uses iliustrate this acceptance and over-indul-
genée in tﬁe artificial, as does‘the soul-sole pun, Crosby's
obsession with the word "pissant#," and, of course, all the |,
Bokononist terminology. ‘ |

This joyful indulgence in artifice not only occurs
at the level of diction, but also in the division of a 186
page book into 127 chapters. Like many other writers:(e.g.
Sﬁerne). particularly contemporary ones (e.g. Barthelme),

Vonnegut has had tendencies toward the short ,block of nar-

’ration, with the tendency becg?gpg more pronounced with time.

Slrens of Titan has relatlvely short tnits of narration, but
)
more conventional, -longer chapter:divisions, while Mother

Night uses the short unit to form short chapters. But even
there he has only 45 chapters in 192 pages, and the chapters

seem to quite naturally follow ‘the stylistic tendency in this

direction. But in Cat's Cradle he %eems to exaggerate and

parody this tendency in himself to show the arbitrariness

‘of what he is doing. The Chapter divisions are no longer

logical expressions of a style, but are frequently interrup-

‘ tions in the middle of something to emphasize the arbitrary,

and make one aware of‘ghe a}tifice of the novel.To illustrate

with just one example, Chapter 70, "Tutored by Bokonon,"



" of the background information about San Lorenzo is. supplied

and the People. Thus Vonnegut adds another level of artifice

t ' v
. , .

. begins in the middle of a conversation:

"] wrote a b6ok once.® ) . ' S
"What was it called?®" g 2

®"San Lorenzo,™ he said, "the Land, the History, ™

and the People.

.Tutored by Bokonon . 70

"You I take it," I said to the mosaicist, ™are
Philip Castle, son of Jullan Castle.®
"That happiness is mine.". {p. -106)
The titles of tqe chapters are also frequently arbitrary'
and playful, referring to something insignificéﬂf like
"0.K., Mom" or "ﬁeyer Index your own Book." ‘

The joy of acknowledging thebartificiality of his
nqvel goes a bit fuither, for Vonnegut uses-an invented

literary source to narrate part of the novel.'Virtuélly all

through Philip Gastle's San Lorenzg, the Land, the History,

to the novel.

But there are still other levels of artif;ce.” Not
only.doeé Vonnegut engage in,aelf-parody‘to illustrate the
é&tificiality of his work, he also makes countleés refer-
ences to real works of literature and elements of contem-
porary culture. He parodies many of these things to reflect
on his own.novel, but merely their preaenca serves to show
that the nOﬁfl is bu;}t up from many things othef than it;
immediate subject, thereby reiterating'ita artific;qa}ty.

by
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As Peter Regd suggests,h "the 'Call me Jonah' openi 4

smacks of declared artifice," as Vonnegut refers tolMoby

1

references by adding: My paréﬁts did, or nearly did. They

Dick and an Old Testament story,‘£?§ makes a joke oft\ his

called me John. (p. 11) Although the narrator of Moby Dick

is sincere and his story to be taken as true, Vonnegut's

- narrator undercuts his own sincerity and credibility, mak-

ing a joke, and admitting his name is not even Jonah in

doing this Vonnegut implies ‘there is-'no serious comparlsbn

- with Moby Dick, and that the reference is made prlmarlly to

| TAPR
expose and parody the dependence of literature on other lit-
erature. This and several other examples serve to show that

< e . -
the novel is made .up of artifice, and draws its material from,

litefatﬁre as well as from life.

The artificiality of Cat's Cradle is .apparent from its

. references to non-literary things as well. The first sight

—

5

3
¢
;‘.

of San Lorenzo shows it "was an amazingly regular rectangle,
conspicously like the life-like models Frank made in the hobby

shop, One could, of course, consider it Vonnegut's model, as

he adﬁits the artificiglity of its shape. And his model Carib- -

bean island ruled by a man called "Papa" is.obviously based
on Haiti, prohably the least likely place to encounter the

’

b Peter Reed, p.132. ' -

+
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consequencés‘ofrscientific deXelopment. Even "dynamic ,

tension," the basic principle for satisfying the people of

a materially impoverished island, is a parody of thetizstem
a ’

.of isometric exercisecs for body building, pfescribed

1

Charles Atlgs. Thatﬁthe physical is preciseli what Bokonon-

isﬁ tries;go ignore serves to emphasize the ri@iculousne s

of the religiony and of Vonnegut's novel, since as a whole s
it supports the réligion; (but botg.admit as much and use

<

artifice regardless). In spite of the number of parodies

~ of literature and popularocultufe in the nove1,5 Vonnegut

reveals artifice simply by.continually referring to things '
not directly related to his subject matter.
Although Vonnegut emphasizes his manipulation of some-

. . f
thing artificial, and implies that in doing so he .is like

Bokonon, his presence in Cat's Cradle, though strongly felt,

> There are several other examples of such parodies in the
novel. Amon% them are Dr. Breed's parody of. Dickens'

A Christmas Carol when discussing the "girl pool:" "*They
.-serve science, too,' Dr. Breed testified, *though they
-may ‘not understand a word of it. God bless them every -

onel'" (p. 34) Anothexr example is the parody of "The .

Rime of the Ancient Mapiner" which occurs when boiled

albatros is eaten as Jphn prepared to .-become president

of San Lorenzo. (p. 153) Of course, the island is doomed

after the killing of the albatros. The sole-soul pun,

at the heart of Bokononist ritual is from absurdist drama.

Julian Castle's jungle hospital is admitted to be modeled

on Dr. Albert Schweitzer's. The cliche "chip off the old .

block™ is used in reference to chips of ice-nine:" ., . .

Angela and Newton Hoenikker had in their possessions the

seeds of ice-nine, seeds grown from their father's seed-

chips, in a manner of speaking off the old block." And

Bokonon's calypso which goes: ®Tiger got to hunt/ Bird

got to flyf. . .is ba%fd on a popular song of the early

| ppulas dong ot the's

sixties.
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as only implicit.. The book is not defined in terms of 7/
h?h, but'clearly fﬁcuses on Bokononism and thg Fpntrast

of it to the view of the scientists. However, Vonnegut

'sees his role as(gimilar and parallel to that of Bokoqon's,_
and Bokonon's role provides a metaphor for Vonnegut's.

Cat's Cradle is clearly a foreshaddwing of’%he later

novels where his presence as author i xplicit, but‘}t
is:not the ohlﬁ one. As early as his second novel,, Sirens
of Titan, Vonnegut wants to clarify his role as author, -
defining it in relation to the p;rticular nbvel at hand,

and defining the purpose of his novel for his society. In

Cat's Cradle he repeatedly makes the point that everything

in the novel is invented and manipulated by him, and im- . ¢
plies that thzvpuréose of the novel, extending the parallel
with Bokonon further, is to entertain and to pretend to

make sense of a chaotic world.6 (In Breakfast of Champions

-his aim is opposite, for he wants to accept the chaos of
“the world and aimulate it in literature). In Sirens of Titan

'm

Vonnegut adopts a pose in the beginning that would 1ndicate

6 Bokonon's calypso, by analogy, also applies to Vonnegut.

I wanted all things o g

To seem to make some Ssense,

So we all could be happy, yes,

Instead of tense.

And I made up lies

So that they all fit nice, .
and I made this sad worid

A par-a-diae.
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that the remainder of the novel is a myth invented by him

to re-orlenﬁgthe attitude of modern society. .,

The earliest exampple of Vonnegut crecating an iden-
t.iflcation between himself and one of his characters occurs : ‘

in Sirens of Titan. One should be careful about drawing

out a parall€l between Vonnegu't and Rumford, but a parallel
exist.;s in %vertain {espects:' Rux'nford's manipulation of the
life of Malachi Constant _is similar in po se to Vonnegut's
xfxanipulation of cha;jacters‘ within the novel; / both try to -

- change the values of society by sx{bscituting‘ new values

Fi -

for old ‘ones. But, of course,- the acceptance of flaccidents” ,

an; manipulation lead to different values, for each; Rumford

“establishes, his: version of human egalitarianism, an;i Von- ‘

negut. maintalns‘the value of human love. Furthermore, C

both Rumford and Vannegut use -the creation of a myth to

try ‘to .influence ‘social attltudes, though again, they creat;e

diss:.mllar myths. Admittedly Rumford has many functions in

the novel but at 1east in these respects he is a part;:lasu§ meta- ,

phor for Vonnegut: the myth maker. - 4 o o .
"+ “But Vonnegut's presence is even clearer in the first

page and a half, where he=creates .2, persona " who 'is sup- ' p

f;osed];y writing .the book. This persona ;,iveé in the future,

after man Pas‘leamed to look for truth and nfeaning within

himself, and he 'tells og‘ ﬁaipful -experiences whei)~ things . \ :

are. otherwise: s
R




L5 Y Lo
' b

Everyone now knows how to find the meaning( -
of 1ife within himsplf.
But mankind wasn't always so lucky. Less than
a century ago man and women did not’have easy
» access to the puzzle boxes within them.- S
They could not - name even one of ‘the fifty-three ’
' portals to the soul: N '
- ° Gimecrack religions were big business.
' Mgnkind, ignorant of the truths that lie within
every human being, looked outward- pushed ever out-
ward. What mankind hoped to leampn in its ougward:
push was who was actually in charge of all creation,
and what all creation was all about.
Mankind flung its advance agents ever outward,
ever outward. Eventually it flung them out 1nto
-~ space, intq the colorless tasteless, weightless
© - sea of outwardness without end.
It flung them-like stones. . .
These unhappy agents found what had already been ,
. . found in abundance of Earth-a nightmare of meaning-
E ) lessness ‘without end. The bounties of space, infi-
' . nite 'outwardness, were three: empty heroics, low,
comedy, and pointless death.
Outwardness lost, at last, its imagined attractions.
Only ipwardness remained to be explored. ,

. Only the human soul remained TERRA INCOGNITA. -
This/was the beginning of goodness and wisdom.
What-were people like in olden times, with their

souls. as yet unexplored?

, "> The following is a true story from the nghtmare
a’ . Ages, falling roughly, give or take a few years,
N - between the Second World War and the Third Great
. ' Depression. ’ (pp. 7-8) -

!

. By taking \t.his pose Vonnegut is advocating this position of = | )

look;ng inwayd, and suggesting the futiligy of looking out--
Coa ward.. He ce;tainly implies that this is a simple truth man-

kind should have\recognized but since it has not, Vonnegut’

ia going to write a novel illustrating the futility of//resent

attitudes. Like Rumford he creates a myth, but Vonmegut's

nyth ‘manipulates Rumford'a for its own purposes. Rumford

uses the contrast of Malachi Constant, financier' and Unk,




The Space Wanderer, to show the éfbitrarinéss of the Uni-
verse, but Vonnegut‘uses the contrast of both of these
_roles with the role of Malachi Constant on Titan to il-
lustrate the futility of the extern and the value of

~t;he ‘internal. ' —

Looking outward yields no meaqing for the lives of
\Malachi Constant, Bee Rumford, and Winston Niles Rumford,
instead suggesting "meaninglessness without end." All find
‘only that.thé; have been "™used," and tﬁe‘final oﬁtwatﬂgess

in the novel reveals merely the Tralfamadorians sénding
their banal message, "greetings,™ across the univers?. Only
when Coﬁstant and Bee have completed their outward quests;‘
and are sent to Titan, ‘both bitter and no closer to ‘full-
fillment for all their difficulties.do they begin their
profitable look inward. The.af}irm@tion éf human love they
make on Titan (which. includes the willingness to be used)
é¢ompletes the parable of the "Nightmare Age" Vonnegﬁt in-
tends to write, maintaining the Valﬁés established in the
fi;St page and a half of Fhe novel. \

Although the myth is largély a reiteration of the valﬁes“
established by future inward looking mankind, it is certainly
necessary in order to validéte that position. The pose Von—

‘ﬁgegut adopts as author of this "trye story" is -obviously an
;artificial one, and the mere adoption of it does not convince

- us of its values; the myth is necessary for that, especially

o <
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becaﬁuse of the artificiality of the pose. The purpose of

\s‘tanhing apart ffbm his fictipn is two-fold: “~first, Von-

negut maintains that the myth is a more powerful expres-
sion of values than simple deglaration or explanation:7
and seéond, t;g is agmtting that he is creating a myth
tha;t he feels necesstary and relevant to the actual world.
The pr’esencé of the intmdﬁctory pose sServes to emphdsize
the relation of the myth to some real world, and eipresseg

the need for Vonnegut as author to create relevant myths.

"This clearly points to the importance of a writer's pro-

jection of "'gizod" ideas in Breakfast of-Champions, and the

concern with his role ‘expressed in several of his other

novels.

A
Sirens of Titan, Cat's Cradle, and Mother Night do not

focus dif‘ectly\’on Vonnegut. as author 'as Slaughterhouse Five
and Breakfast of Champions do, but they do show that, Von,,
negut's interest is defining his role as author ‘begins quite
early in his career. In these garlier w;n'ks he certair;ly

reveals that there is an author writing a fii:t;ion, and in

Sirens of Titan and Cat's Cradle he defines the purpose of
the fiction for his society But itis not until Slaughter-
house Five that this author is made a very specific and

7 Since his myth is only an invented fiction, he seems to.
:ngly that not only myth, but fiction, is a more power-
ful form of' communication than straightforward explana- .

- tion. '

Q
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real person; earlier he seems content to remain more
generalized.8 w

v

However, there is another way in which Vonnegut re-

kY

veals his personality, but this too, is an element of his

later novels.

God Bless You, Mr. Rosewater, Slaughterhouse Five,

and Breakfast of Champions; all concer:kji;d>cience-figtion

writer, Kilgore Trout. Trout is possibly géme kind of -

metaphor for Vonnegut, but the paral%el is never really
clearly defined. However, at times Trout's voice is cer-
tainly that of‘vonnegut's, as Trout is frequently used in'\
thematically important ways. Most of the plot qymmaries
of Troutt's-novels and stories provide parables by which
Voﬁhegut can make or reiterate a point of his own. As

mentioned much‘earlieru in Breakfast of Champions Trout's

Nobel Prize acceptance sPeech discussion of the obsessions
\with gold and little giéls' underpants concluded Vonnegut's
discussion of the same £hings. Similarly, Trout*s story
nThis Means You" is a parable of the absurdity of property
'_ rights, with which Vonnegut is so obsessed throughgpt his

novel. In Trout's story the forty or so people who own all

of the, land on Hawaiian Islands all put up "No Trespassing" ‘

!

signs, leaving those who own no property no place to go.

And showing Vonnegut's disgust with the American governﬁeht, '

£

8 Though it is still conceivable that he is projecting
personae in his last two novels, in spite of the high .
. degree of apparent personalization.

/ . .
/ . ~

/ | | .
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everyone who owns no ﬂroperty is equipped with a helium

v o

g

balbon so- that they do not have to occupy other people's

property; Also in Breakfast of Champions is Trout's How.

You Doin'? which illustrates the importance of good or

bad ideas. An advertising agency on another ‘planet con-
( .

tinually referred to national averages in their adver-

tising for® Shazzbutter, the equivalent of Earthling peanut

butter. Earth wished to conquer other planets, and reali- -

zing the pride of ﬁhe'Shaz?butter;eaters, decided to infil-

" trate the ad agency and make all the averages so hign that .

the ‘people would all feel inferior and be easy to conquer.

d

Onyiously, the Earthlings poisioned'their minds w

ideas.

In Slaugbterhouse-Flve the plot summaries o ptts

* novels play a simllar thematic role. But in this book they
do more to develop an idea than to reiterate cne Vorinegut

has already made, although theredﬁh some of this too.(Trout's

l
'novel, The Gutless Wonder, about a robot who had halitosis w
and who had killed people by dropping burning jellied gaso- |
line on them, and was then accepted as a human being when ‘
the halitosis was cured, is a clear reference to Vonnegutt's ,//7(
point that human atrocity has been too eaa}l} igncred.) The /
view about Christ expressed jin two of Trout?s novels provide
the novel's mo st effective connections of Billy with Christ.
In The Gosgel from Outer Sggce a visitor from outer space

{




.glad to haye the work."™ Billy Pilgrim is certq}nly a

"a strong moral stand. Though Vonnegut certainly does not

)

P .

' tries to determine how Christians on Earth "foqu it so

edsy to be cruel: he decides that though the Gospels méané
to teach people 'to bo merciful, even to the lowest of

the low,' they actually taught 'before you kill somebody,
mé%e absolutely sure he isn't well connoctod *® Finding
this quite unsatisfactory he invents ; new gospe; in which
Christ is é:trouble making bum, who is adopted as God's

son only as he is dying. The moral is then: "From this
moment on, He will punish horribly anybody who ﬁorments. | ,
a bum-who has no connecticns!" - In another Trout novel a
time-traveler ‘sees Jesus and his father build a cross on

which a rabble-rouser is to be executed, and "they were

Christ figure in thése terms; like the new version of
Jesus, he is murdered without suffic;ent cause, but has

no special claim to salyation, and he is like the Christ
whd* builds a cross and thus conﬁ%ibutes to human atrocity

4 . .
through his indifference and unwillingness to always make

want -the parallel taken too far, through Trout's novels

he shows Billy is Christ-like in being a gcaoegoat and a
f “ .
pawn of larger forces.

C . . -
Though Trout brings up theﬁquestion of conaidering
Billy in terms of Christ, he also. suggests an opposing

figure in human history, Charles Darwin. After Vonnegut
= ®

!
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bﬁys that Christ is not of much interest to Tralfamadore,
’”anﬁ that Darwin is, because he maintained that those who
dié‘are to die, he mentions that :the same idea also appears

*

in Tirout's The Big Board. So in Trout's science fiction

there is the same polarity that forms the parameters of
Vonnegut's reaction to Dresden; on one hand it must be
considered terrible (Christianity is a metaphor for this),
and on the other hand it must be viewed as necessary (as
Darwin views death).?. So YOnnegut used Troug}s,writing

10 supply, or to add, a new terminology for the basic
problem with which the novel is concerned; and Trout there-‘

’

fore supplies a second voice, a science fictionalized one,
.for Vonnegut.

Similarly, Trout'!s voice is.clearly that of Vonnegut

S/

near the end of God Bless You, Mr. Rosewater. There the

- 1
value and importance of Eliot's efforts in Rosewater County
are fuldy and aimplf stated by Trout: '

"It was quite possibly the most important social
experiment of our time, for it dealt on a very
small scale with a problem whose queasy horrors
"will eventually be made world-wide by the sophi-
stication of machines. .The problem is this: How
to love people who have no use? °

tIn time, almost -all men and women will become
worthless as producerg of‘goods.\food, services,
and more machines, as sources of practical ideas
in the areas ol economics, engineering, and prob-
ably medicine, too, So-if we can't find reasons
and methods for treasuring human beings because
they are human beings, then we might as well, as
has so often been suggested, rub them out." tp.183)

9 Vonnegut acce;ts both viedg\ht least partially. Though
.‘he seems to view only natural death as necessary, he .
seems to agmit that death is at least inevitable.




® -, .the main lesson Eliot learned is that people
can use all the uncritical love they can get."

" ¥t's news that a man was able to-give that kind-
of love over a long period of time. one man .
. * can"do it, perhaps others can do it, too. It
means that our hatied of ‘useless human beings
and the cruelties we inflict upon them for their
own good need not be parts of human nature. Thanks
to the example of Eliot Rosewater, millions upon .
~millions people may learn to love and hélp whom-

‘ ever theygsee." (pp. 186-7) -

And it is also Trout that fully ‘explains the image of the
fifemanr which Eliot and Vdnnegut hold so dear:

"Your devotion to volunteer fire departments is
‘very sane, too, Eliot, for they are, when the
alarm goes off, almost the only examples of, en-
thusiastic unselfishness to be seen in thié’land.
\ They rush to the rescue of any human being, and
count not the cost., The most contemptible man
. in town, should his’' contemptible house catch fire,
’ will see his enemies put the fire out.” And, as
he pokes through the ashes for remains of his
contemptible ‘possessions, he will be comforted
and pitied by no less than the Fire Chief."
‘ (p. 184) .

~

In spite of all of these exampies, and all of the
other examples where quﬁt's plots provide parables about the
wrongheadedness of contempofarj_society; ho siﬁple equation
éucﬂ as Vonnegut equal; Trout is possible. One can only
hypothgsize about thé degree to which Vonnegut thinks
Trout is a representation of him, but there are a number
of possiblé\simildrities. ‘Trout's work is generally cone-

sidered trash (until after his meeting with Dwayne Hoover

in Breakfast of Champions), as all of his books are sold
in pornography shops, and often accompanied by pornographic

¢
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photographs. Through all three of the last novels he
realiy has only one fan, Eliot Rosewater, and even ﬁe in

Slaughterhouseé?ivé maintains that Trout can not write;

only his ideas é}é good (p. 94). By analogy, Vonnegut

may be suggesting that he, too is a- poor stylist,land

‘that he could be asseciated with pornographers is this

regspect. Or perhapé he is making reference to the science

(-
fiction elements of his own work, and considering them

‘trashy. In his preface to Welzgﬁe to the Monkey House

he certainly has reservations about himself as a “slick
fiction" writer. He is not willing to say that a wr;ter_
of slick fiction is any better than a public relations

man, but on the other hand does not take seriously a
college professor who tells him that science fiction is
the lowest form of fiction. Hence the identification with-
Trout seems only pa?tial. The same coﬁ;lugion is supported

when he bonaiders himself as both a novelist and short

Y
story writer in sarcasticly presenting a collection of

° short works, Welcome to the Mohkex House:
. ‘".The contenté of this book are samples of work I

sold in order to finance the writing of the
novels, Here one finds the fruits of Free
Enterprise. ‘ (p. X)

‘Yet he seems to think more highly of the elements of science

- fiction in his noiéla,haa God Bless You, Mr. Rogewater is

the product of Eliot's serious suggestion that someone should

\ o




write a science fiction novel about money:

*Just.think of the wild ways mpney is passed

_ around pn Earth!® he said. "You don't have to
go to the Planet Tralfamadore in Anti-Matger

alaxy 508 G to find weird creatures with un-

believable powers. Look at the powers of an -
Earthling millionaire! Look at me! I was
born naked, just like you, byt my God, friends
and nelghbors, I have thpusands of dollars a
"day to spendi" (p. 21)

By maintaining, in the opening sentence of the book, that
a pum of $oney is his main character, Vonnegut is doing’
’ {

- just that. One can hypothesize in several more tenous .

|

directions too, such as: that Vonnegut feels that the‘
aimplicity and readability of his style separates his work

_ from 'high 1iterature"lothat when he really begins to urite

science fiction his WYiting gets much worse; or that straight
science fiction_ten&s to be trash and his writing oqu has
quality in what he adds to science fiction. ﬁuﬁ there are
other more concrete and plausgble ainilaritiea with Trout.

In portraying Trout as tye artist who has failed in

Breakfast of Chamgions; \Voﬂnegut is brobébly projecting

. /some of the difficulties of&his own career until he became

A3

‘well known and popular. Like Trout he was unakle to make

.- & living dolng exactly uhat he. wanted. to write novels.

His career as a short fiction or slick fiction wqiter seems
parallel to Trout's as a stamp redeemesr (Slgugﬁterhouae-?ive)

1

10 The term is from Leslie medler. ."The Divine Stupi idity
ot Kurt Vonnegut,' Eggg;re (Sept. 1970),pp. 195ﬁ28h

g~
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or as an aluminum window installer (Breakfast of Champions).

ut a parallel between their early careers (as Trout be-
comes well known and popular, too) hight also extend to
6he references to pornqgfaphy; Vonnegut seems to considér
his earlier work of littlé artistic or social value, and
perhaps "equates iﬁ with the appearanceiof Trou£{§ eérly
works in pornography shops. Additionally, Trout's char- '
acteristic of never éaviqéuygnuscripts or even enclosing

self addressed ‘envelopes for their return is perhaps a

manifestation 3f Vgpnegut's comment in the Preface of

Breakfast of Champioms to the effect that he always feels

"lousy" about his books. .

There is another posgible similarity that lies in
Trout's bitterness. 1In all of the novels in which he

7] &

appears there is reference to6 his bitterness. Though Von-

negut shows some bitterness in Breakfast of Champions and

Slaughterhouse Five, all of his novels express a more com-

plex view of life than Trout's simple bitterness would imply.

. "Harrison Bergeron,® "All the King's Horses," and "Welcome

to the Monkey House® are all good examples of shorter works
where bitterness, sarcasm, and cynicism, characteristic of

Trout, are quite evident; and the last is directly based

on Trout's 2BRO2B. in God Bless You, Mr. Rosewater.’

’

< s




Even if all of these parallels wlth Trout must remain
hypothetical to a greater or lésser degree, it certainly
does seen clear that with Trout, Vonnegat is Tearchlng for

\
of growfing and sollp51§%1c interest in dreatlng methphors

yet anoﬁrer way to make reference to hlmself. _The\pattern
for, and making statements ebopt, himself as agwrit

seems clear. In some of the earlier novels he indicates
the presence of an author, but he does not personalize J

this figure. As his interest in presenting a personalized °

“

a

. *
author figure begins to develop he introduces Kilgore Trout -

as a character, and increases the space devoted to ‘him with
each successive novel. »
Vonnegut?'s interest in establishing his'preaenee begins

as early as his second novel, Sirens of Titan, (and even

the first, Player Piano is somewhat autobiographical) and

seems to continually grow. After creating clear and fairly[

elaborate metgphors for himself in Mother Night and Cat's

Cradle, his making his presence explicitb1%551agghterhouse

Five seems to be a logical extention of his‘considération

of writing, and of himself as a writer. And given the pat-

. : | .
tern of re-using and elaborating ideas and metaphors, which

he acknowledges in his Preface-to Breakfast of Qha' ions,

it seems quite natural for Vonnegut to finally wriie a(nbvel
. . !

like Breakfast of Champions, in which explicit stafements '

4 L
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