[TonTaBchkuii nepkaBHUM nenaroriynuii yHiBepeuteT iMeHi B.I".Koponenka
dakynapTeT DLIOOTIT Ta )KYPHATICTUKH

Kpunuuska HaraJis IropiBaa
CyuacHa Jiiteparypa KpaiH, MOBa IKUX
BHUBYA€THCH

YacTuHa 2

Haguanvnuilt noCiOHUK 015 RIO20MOBKU 00 CEMIHAPCOKUX 3AHAMb CHLY0EeHMIB-
ginonocis, uio susuaromv anH2ilcLKy Moy AK ghax

IHoaTaBa
2009



BBK 81.432.1 — 923 + 83.3. (4 Beut) 273 + 83.3 (7 CIIO) 5173
VK 821.111.09 — 1 — 2 — 3 (072) (498.1) (73) «712”

Copyright © 2009 H.I. Kpunuiipka

Hpykyemovca 3a piwennam yuenoi paou Ilonmascoko2o 0epiHcagHo2o nedazociuHozo
yuisepcumemy imeni B.I". Koponenxa: npomokon Ne 14 6io 25 uepsns 2009 poky.

Yxkaanau — Kpunuywska H.IL, k. pinon. H., CT. BUKI. KadeapHu aHTTIHCHKOI (Piy1070rii.

Penenzenru:

H]epouna C.J[., x. dinon. H., gomeHT Kadeapu IIJIOBOI aHIIINHCBKOI MOBHU
[TonTaBChKOTrO YHIBEPCUTETY CIIOKUBYOI KOooIepanii Y KpaiHu.

3yenko M.O., k. duton. H., 1oueHT Kadenpu 3apyoixHoi miteparypu [IITY imeni
B.I".Koponenka.

Kpunnmupka HJI. Cyuyacha Jjiteparypa KpaiH, MoBa SIKHX
BHUBYACTLCA . HaBu. mmocio. Y. 2 : HaBuanbHui mOCIOHHK IS
MIJITOTOBKU JI0 CEMIHAPCHKUX 3aHATh CTYJEHTIB-(P1JI0JIOTIB, 110
BHBYAIOTh aHTJIHCHKY MOBY K (pax. — [Tonrasa : ITJIITY, 2009. —
120 c.

3aBmaHHS MOCIOHMKA — MOTJIMONTH i CHCTEMaTHU3yBaTH 3HAHHS CTYJCHTIB i3
CydacHOi aHIJIOMOBHOI JTepaTypH 3 METOK MNPAKTHYHOrO BHKOPUCTaHHS iX Y
CaMOCTIilHI HaBYAIBHIN Ta HAYKOBO-IOCIiIHIH pOOOTI.

[TociOHWK MICTHTh TUTAaHM U 3aBHaHHS 1O CEMIHAPCHKUX 3aHSTh, CIUCKH
PEKOMEHIOBaHOI JIiTepaTypd Ta eJEKTPOHHHMX pEeCypCiB, TEKCTH Ul BHBYCHHS,
JeTajJbHy HaBYAJIbHO-METOANYHY iH(OpMAIiIo Uil CaMOCTiMHOI MiArOTOBKU 10
NPaKTUYHHX 3QHSATh.

BBK
VIIK



The primary job of any writer is to tell you a story, a story out of human experience — |
mean by that, universal, mutual experience, the anguishes and troubles and grief of the human
heart, which is universal, without regard to race or time or condition. He wants to tell you
something which has seemed to him so true, so moving, either comic or tragic, that it’s worth
repeating.
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IHepeamosBa

Jlnst CTyOeHTIB 1HO3eMHOTro BifjiieHHs (axynbreTy Qinonorii ta xypHamictuku [TIITY
imeni B.I'. Koponenka BUBUEHHS Cy4acHOI aHTJIOMOBHOT JIITEpaTypyu Ma€e 0COOJIMBE 3HAUCHHS, aJIKe
JiTeparypHa TBOPYICTh € BHIIUM CTYIIEHEM BOJIOJIHHS MOBOIO, TOMY caMe€ 3aBISKH JOPOOKY
Cy4yaCHUX MUCHbMEHHHUKIB MOKHA JOCIIIUTA PO3BUTOK AHTIINCHKOI MOBHM MPOTSATOM OCTaHHIX
TECSATHIITS.

OCKUIBKM TIIPYyYHUKH 3 JaHOT AMCHMIUTIHM B YKpaini ta kpaiHax CHJI BimcytHi, a
HABYAJILHO-METO/IMYHI MaTepiaau, BUJAaHI B aHTJIOMOBHUX KpaiHax, SK MpaBWIO, M030aBlieHi
IIJTICHOTO W CHCTEMHOTO MiAXOAy, po3poOKa HaBYAIBHOTO IOCIOHMKA 13 CyYacHOi JiTepaTypu
AQHTJIOMOBHHX KpaiH € HaraJbHOIO CIIPaBOIO B MiATOTOBIII CTY/EHTIB-(iJIOIOTIB.

Kypc cywacHoi niTeparypu aHIJIIOMOBHUX KpaiH Ma€ MOJBIHHY METY, IO CKIIAJA€ThCs 3
JITEpaTypOo3HABUYOTO i MOBHOT'O acleKTiB. Y JITepaTypo3HaBUOMY aCIeKTi JUCHUIUTIHA Ma€ HA METI
JaTh MailOyTHIM (ijojoraM sSIKOMOTra MOBHE YSIBJICHHS MPO CTaH JIITEPaTypHOTO IMPOLECy JaHOTO
nepiony y Benukiii bpuranii, CIIIA # menmoro miporo Kanaai it ABcTparnii, a TakoX MONIMPUTH
3HAaHHSA, OTPMMaHI Ha 3aHATTAX 13 Teopil JiTepaTypH, icTopii 3apyOiXKHOI JiTepaTypw,
JITEpaTypHOTO aHAaJi3y TEKCTY, CTHIICTHKH, (iocodii Tomo. Y MOBHOMY acrekTi METOI0 KypCy €
3aKpIIJIeHHS ¥ pO3BUHEHHS MOBHUX HABHYOK.

OcHOBHI 3aBlIaHHS, IO CTOSATH MEpPel CTYACHTOM Y IMPOLECi BUBYCHHS JUCIUILIIHY, TaKi:
1) 03HalOMHUTHCS 13 3aralIbHUMU OCOOJMBOCTSIMU CYYACHUX aHTJIOMOBHHX HAI[IOHAIBHHX JIITEPATyp
Ta TBOPYICTIO IX KpamyxX MpPEJCTaBHUKIB, 2) YCBITOMJIICHO pPO3YMITH 3B’S30K JITEPATypHOTO
MPOLECy 13 COI[aNbHO-ICTOPUYHOIO CHUTYyalli€lo; 3) 3HATH KOHUEMIi, M0 € MPOBIIHUMHU s
3apyOiKHOT KyJIbTypu Ipyroi mojaoBuHH XX CTOMITTS; 4) BOJOMITH JAOCTaTHIM PiBHEM YCHOI
MUCHMOBOI aHTUIIMCHKOI MOBH; 5) MaTH HABUYKH BJIACHOTO MIAXOAY 10 PO3YMiHHS, KOMEHTYBaHHS 1
aHaIi3y TBOPY H JIiTEpaTypHOrO MPOIECy B3araii; 6) yMITH BECTH JUCKYCii Ta OOIpYyHTOBYBaTH
JyMKH; 7) KOMIIETEHTHO MPOBOIUTH JIITEpaTypO3HABUUN aHAJi3 TBOPY (YPUBKY); 8) 3HATH BasKIIMBI
JUTSL JAHOTO TIEPioAy JiTepaTypHi TEPMiHU.

CtpykTypa HaBYAJIBLHOTO MOCIOHMKA JUIS MIATOTOBKH O CEMIHAPCHKHUX 3aHATh CTYJIEHTIB-
¢bu1070TIB  CHHTE3ye MaTepladd pI3HMX HAyKOBUX 1 JOBiAKOBUX Jkepen. CryneHTam
NPOMNOHYIOTHCS: MJIaHU ¥ 3aBAAHHS 10 CEMIHAPChKHUX 3aHSTh; CIUCKHA PEKOMEHJO0BAHOI JIiTepaTypH
Ta €JEKTPOHHUX PECypCiB JO KOXKHOTO CEMIHApY; TEKCTU JIJIi BUBYCHHS, SIKI O3HAMOMITIOIOTH 31
3pa3kaMy CydacHOi MpO3M BEIMKHMX, CEpeAHIX 1 Mamux Qopm, moesii Ta JIpaMu; po3ropHyTa
HaBuaJbHa 1HPOPMAIIIS JUIsI CAMOCTIHHOT MIATOTOBKHU 10 IPAKTUYHUX 3aHATh, OB’ s3aHa 13 KUTTAM
1 TBOPYICTIO IMPEJICTABHUKIB AaHTJIOMOBHOI JIITEPAaTypH, XapaKTEPUCTUKOIO KAaHPIB 1 HAIPSMKIB,
aHaJII30M TBOPIB, MOSICHEHHSIM JIITEpaTypO3HAaBUMX TepMiHIB Tomlo. [lepeknamu ykpaiHCbKOIO
MOBOIO OUIBIIOCTI 13 3aIPOIIOHOBAHUX TBOPIB BIJICYTHI, TOMY MailOyTH1 (1710JI0TH 3a0X0UYIOTHCS i
JIO BJIACHOI TBOPYOI MepeKIIaaabKoi TisITbHOCTI.

3riiHO 13 KpeAUTHO-MOJYJIbHOIO CHUCTeMOro HaBuaHHsi, Moaynas 1 “CydacHa OpuTaHCBhKa
JiTepatypa” oxomuitoe ceMiHapu 1—4, a Monynp 2 “CydacHa aMepHKaHCbKa, KaHAJCbKa Ta
aBCTpaJliichKa JliTepaTypa’” — ceMiHapu 5—8.



Module 1
Seminar 1
Modern British Poetry (John Betjeman, Philip Larkin, Ted Hughes, Seamus Heaney)

Plan

=

The main characteristics of poetry.

2. John Betjeman’s conservatism in form and theme. Winter Seascape: the poet’s brilliance at
describing landscape (the literary analysis of the poem).

3. The Movement as an anti-modernist group tended towards anti-romanticism, rationality, and
sobriety.

4. Philip Larkin’s hybrid style between verse and prose. Church Going as an example of his
philosophical lyrics.

5. Man and Woman: Love Song by Ted Hughes and Mad Girl’s Love Song by Sylvia Plath (the
comparative analysis of two poems).

6. Metaphysical works by Seamus Heaney: Storm on the Island (the literary analysis of the poem).

Literature and Resources

1. dymuenko M.M. Jlireparypa BenukoOputanii i CIIA : HaBu. moci0. [mus crya. Bumi. HaBy. 3aki.] /
Muxaiino MukonaiioBud Jlymuenko. — 2-re Bun., gom. — Cymu: BT/ “YniBepcurercrka kamra”, 2006. —
445 c. - C. 11-12, 222,
2. On John Betjeman’s biography and works:
1) Brooke Jocelyn. John Betjeman. — Online at :
http://www.ourcivilisation.com/smartboard/shop/brookej/btjmn/.
2) John Betjeman. — Online at : en.wikipedia.org/wiki/John_Betjeman.
3) The Website about John Betjeman. — Online at : www.johnbetjeman.com.
3. On the Movement:
The Movement. — Online at : http://en.wikipedia.org/wiki/The_Movement_(literature).
4. About Philip Larkin:
1) Philip Larkin. — Online at : en.wikipedia.org/wiki/Philip_Larkin.
2) Philip Larkin. The overview of his works, his life, and his membership of “The Movement.” —
Online at : www.kirjasto.sci.fi/larkin.htm.
3) The Site about Philip Larkin. — Online at : www.philiplarkin.com.
5. About Ted Hughes:
1) Earth-Moon : a Ted Hughes Website. — Online at : www.earth-moon.org.
2) Ted Hughes. — Online at : en.wikipedia.org/wiki/Ted_Hughes.
3) Ted Hughes. — Online at : www kirjasto.sci.fi/thughes.htm.
4) Ted Hughes. — Online at : www.poemhunter.com/ted-hughes/poet-6616.
6. About Seamus Heaney:
1) Poems by Seamus Heaney : A Study Guide. — Online at :
www.universalteacher.org.uk/poetry/heaney.htm.
2) Seamus Heaney. — Online at : nobelprize.org/nobel_prizes/literature/laureates/1995/heaney-bio.html.
3) Seamus Heaney — Online at : en.wikipedia.org/wiki/Seamus_Heaney.
For further reading
1. KpyxkoB I'puropuii. I'mazox Bareprmaca (O Illeiimace Xwunu) / T'puropuit Kpyxxkos // Hocranbrus
obenuckos : JIuteparypubie Mmeutanusi. — M. : HoBoe nuteparypHoe o6o3penue, 2001. — C. 477—486.
2. King Don W. Sacramentalism in the Poetry of Philip Larkin. — Online at :
http://www.montreat.edu/dking/General%20essays/SacramentalisminthePoetryofPhilipLarkin.htm.
Bibliography (for the eagerest students)
1. Hillier Bevis. John Betjeman: New Fame, New Love / Bevis Hillier. — London: John Murray,
2002. — 736 p.
2. Hillier Bevis. Betjeman: The Bonus of Laughter / Bevis Hillier. — London: John Murray, 2004. —
784 p.
3. Hillier Bevis. Betjeman: The Biography / Bevis Hillier. — London: John Murray, 2006. — 608 p.
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4. Morrison Blake. The Movement : English Poetry and Fiction of the 1950s / Blake Morrison. —
Oxford University Press, 1980. — 326 p.

5. Maeve Brennan. The Philip Larkin I Knew / Brennan Maeve. — Manchester University Press,
2002. — 240 p.

6. Whalen Terry. Philip Larkin and English Poetry / Terry Whalen. — University of British Columbia
Press, 1986. — 200 p.

7. Andrews Elmer. The Poetry of Seamus Heaney / Elmer Andrews. — Columbia University Press,
2000. —192 p.

8. Vendler Helen. Seamus Heaney / Helen Vendler. — Harvard University Press, 2000. — 208 p.

Poems

John Betjeman
Winter Seascape

The sea runs back against itself

With scarcely time for breaking wave
To cannonade a slated shelf

And thunder under in a cave.

Before the next can fully burst

The headwind, blowing harder still,
Smoothes it to what it was at first —
A slowly rolling water-hill.

Against the breeze the breakers haste,
Against the tide their ridges run

And all the sea’s a dappled waste
Criss-crossing underneath the sun.

Far down the beach the ripples drag
Blown backward, rearing from the shore,
And wailing gull and shrieking shag
Alone can pierce the ocean roar.

Unheard, a mongrel hound gives tongue,
Unheard are shouts of little boys;

What chance has any inland lung
Against this multi-water noise?

Here where the cliffs alone prevail
| stand exultant, neutral, free,

And from the cushion of the gale
Behold a huge consoling sea.

Philip Larkin
Church Going

Once I am sure there’s nothing going on

| step inside, letting the door thud shut.

Another church: matting, seats, and stone,

And little books; sprawlings of flowers, cut

For Sunday, brownish now; some brass and stuff
Up at the holy end; the small neat organ;

And a tense, musty, unignorable silence,

Brewed God knows how long. Hatless, | take off
My cycle-clips in awkward reverence.

@Ouiann Jlapkun

Ilep. bopuca JleiiBu

IHocemenne xpama

S xny, Korja yTUXHET BCE BHYTPHU —
U 3ax0xy B 0OUTENH MyCTOTHI.

Eie ogHa: JOpokKKH Y JBEPH,

Psnpl ckaMeek, KHMKEUKH; [IBETHI
Yxe 3aBsuId; TIIe-TO B TITyOWHE
MoayuT onpsSITHRIN MaJIEeHBKUI OpraH;
HeoOpaTrMOCTh THUIIIMHBI TYCTOM. ..

B cMmylieHpr CTpaHHOM ABUXKYCh, KaK BO CHE,
ITo uepkBHU, ¢ HEOKPHITOM TOJOBOM.


http://en.wikipedia.org/w/index.php?title=The_Philip_Larkin_I_Knew&action=edit
http://en.wikipedia.org/w/index.php?title=Philip_Larkin_and_English_Poetry&action=edit
http://en.wikipedia.org/wiki/Helen_Vendler
http://en.wikipedia.org/wiki/Helen_Vendler
http://www.artofeurope.com/larkin/index.html
mailto:b.leyvi@ix.netcom.com

Move forward, run my hand around the font.

From where | stand, the roof looks almost new —
Cleaned, or restored? Someone would know: I don’t.
Mounting the lectern, | peruse a few

Hectoring large-scale verses, and pronounce

‘Here endeth’ much more loudly than I’d meant.
The echoes snigger briefly. Back at the door

I sign the book, donate an Irish sixpence,

Reflect the place was not worth stopping for.

Yet stop | did: in fact | often do,

And always end much at a loss like this,
Wondering what to look for; wondering, too,
When churches will fall completely out of use
What we shall turn them into, if we shall keep
A few cathedrals chronically on show,

Their parchment, plate and pyx in locked cases,
And let the rest rent-free to rain and sheep.
Shall we avoid them as unlucky places?

Or, after dark, will dubious women come

To make their children touch a particular stone;
Pick simples for a cancer; or on some

Advised night see walking a dead one?

Power of some sort will go on

In games, in riddles, seemingly at random;

But superstition, like belief, must die,

And what remains when disbelief has gone?
Grass, weedy pavement, brambles, buttress, sky,

A shape less recognisable each week,

A purpose more obscure. | wonder who

Will be the last, the very last, to seek

This place for what it was; one of the crew

That tap and jot and know what rood-lofts were?
Some ruin-bibber, randy for antique,

Or Christmas-addict, counting on a whiff

Of gown-and-bands and organ-pipes and myrrh?
Or will he be my representative,

Bored, uninformed, knowing the ghostly silt
Dispersed, yet tending to this cross of ground

Through suburb scrub because it held unspilt

So long and equably what since is found

Only in separation — marriage, and birth,

And death, and thoughts of these — for which was built
This special shell? For, though I’ve no idea

What this accoutered frowsty barn is worth,

It pleases me to stand in silence here;

A serious house on serious earth it is,

In whose blent air all our compulsions meet,
Are recognized, and robed as destinies.

And that much never can be obsolete,

Since someone will forever be surprising

A hunger in himself to be more serious,
And gravitating with it to this ground,

Kynens Hanrynama pyka mMosl.
CBepkaer, CTIOBHO HOBBIi, TOTOJIOK.
[Tounmen? Kto-To BegaeT — He 1.

Ha xadenpy B300paBIImch, napy CTpok
IlTenmuy BecoMbIX. MHOTO TpoMue 4em
Xorten, 3Byunt “Jlocene”. Oxa cMex
Henonor. [Tocroro y anraps.

Mosety Oporry, pacHuiIychk. 3adem,
Crpormry, 3amen? M cam oTBedy: 3psi.

Ho Beap 3amen, u 3axoxy Bceraa,

U 3naro0 — Oecroyie3eH MOH IPUXO.

S mymaro o BpeMeHH Koraa

Hy»xna B epkBsix HaBEYHO OTHAJIET;
Bo 4TO MX mpeBpaTIT; U, MOKET OBITH,
OcTaBsT Mapy AEUCTBYIOIINX BCE XK?
A ocranbHbIe OyIyT JJI CKOTA.

U, moxeT, MbI UX Oy/IeM O0XOMIUTH,
Kaxk mopuy HaBogsmue mecra?

Ho B iepxoBs, BepHO, 0a0BI ¢ peOsITHEH
IIpuayT TBOPUTH MOJIUTBY Y KAMHEU
LlenutenbHBIX, U B TEMHOTE TIIyXOH
YBUIAT, Kak MEPTBEI] UIET 10 Hel?
Marunyeckas cuina HaBcerga

OcTtaHercs B CUATANIKAX, HTPax, CHaX.
Kax Bepa, cyeBepue ymper;

Ho konb ymper 6e3Bepbe — uro Torma? —
3apocmias Tpora 1 HeOOCBO,

U o06pa3, y3HaBaeMblii TpyJHEH,

U na3nauenne HenoHsATHEH. KTo

[locneaanm cambiM OyieT BUIETh B HEl
ITepBonavansHeIi 3ambicen? U aro

EcTb OanTucTepuii CMOXKET HE 3a0BITh; —
MorunbHbIi BOp — LIEHUTENb CTAPUHBI;
Yynak, NbSIHEHHBIN 3al1aXOM CBEYHBIM,
PosxaecTBeHCKOM MOJIMTBOI? — MOXKET OBITh,
OH Oynet npeacTaBUTEIeM MOUM —

HewuckymeHHbpIM; 3HAIONUM — 320BITh

Vxe ycnenu Bc€. Croa TAHYTh

He nepecraner. Kak sxe coxpaHutb

3/1ech yaaloch HaI0To 3Ty CYTh,

Yro ecTh B pasiyKe JIMIIb — POXKICHbBE, OpakK,
U cmepTh, 1 MBICTTH 00 3TOM — IOHUMAI,
Kak xodems Bc€? I1ycTs HEM3BECTHO MHE

K uemy omn, ceii 3a0poreHHbIH capaid,

Ho 3nech moOBITh MPUATHO B TUIINHE.

CBSIIEHHBIM IOM — Ha TOJIOYH 3€MHOI,

Jliis Hammx o0IuX NeHCTBUN MECTO BCTpEY,
Pacrio3naHHBIX ¥ Ha3BaHBIX CYABOOI.

Yk 3TOMY 3a0BEHBS HE TIPEIPEIb; —

Komb xak1ie moCBAIIeHBS — OBITh U BIIPEb,
Koro-aubynb ¢ Heil, BepHO, 3aHeCeT

Ha 51y Tos104Yb ¥ 110J] 3TOT KPOB,



Which, he once heard, was proper to grow wise in, I'me MOMKHO, TaK MBI CIIBIIIAIH, CTAPETH —
If only that so many dead lie round. 3arem, 49TO 3/1€CH JOBOIBLHO MEPTBELIOB.

Ted Hughes
Love Song

He loved her and she loved him.

His kisses sucked out her whole past and future or tried to
He had no other appetite

She bit him she gnawed him she sucked

She wanted him complete inside her

Safe and sure forever and ever

Their little cries fluttered into the curtains

Her eyes wanted nothing to get away

Her looks nailed down his hands his wrists his elbows
He gripped her hard so that life

Should not drag her from that moment

He wanted all future to cease

He wanted to topple with his arms round her

Off that moment’s brink and into nothing

Or everlasting or whatever there was

Her embrace was an immense press

To print him into her bones

His smiles were the garrets of a fairy palace
Where the real world would never come
Her smiles were spider bites

So he would lie still till she felt hungry

His words were occupying armies

Her laughs were an assassin’s attempts

His looks were bullets daggers of revenge
His glances were ghosts in the corner with horrible secrets
His whispers were whips and jackboots

Her Kisses were lawyers steadily writing
His caresses were the last hooks of a castaway
Her love-tricks were the grinding of locks
And their deep cries crawled over the floors
Like an animal dragging a great trap

His promises were the surgeon’s gag

Her promises took the top off his skull

She would get a brooch made of it

His vows pulled out all her sinews

He showed her how to make a love-knot
Her vows put his eyes in formalin

At the back of her secret drawer

Their screams stuck in the wall

Their heads fell apart into sleep like the two halves
Of a lopped melon, but love is hard to stop

In their entwined sleep they exchanged arms and legs
In their dreams their brains took each other hostage
In the morning they wore each other’s face

A shot from Sylvia (Great Britain,
2003, dir. by Christine Jeffs). Sylvia —
Gwyneth Paltrow, Ted — Daniel Craig



Sylvia Plath
Mad Girl’s Love Song

“l shut my eyes and all the world drops dead,;
I lift my lids and all is born again.
(Ithink 1 made you up inside my head.)

The stars go waltzing out in blue and red,
And arbitrary blackness gallops in:
I shut my eyes and all the world drops dead.

I dreamed that you bewitched me into bed
And sung me moon-struck, kissed me quite
insane.

(Ithink 1 made you up inside my head.)

God topples from the sky, hell’s fires fade:
Exit seraphim and Satan's men:
I shut my eyes and all the world drops dead.

I fancied you’d return the way you said,
But | grow old and | forget your name.
(Ithink 1 made you up inside my head.)

I should have loved a thunderbird instead;

At least when spring comes they roar back again.
I shut my eyes and all the world drops dead.

(1 think 1 made you up inside my head.)”

Seamus Heaney
Storm on the Island
from Death of a Naturalist (1991)

We are prepared: we build our houses squat,
Sink walls in rock and roof them with good slate.
This wizened earth has never troubled us

With hay, so, as you see, there are no stacks

Or stooks that can be lost. Nor are there trees
Which might prove company when it blows full

Blast: you know what | mean — leaves and branches

Can raise a tragic chorus in a gale

So that you listen to the thing you fear
Forgetting that it pummels your house too.
But there are no trees, no natural shelter.
You might think that the sea is company,
Exploding comfortably down on the cliffs,
But no: when it begins, the flung spray hits
The very windows, spits like a tame cat
Turned savage. We just sit tight while wind dives
And strafes invisibly. Space is a salvo,

We are bombarded by the empty air.
Strange, it is a huge nothing that we fear.

JIr0oBHasI ecHs 0e3yMHOM 1eBUYOHKHU
ITep. Anexces Koctpuuxkuna

I'maza 3akporo — Mup yMpeT ToT4ac.
SI mogHMMAr0 BEKM — BCE TTO-HOBOM.
(Mmue xaxeTcs, s BeIgyMana Bac).

TaHIYIOT 3B€3/1bl CUHE-KPACHBIN BaJIbC
ITox OGecipocBETHBIM CYMpPaYHBIM ITIOKPOBOM.
I'masza 3akporo — MUp YMpET TOTHaC.

S K HEXXHBIM TIOLIETYAM, OJIECKY TI1a3
W x mecHsAM 1o TyHOM ObLIa TOTOBA.
(Mne kaxercs, s BeigymMana Bac).

U Bora ueT, u aackuii xap yrac,
Wcuesnn anrens! U neMoHbl. M cHOBa
I'maza 3akporo — MUp yMpeT ToT4ac.

MHe rpe3wnch oOpbIBKY Bammx ¢pas.
S BeIpOCia 1 03a0kLIa CIIOBO.
(Mmne kaxercs, s Beigymana Bac).

BmtoOuThCs B ITHIYy TpOMa — B CaMBIX pas,
BecHoii oHa yxe He Tak CypoBa.

I'maza 3akporo — MHp yMpeT ToTyac.

(Mme xaxeTcs, s BIIyMaJia Bac).
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Helpful Information

1. The main characteristics of poetry.

Perhaps the oldest kind of literature known to humanity, poetry in its earliest stages was told or sung,
but during its long and continuing evolution it has become part of the written tradition and has been use for
several purposes. Foremost among the many uses of poetry has been its ability as lyric, narrative, and epic to
pay homage to the gods and to recount the history of specific groups of people.

Both European and American poets have been most influenced by Greek culture, in which the
writers were known as poets, a title that carried both responsibility and praise. Greek literature consisted in
large measure of plays that were written in poetry, a convention of the time. Roman poets adopted most of
the rules of the Greeks, later revived during the Renaissance. Beginning with Geoffrey Chaucer, poetry in
England flowered and spread throughout the English-speaking world and far beyond. Poetic forms are: verse,
poem, song, ode, sonnet, ballad, elegy, parody, epigram, etc.

But what is poetry? According to William Wordsworth and Samuel Coleridge, the major role of
poetry was to stand in opposition to science. Coleridge wrote: “poetry is not the proper antithesis to prose,
but to science. Poetry is opposed to science.” A great and influential man of writing of the Romantic period
wrote that “Poetry begins where matter of fact or science ceases...” The American poetess of the 19" century
Emily Dickinson alludes nearly to the same thing:

To clothe the fiery thought

In simple words succeeds,

For still the craft of genius is

To mask a king in weeds.

Poetry is often full of ideas, too, and sometimes poems can be powerful experiences of the mind, but
most poems are primarily about how people feel rather than how people think. Poetry can be the voice of our
feelings.

Though prose and poetry have much in common and a number of poets also write prose fiction,
nevertheless, commonly accepted differences between the two genres are that poetry is generally written in
meter, thus creating rhythm, and prose is not; rhyme is a characteristic feature of poetry (though not
required) which prose doesn’t have. Poetry distills, compresses and refines knowledge through selective use
of language, while prose is considered “ordinary” language. Poets are binding themselves in the chains of
traditional poetic forms and then creating interaction between different elements of poetic technique. But
nothing about poetry is as important as the way it makes us feel with the help of imagination, symbols and
invention.

Sometimes poetry is freed from the old rules, evolves from confinement of rigid structure and
sometimes content. This is what we now know as free verse — the kind of poetry which was fired a new kind
of poet, epitomized by the great American poet Walt Whitman, poetry which relies heavily on imagery.

Poets employ various strategies and elements of poetic technique to frame their vision of human
experience in verse, theme, diction, tone, imagery, symbolism, simile and metaphor, personification and
apostrophe, metre, rhythm and rhyme, sound, structure and form.

2. John Betjeman’s conservatism in form and theme. Winter Seascape: the poet’s brilliance at
describing landscape.

John Betjeman (1906-1984) achieved huge success during his
lifetime and continues to retain his ‘“National Treasure” status more than
twenty years after his death. His gift for comic writing, his dazzling technical
abilities and his combination of eccentricity and Englishness are all key
ingredients in his enduring popularity. He was the son of a manufacturer of
luxurious household goods, a background that provided him with a
comfortable childhood but also left him socially insecure, conscious of his
family’s status as ‘trade’ in an era of more rigid social class distinctions.
Sensitive and bullied at school, Betjeman only came into his own at Oxford
where he threw himself into a party-going lifestyle. He perhaps enjoyed
himself too much and was sent down for failing his exams. However, Oxford
contacts helped him secure a post on The Architectural Review which he left in 1933 to become a freelance
journalist. During the war he worked for various government departments and then continued to make his
living from journalism and broadcasting.

Betjeman’s wide appeal and his conservatism in form and theme have tended to obscure his
achievements as a serious poet, but he was rated highly by his contemporaries and no less a figure than
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W. H. Auden edited a choice of Betjeman’s verse in 1947. Some of his best qualities are presented in these
two recordings: Youth and Age on Beaulieu River demonstrates Betjeman’s brilliance at describing human
figures in a landscape and deals with one of his abiding preoccupations, mortality, whilst A Subaltern’s Love
Song is Betjeman at his rollicking best, amorous and satirical as he pokes fun at himself and the upper
middle class world he was from whilst celebrating its straightforward pleasures. A virtuoso performer with a
keen sense of how to project an image, this recording captures him at his best, effortlessly charming his
audience with his bravura renditions.

Collected poems after WW 11: Slick but not Streamlined (1947), Selected Poems: chosen with a
preface by John Hanbury & Angus Sparrow (1950); A Few Late Chrysanthemums (1954); Poems in the
Porch (1954); John Betjeman’s Collected Poems (1958); Altar and Pew, Church of England verses (1959);
Summoned by Bells (1960); A Ring of Bells (1962); High and Low (1966); A Wembley Lad and The Crem
(1971); A Nip in the Air (1974); Church poems (1981), etc.

The literary analysis of the poem

Winter Seascape

The sea runs back against itself

With scarcely time for breaking wave
To cannonade a slated shelf

And thunder under in a cave.

Before the next can fully burst

The headwind, blowing harder still
Smoothes it to what it was at first —
A slowly rolling water-hill.

Against the breeze the breakers haste,
Against the tide their ridges run

And all the sea’s a dappled waste
Criss-crossing underneath the sun.

Far down the beach the ripples drag
Blown backward, rearing from the shore,
And wailing gull and shrieking shag
Alone can pierce the ocean roar.

Unheard, a mongrel hound gives tongue,
Unheard are shouts of little boys;

What chance has any inland lung
Against this multi-water noise?

Here where the cliffs alone prevail
| stand exultant, neutral, free,

And from the cushion of the gale
Behold a huge consoling sea.

HinpsiaxoBuii (10caiBHUIH) MepeKIaa:

Mope Tikae camo Bix cebe,

Jlense BCTUTAIOUN PO3OUTH XBHITIO,

[[o6 BmapuTH 3aJII0M 110 CHHIOBATO-CipOMY MIETb(Y
Ta BHOYXHYTH TPOMOM Y TI€Uepi.

Jlo Toro, SIK ycsl HaCTyITHa XBUJIS BHOYXHE,

3ycTpiuHuii BiTep, SIKUI IMe BCE CUIIBHIIIIE,

Posrnamxkye ii i poOUTH TaKoIo, SIKOIO BOHA OyJia CovyaTky —
BoastHOTO rOporo, 10 MOBITBHO KOTUTHCS.

[MocnimatoTe mpoTH Opu3y BOIsHI OypyHH,

Bixatb npotu Teuii ixHi rpebiHi,

I Bce Mope — 1ie cTpoKkaTta ImycTes,

o mepexpecTsiM JIEKUTH (CEPANTHCSA) TTiJ] COHIIEM.

Janeko BHU3Y BiJl TUBDKY TATHYThCS OproKi,

Ski 3myBaroThC Ha3all, HAPOHKYIOUYHCH BiJl Oepera,

I muire vaiika, 110 TOJOCHUTD, 1 OaKJIaH, 110 MPOHU3IHUBO
KPHYHUTD,

MoXyTh MTPOHHU3ATH PEB OKCaHY.

HeuyTHa, nosnae rojaoc JBOpHSIKKa,
HeuyTHi KpUKN MaJeHbKHX XJIOIMYHKIB,

Yu € manc y Oyib-SIKOi 3¢MHOT JIereHi
[TpoTH IbOr0 MHOKUHHOTO BOJTHOTO IIyMY?

TyT, e HaproOTh JINIIIE CKe,

S croro miiHEeCEHU, BIICTOPOHEHUH, BITbHUIA

I mig 3axucToMm (3 MOBITPSAHOT MOAYIIKK) Oypi (IITOPMY,
CHJIBHOT'O BITpY)

Criorsaro 3a BETMYHAM 3aCTIOKIITUBIM MOPEM.

John Betjeman invites us to look at his Winter Seascape, but the poet’s marina is not only visual — it
is full of sounds, which complete the image, because the sea cannot be silent.

The sea is the first word in the poem. This personified sea “runs back against itself” like people who
try to escape their fate. Like a strong-willed person who doesn’t want “to suffer / The slings and arrows of
outrageous fortune” (William Shakespeare. Hamlet. Act III, Scene I) it breaks against “a slated shelf”, dying
and arising again: it is a constant battle, a rhythm of existence, which is given by the poet with the help of a
clear four-iambic metre, cross (alternate) and masculine rhyme. Winter Seascape begins with the sounds of
this battle, which is depicted not only by the lexical devices (to cannonade, thunder, burst), but by the
alliteration as well because there are a lot of plosives here: [t] (30), [d] (26), [b] (12), [a] (9), [p] (6), [K] (5).
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The most frequent words (let alone the) are against (4) and and (5 times plus 2 more in stand and inland)
that are associated with negation and unity, war and peace. The waves roar with [r] (22), rise and fall with [I]
(32) and [w] (13), lap and whisper with [s] (26), [8] (19), [z] (11), []] (6), [t]] (2), [0] (2), [d3] (1), and
breathe with [h] (8). In the line A slowly rolling water-hill an onomatopoeia is used. The anaphoras (against
and unheard) also help to reproduce the constant rhythm of the sea. The events are given in the present for
making them more vivid and dynamic.

The first three stanzas from Betjeman’s six ones centre about the sea and its battle with the shore,
and only in the second half of the poem the living beings are portrayed (the gull, the shag, the mongrel
hound, the little boys, and, at last, the author (i.e. the lyrical hero). In this sense the use of the synecdoche
any inland lung is proved in Winter Seascape because lung is connected with breathing which means life and
particularly the life on the land. It looks as if the different stages of evolution are presented in the poem: from
the sea as a cradle of life to the human beings — the children, then the adult. All the living beings except the
author are fighting against the sea which is depicted in the fifth stanza not as the symbol of the brave human
spirit, but as a hostile and unpredictable force. The last words of the stanza (What chance has any inland
lung/ Against this multi-water noise?) are the statement of our helplessness in the face of the life and Nature
in general. Nevertheless, in the sixth stanza it is conveyed that this statement is not a defeat because the
author separates himself from the other living beings by mentioning the cliffs (the symbol of defence and
indestructibility) and shows that it is possible to remain “exultant, neutral, free” even in the heart of the
storm if you have at least a small island under your feet. The author achieved harmony because he realized
that the sea was severe and wild, but he had not to be afraid of it and of the fate and life as well. Without our
fear the sea is consoling even in its rage which is not the real rage but the natural rhythm of deaths and births.
Winter Seascape ends with sea which is also the first word in the poem and the circle (a sea like a man — the
sea is dangerous for the man — the man — the sea like the man) is closed.

3. The Movement as an anti-modernist group tended towards anti-romanticism, rationality,

and sobriety.

The Movement was a term coined by J. D. Scott, literary editor of The Spectator, in 1954 to describe
a group of writers including Kingsley Amis, Philip Larkin, Donald Davie, D.J. Enright, John Wain, Elizabeth
Jennings, Thom Gunn, and Robert Conquest. The Movement was essentially English in character; poets in
Scotland and Wales were not generally included.

Essentially The Movement was a reaction against the extreme romanticism of the previous
identifiable major movement in British poetry, the New Apocalyptics (which overlapped with the Scottish
Renaissance). Whereas the New Apocalyptics had been irrational, deliberately bordering on the incoherent,
and outrageous or controversial, The Movement poets tended towards anti-romanticism (almost constituting
a form of neo-classicism), rationality, and sobriety. John Press has described it as “a general retreat from
direct comment or involvement in any political or social doctrine.”

The Movement produced two anthologies: Poets of the 1950s (1955) (editor D. J. Enright, published
in Japan) and New Lines (1956). Conquest, who edited the New Lines anthology, described the connection
between the poets as ‘little more than a negative determination to avoid bad principles.” These ‘bad
principles’ are usually described as excess, both in terms of theme and stylistic devices. The polemic
introduction to New Lines targeted in particular the 1940s poets, the generation of Dylan Thomas and George
Barker — though not by name. A second New Lines anthology appeared in 1963, by which time The
Movement seemed to some a spent force, in terms of fashion; the ‘underground’ in the shape of The Group,
and the more American-influenced style of the Al Alvarez anthology The New
Poetry having come to the fore. Ironically, interest in “The Movement” renewed
in the early nineties, primarily in America, with the rise of the New Formalism
and increased public interest in the work of Philip Larkin.

4. Philip Larkin’s hybrid style between verse and prose. Church
Going as an example of his philosophical lyrics.

Philip Larkin (1922—-1985) was born in Coventry in the family of Sydney
and Eva Larkin. He attended the City’s King Henry V111 School between 1930 and
1940. He started writing contributing to the school magazine. His first poem
Ultimatum was published in the national Weekly Listener in 1940. Three other
poems A Stone Church Damaged by a Bomb, Mythological Introduction, and /
Dreamed of an Out-thrust Arm of Land appeared in 1943 in the collection Oxford
Poetry (1942—1943). Then, he was educated at St John’s College in Oxford where his friends were Kingsley
Amis and Bruce Montgomery. He graduated in 1943 with a First Class Honour in English and soon was
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appointed Librarian at Wellington where he studied to qualify as a professional librarian and continued
writing poetry which in 1945 he included in the collection The North Ship.

While working in Belfast as Sub-Librarian at Queen’s University Larkin privately published a small
collection of poetry XX Poems. It was followed by his next collection The Less Deceived (1955). The
collection won him reputation of one of the foremost figures in the XXth century poetry.

In 1964 Larkin published the collection of poems The Whitsun Weddings which was well received,
widely acclaimed, and brought him the Queen’s Gold Medal for Poetry. His next collection High Windows
was published in 1974 and it confirmed Larkin as one of the finest poets in English literary history.

Philip Larkin is also known as a prose writer — a novelist and essayist. His two novels Jill and A Girl
in Winter came out in succession in 1946 and 1947 respectively. His reviews of jazz recordings which he
wrote for the Daily Telegraph were published in 1970 under the title All What Jazz: a Record Diary
1961—-1968. He also edited the Oxford Book of Twentieth Century English Verse which was published in
1973.

Philip Larkin received many awards and prizes and he had been an Honorary Fellow of the Library
Association and was made a Professor of the University of Hull. He was awarded the Order of the
Companion of Honour but was unable to attend the ceremony at Buckingham Palace because of serious
illness.

Philip Larkin died of cancer at the age of 63 on December 2, 1985.

Hybrid style between verse and prose

Larkin used a hybrid style between verse and prose, sometimes putting commonplace thoughts in
commonplace language, and then slipping into an iambic verse for more serious reflections.

The opening lines of Church Going can be read:

Once | am sure | there’s nothing going on

| step inside || letting the door thud shut.

But the stresses are not clearly marked, the speech rhythms imposing something more like:

Once | am sure there’s nothing going on

I step inside | letting the door thud shut.

Making its very ordinariness seem sincerity:

Once | am sure there’s nothing going on, | step inside, letting the door thud shut.

Another church: matting, seats, and stone and little books; sprawlings of flowers, cut for Sunday,
brownish now. Some brass and stuff up at the holy end; the small neat organ; and a tense, musty, unignorable
silence, brewed God knows how long.

Hatless, | take off my cycle-clips in awkward reverence.

Ordinary prose, or almost so, since awkward reverence is preparing us for the third stanza, which
starts:

Yet stop | did: in fact | often do,

And always end much at a loss like this,

And by the final stanza the language is much more elevated — blent, robed in destinies, hunger in
himself, gravitating, ground, wise in, dead lie round — and the assiduous student of rhetoric could identify:

Parenthesis: he once heard

Parallelism: In whose blent air all our compulsions meet

Anaphora: A serious house on serious earth

Anadiplosis: to be more serious

Procatalepsis: Are recognized

Litotes: proper to grow wise in

Metabasis: And that much never can be obsolete

Amplification: Since someone will forever...

Metanoia: If only that so many dead lie round

Metaphor: robed as destinies.

Personification: A hunger in himself to be more serious

Hyperbaton: earth it is

Pleonasm: gravitating with it to this ground

Alliteration: And gravitating with it to this ground.

Parataxis: If only that so many dead lie round.

Climax: If only that so many dead lie round.
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From an everyday beginning though with some rhetoric — the poem moves to studied exactness, the
more striking because of the ‘artless’ flatlands from which it rises. Only they’re not artless, but a conscious
strategy.

5. Man and Woman: Love Song by Ted Hughes and Mad Girl’s Love Song by Sylvia Plath.

Edward James (Ted) Hughes (1930-1998) was born in Mytholmroyd, in the West Riding district
of Yorkshire, on August 17, 1930. His childhood was quiet and dominantly rural. When he was seven years
old his family moved to the small town of Mexborough in South Yorkshire, and the landscape of the moors
of that area informed his poetry throughout his life.
| After high school, Hughes entered the Royal Air Force and served for two years as a
ground wireless mechanic. He then moved to Cambridge to attend Pembroke
College on an academic scholarship. While in college he published a few poems,
majored in Anthropology and Archaeology, and studied mythologies extensively.

Hughes graduated from Cambridge in 1954. A few years later, in 1956, he
co-founded the literary magazine St. Botolph’s Review with a handful of other
editors. At the launch party for the magazine, he met Sylvia Plath. A few short
months later, on June 16, 1956, they were married.

Plath encouraged Hughes to submit his first manuscript, The Hawk in the
Rain, to The Poetry Center’s First Publication book contest. The judges, Marianne
Moore, W. H. Auden, and Stephen Spender, awarded the manuscript first prize, and
it was published in England and America in 1957, to much critical praise.

Hughes lived in Massachusetts with Plath and taught at University of Massachusetts Amherst. They
returned to England in 1959, and their first child, Freida was born the following year. Their second child,
Nicholas, was born two years later.

In 1962, Hughes left Plath for Assia Gutmann Weuvill. Less than a year later, Plath committed
suicide. Hughes did not write again for years, as he focused all of his energy on editing and promoting
Plath’s poems. He was also roundly lambasted by the public, who saw him as responsible for his wife’s
suicide. Controversy surrounded his editorial choices regarding Plath’s poems and journals.

In 1965, Wevill gave birth to their only child, Shura. Four years later, like Plath, she also committed
suicide, killing Shura as well. The following year, in 1970, Hughes married Carol Orchard, with whom he
remained married until his death.

Hughes’s lengthy career included over a dozen books of poetry, translations, non-fiction and
children’s books, such as the famous The Iron Man (1968). His books of poems include: Wolfwatching
(1990), Flowers and Insects (1986), Selected Poems 1957-1981 (1982), Moortown (1980), Cave Birds
(1979), Crow (1971), and Lupercal (1960). His final collection, The Birthday Letters (Farrar, Straus &
Giroux, 1998), published the year of his death, documented his relationship with Plath.

Hughes’s work is marked by a mythical framework, using the lyric and dramatic monologue to
illustrate intense subject matter. Animals appear frequently throughout his work as deity, metaphor, persona,
and icon. Perhaps the most famous of his subjects is “Crow,” an amalgam of god, bird and man, whose
existence seems pivotal to the knowledge of good and evil.

Hughes won many of Europe’s highest literary honors, and was appointed Poet Laureate of England
in 1984, a post he held until his death. He passed away in October 28, 1998 in Devonshire, England, from
cancer.

Selected Bibliography: The Hawk in the Rain (1957); Pike (1959); Lupercal (1960); Crow (1971);
Cave Birds (1979); Moortown (1980); Selected Poems 1957-1981 (1982); Flowers and Insects (1986);
Wolfwatching (1990); The Birthday Letters (1998).

The comparative analysis of two poems

It’s quite difficult to establish a good comparison (a simple formal comparison would be easier)
between these two poems, these two great works by two of the most representative writers in the English
language in the twentieth century.

To begin with, both poems have almost the same title, Love song, adding Sylvia Plath a premonitory
and at the same time autobiographical Mad girl (she was demented and died at the age of thirty: she was a
little woman, she was still a girl).

Ted Hughes’s poem is much longer than his wife’s one. Love song contains forty-four verses divided
into six stanzas: the first stanza has seven lines; the second one, eight lines; the third one (the longest)
contains twenty-four; the fourth and fifth ones only have two lines and the last stanza is one single line.

The poem written by Sylvia Plath is composed of five stanzas with three lines and a sixth stanza with
four lines.
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The rhyme is very different in both works. While in Love song there are four lines with some kind of
rhyme (Her love-tricks were the grinding of locks/ And their deep cries crawled over the floors; and Like an
animal dragging a great trop/ His promises were the surgeon’s gag), in Sylvia Plath’s poem we can find
several kinds of rhyme: in stanzas 1, 2, 3 and 5 the rhyme is ABA; in stanza number 4 the rhyme is ABB and
in the last stanza, the only with four lines, the rhyme is ABAA.

Going on with the analysis of the form in the poems commented, we have to say that repetition is the
most resource used: articles and possessive pronouns are often repeated: in Ted Hughes’s poem the word he
is said seven times: she, six times; his is written fourteen times, and her, nineteen times.

There are also words such as were or their which are repeated several times through the poem. All
these words have great meaning in the message of the poem: for Ted Hughes love is a two-people thing.
That’s the reason why Hughes uses these words, despite were does not refer to their necessarily. I will
explain this later.

Placing so many possessive pronouns and articles at the beginning of so many lines produces a kind
of visual effect on the reader.

On the other hand, Sylvia Plath, despite repeating single words, works harder on content and repeats
some whole lines, lines that have an important role on the meaning of the poem: | shut my eyes and all the
world drops dead; and (I think 1 made up inside my head) are repeated four times through the poem.

The way in which Sylvia Plath writes is more the way a woman writes: | dreamed that you
bewitched me into bed/ And sung me moon-struck, kissed me quite insane (lines 7 and 8) or 7 fancied you’d
return the way you said (line 13).

For the girl, his beloved is an invention, she’s only one person, while for Ted Hughes, in his poem,
the lovers are two, a real man and a real woman, a real couple as Hughes writes in, for instance, the last line
of the poem: In the morning they wore each other’s face. Or in the lines where the word their is said: In their
entwined sleep they exchanged arms and legs. They is, like were or their, words just commented before, a
word that is repeated several times, and it symbolizes the fact that only one person
cannot love or be loved.

Sylvia Plath has a more romantic, even fantastic vision of love, while Ted
Hughes is more realistic and at the same time more optimistic in his lines. It’s
difficult to say what poem is better; it’s a matter of personal taste.

6. Allegorical works by Seamus Heaney: Storm on the Island.

Seamus Heaney /fei'mas hi:'ni/ was born on April 13, 1939, on a farm in
Castledawson, County Derry, Northern Ireland, the eldest of eight children. In
1963, he began teaching at St. Joseph’s College in Belfast. Here he began to write,
joining a poetry workshop with Derek Mahon, Michael Longley, and others under
the guidance of Philip Hobsbaum. In 1965 he married Marie Devlin, and in 1966
year he published his first book of poetry, Death of a Naturalist. His other poetry includes Door into the
Dark (1969), Wintering Out (1972), North (1979), Selected Poems 1965-1975 (1980), Station Island (1984),
The Haw Lantern (1987), New Selected Poems 1966—1987 (1990) and Seeing Things (1991). In 1999 he
published a new translation of the Old English heroic poem Beowulf.

Seamus Heaney is a Foreign Member of the American Academy of Arts and Letters. He was
Professor of Poetry at Oxford from 1989 to 1994. In 1995 he received the Nobel Prize in Literature. Heaney
has lived in Dublin since 1976. Since 1981 he has spent part of each year teaching at Harvard University,
where he is a Professor of Rhetoric and Oratory. Writing about Heaney in 1968, Jim Hunter, said:

“His own involvement does not exclude us: there are few private references, and the descriptive
clarity of his writing makes it easy to follow... Heaney’s world is a warm, even optimistic one: his tone is
that of traditional sanity and humanity.”

Storm on the Island considers the ideas of isolation and living so close to nature. But mainly it
depicts the destructive powers of nature, amplified for the island-dweller. Heaney refers to three of the
elements — earth, water and air. The poem challenges the idea that island life is idyllic — the sea is not
“company” but like a cat, seemingly tame, yet apt to turn “savage” and spit. At the end of the poem comes
the irony — we are fearful of “empty air”, or a “huge nothing”. So the poem appears to question whether our
fears are real or imaginary (of course, physicists and meteorologists know that air is not “a huge nothing”).
Heaney uses a series of military metaphors: the wind (like a fighter-bomber) “dives and strafes” while space
is a “salvo” and air bombards (a metaphor from artillery or, more aptly here, naval gunnery).
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The poem is written in iambic pentameter lines — mostly blank verse, but with half-rhyming
couplets at the beginning and end. The poem opens confidently, explaining why the island dwellers
trust in their preparations — but when the storm breaks, they can do nothing but “sit tight”.

Seminars 2-3

British Dystopian Genre:
George Orwell’s 1984 and Anthony Burgess’s A Clockwork Orange

Plan

1. The definition of dystopian literature.

2. George Orwell’s brief biography.

3. The plot and the structure of 1984.

4. The analysis of Chapter 1.
Questions.

1) What details tell us that Oceania is a totalitarian state? What features of this country parallel
the Stalinist Soviet Union? Adolf Hitler’s Nazi Germany? Post-war Great Britain? Today’s
world?

2) What satirical elements can you find in the chapter?

3) Try to explain the slogans WAR IS PEACE, FREEDOM IS SLAVERY, IGNORANCE IS
STRENGTH. Are they absurd or not?

4) Give a characterization of Winston Smith. What distinguishes him from the other citizens?

5) Find the examples of Newspeak in the excerpt. Why did the author create the special
language for Oceania?

6) Who are the proles, to your mind?

5. Anthony Burgess’s life and works.
6. The plot and the structure of A Clockwork Orange.
7. The analysis of Chapter 21.

Questions.

1) Try to characterize society where Alex lives. Is it more liberal than Oceania? Happier?
Closer to the modern society?

2) What devices did Burgess use to describe the teenager subculture?

3) Find the examples of the Anglo-Russian invented teen slang of Nadsat in the British version
and their equivalents in the Russian translation. Do you think the translator’s variants to be
apt? Can you offer your own variants of translation into Ukrainian?

4) How can we explain the changes in Alex’s behavior in the final chapter? What does he begin
to realize?

5) Are there the words in the fragment that help to understand the title of the novel?

8. Comparative analysis of the chapters.
Questions.

1) It is clear that Winston and Alex are very different. Can you find the features that unite
them?

2) Are the writers’ approaches to the nature of evil the same? Who or what is bad: the person or
the society? Both?

3) What realist and modernist techniques are used in the excerpts?

4) Define the authors’ technique of point of view (the omnipresent author, the first person
narrative, the third person limited narrative, etc.)

5) Can these novels be called fantastic? Dystopian? Anti-utopian? Why?

Literature and Resources

1. About dystopia:
Dystopia. — Online at : en.wikipedia.org/wiki/Dystopia.
2. About Orwell and 1984:

1) George Orwell. —

Online at : en.wikipedia.org/wiki/George_Orwell.
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2) George Orwell. —
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3) The George Orwell Web Source. —
Online at : http://www.netcharles.com/orwell/.
4) George Orwell. -
Online at : http://us.imdb.com/name/nm0000567/.
5) Nineteen Eighty-Four. —
Online at : en.wikipedia.org/wiki/Nineteen_Eighty-Four.
3. About Burgess and A Clockwork Orange:
1) Anthony Burgess. — Online at :
en.wikipedia.org/wiki/Anthony_Burgess.
2) Anthony Burgess. — Online at : www.Kkirjasto.sci.fi/burgess.htm.
3) Anthony Burgess. — Online at : www.anthonyburgess.org/.
4) A Clockwork Orange. — Online at :
http://en.wikipedia.org/wiki/A_Clockwork_Orange.
5) Bepmxec Exroni. Mexaniunwii anenscud / Enroni bepmxkec ;
[mep. 3 anrn. O. bynenka]. —
Online at : www.ukrcenter.com/library/read.asp?id=1740&page=8 (YBara! Po3xix 21, 3anpornoHoBaHuii
JUTS aHAITi3y, y ePEeKIIai BiJICY THii).
Bibliography (for the eagerest students)
About Orwell and 1984:
1. Atkins John. George Orwell / John Atkins. — London : Riverrun Pr., 1986. — Revised ed. — 394 p.
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Borgo Press, 1990. — 63 p.

Texts

George Orwell. 1984.

Part One

1

It was a bright cold day in April, and the clocks were striking thirteen. Winston Smith, his chin
nuzzled into his breast in an effort to escape the vile wind, slipped quickly through the glass doors of Victory
Mansions, though not quickly enough to prevent a swirl of gritty dust from entering along with him.

The hallway smelt of boiled cabbage and old rag mats. At one end of it a coloured poster, too large
for indoor display, had been tacked to the wall. It depicted simply an enormous face, more than a metre
wide: the face of a man of about forty-five, with a heavy black moustache and ruggedly handsome features.
Winston made for the stairs. It was no use trying the lift. Even at the best of times it was seldom working,
and at present the electric current was cut off during daylight hours. It was part of the economy drive in
preparation for Hate Week. The flat was seven flights up, and Winston, who was thirty-nine and had a
varicose ulcer above his right ankle, went slowly, resting several times on the way. On each landing,
opposite the lift-shaft, the poster with the enormous face gazed from the wall. It was one of those pictures
which are so contrived that the eyes follow you about when you move. BIG BROTHER IS WATCHING
YOU, the caption beneath it ran.

Inside the flat a fruity voice was reading out a list of figures which had something to do with the
production of pig-iron. The voice came from an oblong metal plaque like a dulled mirror which formed part
of the surface of the right-hand wall. Winston turned a switch and the voice sank somewhat, though the
words were still distinguishable. The instrument (the telescreen, it was called) could be dimmed, but there
was no way of shutting it off completely. He moved over to the window: a smallish, frail figure, the
meagreness of his body merely emphasized by the blue overalls which were the uniform of the party. His
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hair was very fair, his face naturally sanguine, his skin roughened by coarse soap and blunt razor blades and
the cold of the winter that had just ended.

Outside, even through the shut window-pane, the world looked cold. Down in the street little eddies
of wind were whirling dust and torn paper into spirals, and though the sun was shining and the sky a harsh
blue, there seemed to be no colour in anything, except the posters that were plastered everywhere. The
blackmoustachio’d face gazed down from every commanding corner. There was one on the house-front
immediately opposite. BIG BROTHER IS WATCHING YOU, the
caption said, while the dark eyes looked deep into Winston’s own. BIG BH“THEH
Down at streetlevel another poster, torn at one corner, flapped fitfully
in the wind, alternately covering and uncovering the single word
INGSOC. In the far distance a helicopter skimmed down between the
roofs, hovered for an instant like a bluebottle, and darted away again

with a curving flight. It was the police patrol, snooping into people’s
windows. The patrols did not matter, however. Only the Thought 's WA":HING
Police mattered.

Behind Winston’s back the voice from the telescreen was still

babbling away about pig-iron and the overfulfilment of the Ninth

Three-Year Plan. The telescreen received and transmitted simultaneously. Any sound that Winston made,
above the level of a very low whisper, would be picked up by it, moreover, so long as he remained within the
field of vision which the metal plaque commanded, he could be seen as well as heard. There was of course
no way of knowing whether you were being watched at any given moment. How often, or on what system,
the Thought Police plugged in on any individual wire was guesswork. It was even conceivable that they
watched everybody all the time. But at any rate they could plug in your wire whenever they wanted to. You
had to live — did live, from habit that became instinct — in the assumption that every sound you made was
overheard, and, except in darkness, every movement scrutinized.

Winston kept his back turned to the telescreen. It was safer, though, as he well knew, even a back
can be revealing. A kilometre away the Ministry of Truth, his place of work, towered vast and white above
the grimy landscape. This, he thought with a sort of vague distaste — this was London, chief city of Airstrip
One, itself the third most populous of the provinces of Oceania. He tried to squeeze out some childhood
memory that should tell him whether London had always been quite like this. Were there always these vistas
of rotting nineteenth-century houses, their sides shored up with baulks of timber, their windows patched with
cardboard and their roofs with corrugated iron, their crazy garden walls sagging in all directions? And the
bombed sites where the plaster dust swirled in the air and the willow-herb straggled over the heaps of rubble;
and the places where the bombs had cleared a larger patch and there had sprung up sordid colonies of
wooden dwellings like chicken-houses? But it was no use, he could not remember: nothing remained of his
childhood except a series of bright-lit tableaux occurring against no background and mostly unintelligible.

The Ministry of Truth — Minitrue, in Newspeak — was startlingly different from any other object in
sight. It was an enormous pyramidal structure of glittering white concrete, soaring up, terrace after terrace,
300 metres into the air. From where Winston stood it was just possible to read, picked out on its white face in
elegant lettering, the three slogans of the Party:

WAR IS PEACE

FREEDOM IS SLAVERY

IGNORANCE IS STRENGTH

The Ministry of Truth contained, it was said, three thousand rooms above ground level, and
corresponding ramifications below. Scattered about London there were just three other buildings of similar
appearance and size. So completely did they dwarf the surrounding architecture that from the roof of Victory
Mansions you could see all four of them simultaneously. They were the homes of the four Ministries
between which the entire apparatus of government was divided. The Ministry of Truth, which concerned
itself with news, entertainment, education, and the fine arts. The Ministry of Peace, which concerned itself
with war. The Ministry of Love, which maintained law and order. And the Ministry of Plenty, which was
responsible for economic affairs. Their names, in Newspeak: Minitrue, Minipax, Miniluv, and Miniplenty.

The Ministry of Love was the really frightening one. There were no windows in it at all. Winston
had never been inside the Ministry of Love, nor within half a kilometre of it. It was a place impossible to
enter except on official business, and then only by penetrating through a maze of barbed-wire entanglements,
steel doors, and hidden machine-gun nests. Even the streets leading up to its outer barriers were roamed by
gorilla-faced guards in black uniforms, armed with jointed truncheons.
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Winston turned round abruptly. He had set his features into the expression of quiet optimism which it
was advisable to wear when facing the telescreen. He crossed the room into the tiny kitchen. By leaving the
Ministry at this time of day he had sacrificed his lunch in the canteen, and he was aware that there was no
food in the kitchen except a hunk of dark-coloured bread which had got to be saved for tomorrow’s
breakfast. He took down from the shelf a bottle of colourless liquid with a plain white label marked
VICTORY GIN. It gave off a sickly, oily smell, as of Chinese ricespirit. Winston poured out nearly a
teacupful, nerved himself for a shock, and gulped it down like a dose of medicine.

Instantly his face turned scarlet and the water ran out of his eyes. The stuff was like nitric acid, and
moreover, in swallowing it one had the sensation of being hit on the back of the head with a rubber club. The
next moment, however, the burning in his belly died down and the world began to look more cheerful. He
took a cigarette from a crumpled packet marked VICTORY CIGARETTES and incautiously held it upright,
whereupon the tobacco fell out on to the floor. With the next he was more successful. He went back to the
living-room and sat down at a small table that stood to the left of the telescreen. From the table drawer he
took out a penholder, a bottle of ink, and a thick, quarto-sized blank book with a red back and a marbled
cover.

For some reason the telescreen in the living-room was in an unusual position. Instead of being
placed, as was normal, in the end wall, where it could command the whole room, it was in the longer wall,
opposite the window. To one side of it there was a shallow alcove in which Winston was now sitting, and
which, when the flats were built, had probably been intended to hold bookshelves. By sitting in the alcove,
and keeping well back, Winston was able to remain outside the range of the telescreen, so far as sight went.
He could be heard, of course, but so long as he stayed in his present position he could not be seen. It was
partly the unusual geography of the room that had suggested to him the thing that he was now about to do.

But it had also been suggested by the book that he had just taken out of the drawer. It was a
peculiarly beautiful book. Its smooth creamy paper, a little yellowed by age, was of a kind that had not been
manufactured for at least forty years past. He could guess, however, that the book was much older than that.
He had seen it lying in the window of a frowsy little junk-shop in a slummy quarter of the town (just what
quarter he did not now remember) and had been stricken immediately by an overwhelming desire to possess
it. Party members were supposed not to go into ordinary shops (‘dealing on the free market’, it was called),
but the rule was not strictly kept, because there were various things, such as shoelaces and razor blades,
which it was impossible to get hold of in any other way. He had given a quick glance up and down the street
and then had slipped inside and bought the book for two dollars fifty. At the time he was not conscious of
wanting it for any particular purpose. He had carried it guiltily home in his briefcase. Even with nothing
written in it, it was a compromising possession.

The thing that he was about to do was to open a diary. This was not illegal (nothing was illegal, since
there were no longer any laws), but if detected it was reasonably certain that it would be punished by death,
or at least by twenty-five years in a forced-labour camp. Winston fitted a nib into the penholder and sucked it
to get the grease off. The pen was an archaic instrument, seldom used even for signatures, and he had
procured one, furtively and with some difficulty, simply because of a feeling that the beautiful creamy paper
deserved to be written on with a real nib instead of being scratched with an ink-pencil. Actually he was not
used to writing by hand. Apart from very short notes, it was usual to dictate everything into the speakwrite
which was of course impossible for his present purpose. He dipped the pen into the ink and then faltered for
just a second. A tremor had gone through his bowels. To mark the paper was the decisive act. In small
clumsy letters he wrote:

April 4th, 1984.

He sat back. A sense of complete helplessness had descended upon him. To begin with, he did not
know with any certainty that this was 1984. It must be round about that date, since he was fairly sure that his
age was thirty-nine, and he believed that he had been born in 1944 or 1945; but it was never possible
nowadays to pin down any date within a year or two.

For whom, it suddenly occurred to him to wonder, was he writing this diary? For the future, for the
unborn. His mind hovered for a moment round the doubtful date on the page, and then fetched up with a
bump against the Newspeak word doublethink. For the first time the magnitude of what he had undertaken
came home to him. How could you communicate with the future? It was of its nature impossible. Either the
future would resemble the present, in which case it would not listen to him: or it would be different from it,
and his predicament would be meaningless.

For some time he sat gazing stupidly at the paper. The telescreen had changed over to strident
military music. It was curious that he seemed not merely to have lost the power of expressing himself, but
even to have forgotten what it was that he had originally intended to say. For weeks past he had been making
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ready for this moment, and it had never crossed his mind that anything would be needed except courage. The
actual writing would be easy. All he had to do was to transfer to paper the interminable restless monologue
that had been running inside his head, literally for years. At this moment, however, even the monologue had
dried up. Moreover his varicose ulcer had begun itching unbearably. He dared not scratch it, because if he
did so it always became inflamed. The seconds were ticking by. He was conscious of nothing except the
blankness of the page in front of him, the itching of the skin above his ankle, the blaring of the music, and a
slight booziness caused by the gin.

Suddenly he began writing in sheer panic, only imperfectly aware of what he was setting down. His
small but childish handwriting straggled up and down the page, shedding first its capital letters and finally
even its full stops:

April 4th, 1984. Last night to the flicks. All war films. One very good one of a ship full of refugees
being bombed somewhere in the Mediterranean. Audience much amused by shots of a great huge fat man
trying to swim away with a helicopter after him, first you saw him wallowing along in the water like a
porpoise, then you saw him through the helicopters gunsights, then he was full of holes and the sea round
him turned pink and he sank as suddenly as though the holes had let in the water, audience shouting with
laughter when he sank. then you saw a lifeboat full of children with a helicopter hovering over it. there was a
middle-aged woman might have been a jewess sitting up in the bow with a little boy about three years old in
her arms. little boy screaming with fright and hiding his head between her breasts as if he was trying to
burrow right into her and the woman putting her arms round him and comforting him although she was blue
with fright herself, all the time covering him up as much as possible as if she thought her arms could keep
the bullets off him. then the helicopter planted a 20 kilo bomb in among them terrific flash and the boat went
all to matchwood. then there was a wonderful shot of a child’s arm going up up up right up into the air a
helicopter with a camera in its nose must have followed it up and there was a lot of applause from the party
seats but a woman down in the prole part of the house suddenly started kicking up a fuss and shouting they
didnt oughter of showed it not in front of kids they didnt it aint right not in front of kids it aint until the police
turned her turned her out i dont suppose anything happened to her nobody cares what the proles say typical
prole reaction they never —

Winston stopped writing, partly because he was suffering from cramp. He did not know what had
made him pour out this stream of rubbish. But the curious thing was that while he was doing so a totally
different memory had clarified itself in his mind, to the point where he almost felt equal to writing it down. It
was, he now realized, because of this other incident that he had suddenly decided to come home and begin
the diary today.

It had happened that morning at the Ministry, if anything so nebulous could be said to happen.

It was nearly eleven hundred, and in the Records Department, where Winston worked, they were
dragging the chairs out of the cubicles and grouping them in the centre of the hall opposite the big telescreen,
in preparation for the Two Minutes Hate. Winston was just taking his place in one of the middle rows when
two people whom he knew by sight, but had never spoken to, came unexpectedly into the room. One of them
was a girl whom he often passed in the corridors. He did not know her name, but he knew that she worked in
the Fiction Department. Presumably — since he had sometimes seen her with oily hands and carrying a
spanner she had some mechanical job on one of the novel-writing machines. She was a bold-looking girl, of
about twenty-seven, with thick hair, a freckled face, and swift, athletic movements. A narrow scarlet sash,
emblem of the Junior Anti-Sex League, was wound several times round the waist of her overalls, just tightly
enough to bring out the shapeliness of her hips. Winston had disliked her from the very first moment of
seeing her. He knew the reason. It was because of the atmosphere of hockey-fields and cold baths and
community hikes and general clean-mindedness which she managed to carry about with her. He disliked
nearly all women, and especially the young and pretty ones. It was always the women, and above all the
young ones, who were the most bigoted adherents of the Party, the swallowers of slogans, the amateur spies
and nosers-out of unorthodoxy. But this particular girl gave him the impression of being more dangerous
than most. Once when they passed in the corridor she gave him a quick sidelong glance which seemed to
pierce right into him and for a moment had filled him with black terror. The idea had even crossed his mind
that she might be an agent of the Thought Police. That, it was true, was very unlikely. Still, he continued to
feel a peculiar uneasiness, which had fear mixed up in it as well as hostility, whenever she was anywhere
near him.

The other person was a man named O’Brien, a member of the Inner Party and holder of some post so
important and remote that Winston had only a dim idea of its nature. A momentary hush passed over the
group of people round the chairs as they saw the black overalls of an Inner Party member approaching.
O’Brien was a large, burly man with a thick neck and a coarse, humorous, brutal face. In spite of his
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formidable appearance he had a certain charm of manner. He had a trick of resettling his spectacles on his
nose which was curiously disarming — in some indefinable way, curiously civilized. It was a gesture which,
if anyone had still thought in such terms, might have recalled an eighteenth-century nobleman offering his
snuffbox. Winston had seen O’Brien perhaps a dozen times in almost as many years. He felt deeply drawn to
him, and not solely because he was intrigued by the contrast between O’Brien’s urbane manner and his
prize-fighter’s physique. Much more it was because of a secretly held belief — or perhaps not even a belief,
merely a hope — that O’Brien’s political orthodoxy was not perfect. Something in his face suggested it
irresistibly. And again, perhaps it was not even unorthodoxy that was written in his face, but simply
intelligence. But at any rate he had the appearance of being a person that you could talk to if somehow you
could cheat the telescreen and get him alone. Winston had never made the smallest effort to verify this guess:
indeed, there was no way of doing so. At this moment O’Brien glanced at his wrist-watch, saw that it was
nearly eleven hundred, and evidently decided to stay in the Records Department until the Two Minutes Hate
was over. He took a chair in the same row as Winston, a couple of places away. A small, sandy-haired
woman who worked in the next cubicle to Winston was between them. The girl with dark hair was sitting
immediately behind.

The next moment a hideous, grinding speech, as of some monstrous machine running without oil,
burst from the big telescreen at the end of the room. It was a noise that set one’s teeth on edge and bristled
the hair at the back of one’s neck. The Hate had started.

As usual, the face of Emmanuel Goldstein, the Enemy of the People, had flashed on to the screen.
There were hisses here and there among the audience. The little sandy-haired woman gave a squeak of
mingled fear and disgust. Goldstein was the renegade and backslider who once, long ago (how long ago,
nobody quite remembered), had been one of the leading figures of the Party, almost on a level with Big
Brother himself, and then had engaged in counter-revolutionary activities, had been condemned to death, and
had mysteriously escaped and disappeared. The programmes of the Two Minutes Hate varied from day to
day, but there was none in which Goldstein was not the principal figure. He was the primal traitor, the
earliest defiler of the Party’s purity. All subsequent crimes against the Party, all treacheries, acts of sabotage,
heresies, deviations, sprang directly out of his teaching. Somewhere or other he was still alive and hatching
his conspiracies: perhaps somewhere beyond the sea, under the protection of his foreign paymasters, perhaps
even — so it was occasionally rumoured — in some hiding-place in Oceania itself.

Winston’s diaphragm was constricted. He could never see the face of Goldstein without a painful
mixture of emotions. It was a lean Jewish face, with a great fuzzy aureole of white hair and a small goatee
beard — a clever face, and yet somehow inherently despicable, with a kind of senile silliness in the long thin
nose, near the end of which a pair of spectacles was perched. It resembled the face of a sheep, and the voice,
too, had a sheep-like quality. Goldstein was delivering his usual venomous attack upon the doctrines of the
Party — an attack so exaggerated and perverse that a child should have been able to see through it, and yet
just plausible enough to fill one with an alarmed feeling that other people, less level-headed than oneself,
might be taken in by it. He was abusing Big Brother, he was denouncing the dictatorship of the Party, he was
demanding the immediate conclusion of peace with Eurasia, he was advocating freedom of speech, freedom
of the Press, freedom of assembly, freedom of thought, he was crying hysterically that the revolution had
been betrayed — and all this in rapid polysyllabic speech which was a sort of parody of the habitual style of
the orators of the Party, and even contained Newspeak words: more Newspeak words, indeed, than any Party
member would normally use in real life. And all the while, lest one should be in any doubt as to the reality
which Goldstein’s specious claptrap covered, behind his head on the telescreen there marched the endless
columns of the Eurasian army — row after row of solid-looking men with expressionless Asiatic faces, who
swam up to the surface of the screen and vanished, to be replaced by others exactly similar. The dull
rhythmic tramp of the soldiers’ boots formed the background to Goldstein’s bleating voice.

Before the Hate had proceeded for thirty seconds, uncontrollable exclamations of rage were breaking
out from half the people in the room. The self-satisfied sheep-like face on the screen, and the terrifying
power of the Eurasian army behind it, were too much to be borne: besides, the sight or even the thought of
Goldstein produced fear and anger automatically. He was an object of hatred more constant than either
Eurasia or Eastasia, since when Oceania was at war with one of these Powers it was generally at peace with
the other. But what was strange was that although Goldstein was hated and despised by everybody, although
every day and a thousand times a day, on platforms, on the telescreen, in newspapers, in books, his theories
were refuted, smashed, ridiculed, held up to the general gaze for the pitiful rubbish that they were in spite of
all this, his influence never seemed to grow less. Always there were fresh dupes waiting to be seduced by
him. A day never passed when spies and saboteurs acting under his directions were not unmasked by the
Thought Police. He was the commander of a vast shadowy army, an underground network of conspirators
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dedicated to the overthrow of the State. The Brotherhood, its hame was supposed to be. There were also
whispered stories of a terrible book, a compendium of all the heresies, of which Goldstein was the author and
which circulated clandestinely here and there. It was a book without a title. People referred to it, if at all,
simply as the book. But one knew of such things only through vague rumours. Neither the Brotherhood nor
the book was a subject that any ordinary Party member would mention if there was a way of avoiding it.

In its second minute the Hate rose to a frenzy. People were leaping up and down in their places and
shouting at the tops of their voices in an effort to drown the maddening bleating voice that came from the
screen. The little sandy-haired woman had turned bright pink, and her mouth was opening and shutting like
that of a landed fish. Even O’Brien’s heavy face was flushed. He was sitting very straight in his chair, his
powerful chest swelling and quivering as though he were standing up to the assault of a wave. The dark-
haired girl behind Winston had begun crying out ‘Swine! Swine! Swine!” and suddenly she picked up a
heavy Newspeak dictionary and flung it at the screen. It struck Goldstein’s nose and bounced off; the voice
continued inexorably. In a lucid moment Winston found that he was shouting with the others and kicking his
heel violently against the rung of his chair. The horrible thing about the Two Minutes Hate was not that one
was obliged to act a part, but, on the contrary, that it was impossible to avoid joining in. Within thirty
seconds any pretence was always unnecessary. A hideous ecstasy of fear and vindictiveness, a desire to Kill,
to torture, to smash faces in with a sledge-hammer, seemed to flow through the whole group of people like
an electric current, turning one even against one’s will into a grimacing, screaming lunatic. And yet the rage
that one felt was an abstract, undirected emotion which could be switched from one object to another like the
flame of a blowlamp. Thus, at one moment Winston’s hatred was not turned against Goldstein at all, but, on
the contrary, against Big Brother, the Party, and the Thought Police; and at such moments his heart went out
to the lonely, derided heretic on the screen, sole guardian of truth and sanity in a world of lies. And yet the
very next instant he was at one with the people about him, and all that was said of Goldstein seemed to him
to be true. At those moments his secret loathing of Big Brother changed into adoration, and Big Brother
seemed to tower up, an invincible, fearless protector, standing like a rock against the hordes of Asia, and
Goldstein, in spite of his isolation, his helplessness, and the doubt that hung about his very existence, seemed
like some sinister enchanter, capable by the mere power of his voice of wrecking the structure of civilization.

It was even possible, at moments, to switch one’s hatred this way or that by a voluntary act.
Suddenly, by the sort of violent effort with which one wrenches one’s head away from the pillow in a
nightmare, Winston succeeded in transferring his hatred from the face on the screen to the dark-haired girl
behind him. Vivid, beautiful hallucinations flashed through his mind. He would flog her to death with a
rubber truncheon. He would tie her naked to a stake and shoot her full of arrows like Saint Sebastian. He
would ravish her and cut her throat at the moment of climax. Better than before, moreover, he realized why it
was that he hated her. He hated her because she was young and pretty and sexless, because he wanted to go
to bed with her and would never do so, because round her sweet supple waist, which seemed to ask you to
encircle it with your arm, there was only the odious scarlet sash, aggressive symbol of chastity.

The Hate rose to its climax. The voice of Goldstein had become an actual sheep’s bleat, and for an
instant the face changed into that of a sheep. Then the sheep-face melted into the figure of a Eurasian soldier
who seemed to be advancing, huge and terrible, his sub-machine gun roaring, and seeming to spring out of
the surface of the screen, so that some of the people in the front row actually flinched backwards in their
seats. But in the same moment, drawing a deep sigh of relief from everybody, the hostile figure melted into
the face of Big Brother, black-haired, black-moustachio’d, full of power and mysterious calm, and so vast
that it almost filled up the screen. Nobody heard what Big Brother was saying. It was merely a few words of
encouragement, the sort of words that are uttered in the din of battle, not distinguishable individually but
restoring confidence by the fact of being spoken. Then the face of Big Brother faded away again, and instead
the three slogans of the Party stood out in bold capitals:

WAR IS PEACE

FREEDOM IS SLAVERY

IGNORANCE IS STRENGTH

But the face of Big Brother seemed to persist for several seconds on the screen, as though the impact
that it had made on everyone’s eyeballs was too vivid to wear off immediately. The little sandyhaired woman
had flung herself forward over the back of the chair in front of her. With a tremulous murmur that sounded
like “My Saviour!” she extended her arms towards the screen. Then she buried her face in her hands. It was
apparent that she was uttering a prayer.

At this moment the entire group of people broke into a deep, slow, rhythmical chant of ‘B-B! ...B-
B!’— over and over again, very slowly, with a long pause between the first ‘B’ and the second-a heavy,
murmurous sound, somehow curiously savage, in the background of which one seemed to hear the stamp of
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naked feet and the throbbing of tom-toms. For perhaps as much as thirty seconds they kept it up. It was a
refrain that was often heard in moments of overwhelming emotion. Partly it was a sort of hymn to the
wisdom and majesty of Big Brother, but still more it was an act of self-hypnosis, a deliberate drowning of
consciousness by means of rhythmic noise. Winston’s entrails seemed to grow cold. In the Two Minutes
Hate he could not help sharing in the general delirium, but this sub-human chanting of ‘B-B! ...B-B!” always
filled him with horror. Of course he chanted with the rest: it was impossible to do otherwise. To dissemble
your feelings, to control your face, to do what everyone else was doing, was an instinctive reaction. But there
was a space of a couple of seconds during which the expression of his eyes might conceivably have betrayed
him. And it was exactly at this moment that the significant thing happened — if, indeed, it did happen.

Momentarily he caught O’Brien’s eye. O’Brien had stood up. He had taken off his spectacles and
was in the act of resettling them on his nose with his characteristic gesture. But there was a fraction of a
second when their eyes met, and for as long as it took to happen Winston knew — yes, he knew! — that
O’Brien was thinking the same thing as himself. An unmistakable message had passed. It was as though their
two minds had opened and the thoughts were flowing from one into the other through their eyes. ‘I am with
you,” O’Brien seemed to be saying to him. ‘I know precisely what you are feeling. I know all about your
contempt, your hatred, your disgust. But don’t worry, | am on your side!” And then the flash of intelligence
was gone, and O’Brien’s face was as inscrutable as everybody else’s.

That was all, and he was already uncertain whether it had happened. Such incidents never had any
sequel. All that they did was to keep alive in him the belief, or hope, that others besides himself were the
enemies of the Party. Perhaps the rumours of vast underground conspiracies were true after all — perhaps the
Brotherhood really existed! It was impossible, in spite of the endless arrests and confessions and executions,
to be sure that the Brotherhood was not simply a myth. Some days he believed in it, some days not. There
was no evidence, only fleeting glimpses that might mean anything or nothing: snatches of overheard
conversation, faint scribbles on lavatory walls — once, even, when two strangers met, a small movement of
the hand which had looked as though it might be a signal of recognition. It was all guesswork: very likely he
had imagined everything. He had gone back to his cubicle without looking at O’Brien again. The idea of
following up their momentary contact hardly crossed his mind. It would have been inconceivably dangerous
even if he had known how to set about doing it. For a second, two seconds, they had exchanged an equivocal
glance, and that was the end of the story. But even that was a memorable event, in the locked loneliness in
which one had to live.

Winston roused himself and sat up straighter. He let out a belch. The gin was rising from his
stomach.

His eyes re-focused on the page. He discovered that while he sat helplessly musing he had also been
writing, as though by automatic action. And it was no longer the same cramped, awkward handwriting as
before. His pen had slid voluptuously over the smooth paper, printing in large neat capitals —

DOWN WITH BIG BROTHER :

DOWN WITH BIG BROTHER

DOWN WITH BIG BROTHER

DOWN WITH BIG BROTHER

DOWN WITH BIG BROTHER

over and over again, filling half a page.

He could not help feeling a twinge of panic. It was absurd, since the :
writing of those particular words was not more dangerous than the initial act 7 -
of opening the diary, but for a moment he was tempted to tear out the spoiled f 4% aosg
pages and abandon the enterprise altogether. SMIE W

He did not do so, however, because he knew that it was useless.

Whether he wrote DOWN WITH BIG BROTHER, or whether he refrained from writing it, made no
difference. Whether he went on with the diary, or whether he did not go on with it, made no difference. The
Thought Police would get him just the same. He had committed — would still have committed, even if he had
never set pen to paper — the essential crime that contained all others in itself. Thoughtcrime, they called it.
Thoughtcrime was not a thing that could be concealed for ever. You might dodge successfully for a while,
even for years, but sooner or later they were bound to get you.

It was always at night — the arrests invariably happened at night. The sudden jerk out of sleep, the
rough hand shaking your shoulder, the lights glaring in your eyes, the ring of hard faces round the bed. In the
vast majority of cases there was no trial, no report of the arrest. People simply disappeared, always during
the night. Your name was removed from the registers, every record of everything you had ever done was
wiped out, your one-time existence was denied and then forgotten. You were abolished, annihilated:

rsl'ATGf;
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vaporized was the usual word. For a moment he was seized by a kind of hysteria. He began writing in a
hurried untidy scrawl:

theyll shoot me i don 't care theyll shoot me in the back of the neck i dont care down with big brother
they always shoot you in the back of the neck i dont care down with big brother —

He sat back in his chair, slightly ashamed of himself, and laid down the pen. The next moment he
started violently. There was a knocking at the door.

Already! He sat as still as a mouse, in the futile hope that whoever it was might go away after a
single attempt. But no, the knocking was repeated. The worst thing of all would be to delay. His heart was
thumping like a drum, but his face, from long habit, was probably expressionless. He got up and moved
heavily towards the door.

Anthony Burgess. A Clockwork Orange. (British version).
Final Chapter (21)

“What’s it going to be then, eh?”

There was me. Your Humble Narrator, and my three
droogs that is Len. Rick, and Bully, Bully being called
Bully because of his bolshy big neck and very gromky
goloss which was just like some bolshy great bull
bellowing auuuuuuuuh. We were sitting in the Korova
Milkbar making up our rassoodocks what to do with the
evening, a flip dark chill winter bastard though dry. All
round were chelloveks well away on milk plus vellocet
and synthemesc and drencrom and other veshches which
take you far far far away from this wicked and real world
into the land to viddy Bog And All His Holy Angels And
Saints in your left sabog with lights bursting and spurring
all over your mozg. What we were peeling was the old

A shot from A Clockwork Orange (1971, USA,  moloko with knives to it, as we used to say, to sharpen you

Great Britain, dir. by Stanley Kubrick). up and make you ready for a bit of dirty twenty-to-one, but

Alex — Malcolm McDowell I’ve told you all that before.

We were dressed in the height of fashion, which in those days was these very wide trousers and a
vefy loose black shiny leather like jerkin over an open-necked shirt with a like scarf tucked in. At this time
too it was the height of fashion to use the old britva on the gulliver, so that most of the gulliver was like bald
and there was hair only on the sides. But it was always the same on the old nogas — real horrorshow bolshy
big boots for kicking litsos in.

What’s it going to be then, eh?’ | was like the oldest of we four and they all looked up to me as their
leader, but I got the idea sometimes that Bully had the thought in his gulliver that he would like to take over
this being because of his bigness and the gromky goloss that bellowed out of him when he was on the
warpath. But all the ideas came from Your Humble, O my brothers, and also there was this veshch that | had
been famous and had had my picture and articles and all that cal in the gazettas. Also | had by far the best job
of all we four, being in the National Gramodisc Archives on the music side with a real horrorshow carman
full of pretty polly at the week’s end and a lot of nice free discs for my own malenky self on the side.

This evening in the Korova there was a fair number of vecks and ptitsas and devotchkas and
malchicks smecking and peeling away and cutting through their govoreeting and the burbling of the in-the-
landers with their ‘Gorgor fallatuke and the worm sprays in filltip slaughterballs’ and all that cal you could
slooshy a popdisc on the stereo this being Ned Achimota singing That Day, yeah, That Day. At the counter
were three devotchkas dressed in the heighth of nadsat fashion, that is to say long uncombed hair dyed white
and false groodies sticking out a inetre or more and very very tight short skirts with ?? like frothy white
underneath, and Bully kept saying: “Hey, get in there we could, three of us. Old Len is not interested. Leave
old Len alone with his God. And Len kept saying: ‘Yarbles yarbles. Where is die spirit of all for one and one
for all, eh boy?’ ” Suddenly | felt both very very dred and also full of ringly energy, and | said:

“Out out out out out”.

“Where to?” said Rick who had a litso like a frog’s.

“Oh, just to viddy what’s doing in the great outside”, | said. But somehow, my brothers, | felt very
bored and a bit hopeless, and | had been feeling that a lot these days. So | turned to the chelloveck nearest me
on the big plush seat dial ran right round the whole mesto, a chelloveck, that is, who was burbling away
under the influence, and | fisted him real skorry ack ack ack in the belly. But he felt it not, brothers, only
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burbling away with his ‘Cart cart virtue. Where in toptails lieth the pop-poppicorns?” So we scatted out into
the big winter nochy.

We walked down Marghanita Boulevard and there were no millicents patrollihg that way, so when
we met a starry veck coming away from a news-kiosk where he had been kupetting a gazetta | said to Bully:
“All right, Bully boy, thou canst if thou like wishest”. More and more these days | had been just giving the
orders and standing back to viddy them being carried out. So Bully cracked into him er er er, and the other
two tripped hftn and kicked at him, smecking away, while he was down and then let him crawl! off to where
he lived, like whickering to himself. Bully said:

“How about a nice yummy glass of something to keep out the cold, O Alex?”” For we were not too
far from the Duke of New York. The other two nodded yes yes yes but all looked at me to viddy whether that
was all right. 1 nodded too and so off we ittied. Inside the snug there were these starry ptitsas or sharps or
baboochkas you will remember from the beginning and they all started on their: “Evening, lads. God bless
you, boys, best lads living, that’s what you are,” waiting for us to say: “What’s it going to be, girls?” Bully
rang the collocoll and a waiter came in rubbing his rookers on his grazzy apron. “Cutter on the table,
droogies”, said Bully, pulling out his own rattling and chinking mound of deng. “Scotchmen for us and the
same for the old baboochkas. eh?”” And then | said:

“Ah, to hell. Let them buy their own.” | didn’t know what it was, but these last days | had become
like mean. There had come into my gulliver a like desire to keep all my pretty polly to myself, to like hoard
it all up for some reason. Bully said:

“What gives, bratty? What’s coming over old Alex?”

“Ah, to hell.” | said. “I don’t know. | don’t know. What it is is | don’t like just throwing away my
hard-earned pretty polly, that’s what it is.”

“Earned?” said Rick. “Earned? It doesn’t have to be earned, as well thou knowest, old droogie. Took,
that’s all. Just took, like.” And he smecked real gromky and | viddied one or two of his zoobies weren’t all
that horrorshow.

“Ah,” | said, “I’ve got some thinking to do.” But viddying these baboochkas looking an eager like
for some free ale, | like shrugged my pletchoes and pulled out my own cutter from my trouser carman, notes
and coin all mixed together, and plonked it tinkle crackle on die table.

“Scotchmen all round, right.” said the waiter. But for some reason | said:

“No, boy, for me make it one small beer, right.” Len said:

“This | do not much go for,” and he began to put his rooker on my gulliver, like kidding | must have
fever, but | like snarled doggy-wise for him to give over skorry. “All right, all right, droog,” he said. “As
thou like sayest.” But Bully was having a smot with his rot open at something that had come out of my
carman with the pretty polly I’d put on the table. He said:

“Well well well And we never knew.”

Give me that, | snarled and grabbed it skorry. | couldn’t explain how it had got there, brothers, but it
was a photograph | had scissored out of the old gazetta and it was of a baby. It was of a baby gurgling goo
goo goo with all like moloko dribbling from its rot and looking up and like smecking at everybody, and it
was all nagoy and its flesh was like in all folds with being a very fat baby. There was then like a bit of haw
haw haw struggling to get hold of this bit of paper from me, so | had to snarl again at them and | grabbed the
photo and tore it up into tiny teeny pieces and let it fall like a bit of snow on to the floor. The whisky came in
then and the starry baboochkas said: “Good health, lads. God bless you, boys, the best lads living, that’s what
you are,” and all that cal. And one of them who was all lines and wrinkles and no zoobies in her shrunken
old rot said:

“Don’t tear up money, son. If you don’t need it give it them as does,” which was very bold and
forward of her. But Rick said:

“Money that was not, baboochka. It was a picture of a dear little itsy witsy bitsy bit of a baby.” |
said:

“I’m getting just that bit tired, that I am. It’s you who’s the babies, you lot. Scoffing and grinning
and all you can do is smeck and give people bolshy cowardly tolchocks when they can’t give them back.”
Bully said:

“Well now, we always thought it was you who was the king of that and also the teacher. Not well,
that’s the trouble with thou, old droogie.”

| viddied this sloppy glass of beer | had on the table in front of me and felt like all vomity within, so
I went “Aaaaah” and poured all die frothy vonny cal all over the floor. One of the starry ptitsas said:

“Waste not want not” | said:
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“Look, droogies, listen. Tonight I am somehow just not in the mood. | know not why or how it is, but
there it is. You three go your own ways this nightwise, leaving me out. Tomorrow we shall meet same place
same time, me hoping to be like a lot better.

“Oh,”said Bully, “right sorry 1 am.” But you could viddy a like gleam in his glazzies, because now
he would be taking over for this nochy. Power power, everybody like wants power. “We can postpone till
tomorrow”, said Bully “what we in mind had. Namely, that bit of shop-crasting in Gagarin Street. Flip
horror-show takings there, droog, for the having”.

“No” I said. ““You postpone nothing. You just carry on in your own like style. Now, | said, | itty off.”
And | got up from my chair.

“Where to, then?” asked Rick.

“That know | not”, I said. “Just to be on like my own and sort things out.” You could viddy the old
baboochkas were real puzzled at me going out like that and like all morose and not the bright and smecking
malchickiwick you will remember. But I said: “Ah, to hell, to hell” and scatted out all on my oddy knocky
into the street.

It was dark and there was a wind sharp as a nozh getting up, and there were very very few lewdies
about. There were these patrol cars with brutal rozzes inside them like cruising about, and now and then on
the comer you would viddy a couple of very young millicents stamping against the bitchy cold and letting
out steam breath on the winter air. O, my brothers. | suppose really a lot of the old ultra-violence and crasting
was dying out now, the rozzes being so brutal with who they caught, though it had become like a fight
between naughty nadsats and the rozzes who could be more skorry with die nozh and the britva and the stick
and even the gun. But what was the matter with me these days was that | didn’t like care much. It was like
something soft getting into me and I could not pony why. What | wanted these days | did not know. Even the
music | liked to slooshy in my own malenky den was what | would have smecked at before, brothers. | was
slooshying more like malenky romantic songs, what they call Lieder, just a goloss and a piano very quiet and
like yearny, different from when it had been all bolshy orchestras and me lying on the bed between the
violins and the trombones and kettledrums. There was something happening inside me and | wondered if it
was like some disease of if it was what they had done to me that time upsetting my gulliver and perhaps
going to make me real bezoomny.

So thinking like this with my gulliver bent and my rookers stuck in my trouser carmans | walked the
town, brothers, and at last | began to feel very tired and also in great need of a nice bolshy chasha of milky
chai. Thinking about this chai | got a sudden like picture of me sitting before a bolshy fire in an armchair
peeting away at this chai, and what was funny and very very strange was that | seemed to have turned into a
very starry chelloveck about seventy years old, because I could viddy my own voloss which was very grey
and | also had whiskers, and these were very grey too. | could viddy myself as an old man sitting by a fire,
and then the like picture vanished. But it was very like strange.

I came to one of these tea-and-coffee mestos, brothers, and | could viddy through die long long
window that it was full of very dull lewdies, like ordinary, who had these very patient and expressionless
litsos and would do no harm to no one, all sitting there and govoreeting like quietly and peeting away at their
nice harmless chai and coffee. | ittied inside and wait up to the counter and bought me a nice hot chai with
plenty of moloko, then I ittied to one of these tables and sat down to peet it. There was a like young couple at
this table, peeting and smoking filter-tip cancers, and govoreeting and smecking very quietly between
themselves, but | took no notice of them and just went on peeting away and like dreaming and wondering
what it was in me that was like changing and what was going to happen to me. But | viddied that the
devotchka at this table who was with this chelloveck was real horrorshow, not the sort you would want to
like throw down and give the old in-out in out to, but with a horrorshow plott and litso and a smiling rot and
very very fair voloss and all that cal. And then the veck with her, who had a hat on his gulliver and had his
litso like turned away from me, swivelled round to viddy the bolshy big clock they had on the wall in this
mesto, and then | viddied who he was and then he viddied who | was. It was Pete, one of my three droogs
from those days when it was Georgie and Dim and him and me. It was Pete like looking a lot older though he
could not now be more than nineteen and a bit, and he had a bit of a moustache and an ordinary day-suit and
this hat on. | said:

“Well well well, droogie, what gives? Very very long time no viddy.” He said:

“It’s little Alex, isn’t it?”

“None other,” | said. “A long long long time since those dead and gone good days. And now poor
Georgie, they told me, is underground and old Dim is a brutal millicent, and here is thou and here is I, and
what news hast thou, old droogie?”

“He talks funny, doesn’t he?” said this devotchka, like giggling.
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“This,” said Pete to the devotchka, “is an old friend. His name is Alex. May I, he said to me,
introduce my wife?”

My rot fell wide open then. “Wife?” | like gaped. Wife wife wife? Ah no, that cannot be. Too young
art thou to be married, old droog. Impossible impossible.

“Did you used to talk like that too?”

“Well,” said Pete, and he like smiled. “I’m nearly twenty. Old enough to be hitched, and it’s been
two months already. You were very young and very forward, remember.”

“Well” 1 like gaped still. “Over this get can I not, old droogie. Pete married. Well well well.”

“We have a small flat,” said Pete. “I am earning very small money at State Marine Insurance, but
things will get better, that I know. And Georgina here —

“What again is that name?” | said, rot still open like bezoomny. Pete’s wife (wife, brothers) like
giggled again.

“Georgina” said Pete. “Georgina works too. Typing, you know. We manage, we manage.” | could
not, brothers, take my glazzies off him, really. He was like grown up now, with a grown-up goloss and all.
“You must” said Pete “come and see us sometime. You still,” he said, “look very young, despite all your
terrible experiences. Yes yes yes, we’ve read all about them. But, of course, you are very young still.”

“Eighteen,” | said, “Just gone.”

“Eighteen, eh?” said Pete. “As old as that well well well. Now, he said, we have to be going.” And
he like gave this Georgina of his a like loving look and pressed one of her rookers between his and she gave
him one of these looks back, O my brothers. “Yes”, said Pete, turning back to me. “We’re off to a little party
at Greg’s.”

“Greg?” | said.

“Oh, of course” said Pete “you wouldn’t know Greg, would you? Greg is after your time. While you
were away Greg came into the picture. He runs little parties, you know. Mostly wine-cup and word-games.
But very nice, very pleasant, you know. Harmless, if you see what I mean.”

“Yes.” | said. “Harmless. Yes. yes. | viddy that real horror-show.” And this Georgina devotchka
giggled again at my slovos. And then these two ittied off to their vonny word games at this Greg’s, whoever
he was. | was left all on my oddi knocky with my milky chai, which was getting cold now like thinking and
wondering.

Perhaps that was it, | kept thinking. Perhaps | was getting too old for the sort of jeezny | had been
leading, brothers. | was eighteen now, just gone. Eighteen was not a young age. At eighteen old Wolfgang
Amadeus had written concertos and symphonies and operas and oratorios and all that cal. No, no cal,
heavenly music. And then there was old Felix M. with his Midsummer Night’s Dream Overture. And there
were others. And there was this like French poet set by old Benjy Britt who had done all his best poetry by
the age of fifteen, O brothers. Arthur, his first name. Eighteen was not all the young an age, then. But what
was | going to do?

Wafting the dark chill bastards of winter streets after ittying off from this chai and coffee mesto |
kept viddying like visions like these cartoons in the gazettas. There was Your Humbi Narrator Alex coming
home from work to a good hot plate dinner, and there was this pritsa welcoming and greeting like loving. But
| could not viddy her all that horrorshow, brothers. | could not think who it might be. But | had the sudden
very strong idea that if | walked into the room next this room where the fire was burning away and my hot
dinner laid on the table, there | should find what | really wanted, an now it all tied up, that picture scissored
out of the gazetta and meeting old Pete like that. For in that other room in a cot was laying gurgling goo goo
goo my son. Yes yes yes, brothers, my son. And now | felt this bolshy big hollow inside my ploti feeling
very surprised too at myself. | knew what was happening, O my brothers. | was like growing up.

Yes yes yes, there it was. Youth must go, ah yes. But youth is only being in a way like it might be an
animal. No, it is not just like being an animal so much as being like one of these malenky toys you viddy
being sold in the streets, like little chellovecks made out of tin and with a spring inside and then a winding
handle on the outside and you wind it up grrr grrr grrr and off it itties like walking, O my brothers. But it
itties in a straight fine and bangs straight into things bang bang and it cannot help what it is doing. Being
young is like being like one of these malenky machines.

My son, my son. When | had my son | would explain all that to him when he was starry enough to
like understand. But then I knew he would not understand or would not want to understand at all and would
do all the veshches I had done, yes perhaps even killing some poor starry forella surrounded with mowing
kots and koshkas, and | would not be able, to really stop him. And nor would he be able to stop his own son,
brothers. And so it would itty on to like the end of the world, round and round and round, like some bolshy
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gigantic like chelloveck, like old Bog Himself (by courtesy of Korova Milkbar) turning and turning and
turning a vonny grahzny orange in his gigantic rookers.

But first of all, brothers, there was this veshch of finding some devotchka or other who would be a
mother to this son. | would have to start on that tomorrow. | kept thinking. That was something like new to
do. That was something | would have to get started on, a new like chapter beginning.

That’s what it’s going to be then, brothers, as | come to the like end of this tale. You have been
everywhere with your Humble droog Alex, suffering with him, and you have viddied some of the most
grahzny bratchnies old Bog ever made, all on to your old droog Alex. And all it was was that 1 was young.
But now as | end this story, brothers, | am not young, not no longer, oh no. Alex tike groweth up, oh yes.

But where | itty now, O my brothers, is on my oddy knocky, where you cannot go. Tomorrow is all
like sweet flowers and the turning vonny earth and the stars and the old Luna up there and your old droog
Alex all on his oddy knocky seeking like a mate. And all that cal. A terrible grahzny vonny world, really, O
my brothers. And so farewell from your little droog. And to all others in this story profound shooms of lip-
music brrrrrr. And they can kiss my sharres. But you, O my brothers, remember sometimes thy little Alex
that was. Amen. And all that cal.

IurTonu bepakecc. 3aBoaHON aneJbLCHH.

Ilep. B.bomnsika

— Hy, uro xe teneps, a?

Teneps npencraBbTe cebe MEHs, Ballero CKPOMHOTO TIOBECTBOBaTeNs, ¢ Tpems koreshami — JleHowm,
Pukom m byraem, KOTOpOro Tak Mpo3Bajid 3a TOJCTYyIO bytshju merw u rpomkuii bytshi kritsh —
THIBIBIBIBIBIBIBIBI!] CHIM, cTano OBITh, B MOJIOYHOM Oape “Korova”, meBenst mozgoi Hac4eT Toro, Kyja Obl
yOuTH Beuep — MOJUIBIA TaKOM, XOJMOAHBIM M CyMpauHblii 3UMHUH Bedep, XOTs U cyxoi. Bokpyr Hapon B
otpade — tastshatsia OT MoOJIOKa IUIIOC BEJIOCET, CHHTEMECK, JAPEHKPOM W Beskux mpouux shtu-tshek, ot
KOTOpBIX uaeT Tuxuit baldiozh, u Tel MUHYT MATHAAIATE YYBCTBYeMb, 4TO caMm [ ocroap bor co BceM ero
CBSITBIM BOMHCTBOM CHIUT y TeOsl B JJeBOM OOTHHKE, & CKBO3b MOZZ MPOCKAKUBAIOT UCKPHI U (eiiepBepKu.
Ho MBI HE 3TO TWIH, MBI MK ““MOJIOKO C HOXKaMM™’, KaK 3TO y Hac Ha3bIBaJIOCh, — OT HETO MJIET tortsh, u
xouercs dratsing, xodeTcst gasitt Koro-HHOYIb 1O TONHOW MporpamMme, ogHoro Bcei kodloi, HO 3TO 51 yxe
0OBSICHSJ B CAMOM Hayvase.

Kaxnpiii 13 Hac ueTBepbiX ObLT OJIET TO MOCIETHEW MOJE, YTO B TO BpEMsl O3HAYallo TMapy
HIMPOYEHHBIX ITAHOB U TIPOCTOPHYIO, CUSIONIYIO YEPHBIM JIAKOM KOXKaHyto kurtenn, HaJleTyro Ha pyOaIlky c
OTKPBITBIM BOPOTOM, IIOJ] KOTOPbIM HaMOTaH LICHHbIN miaTok. Eme B To Bpems Obuto MmogHo Oputh tykvu,
yTOOBI MOCEpEHE BCE OBLIO JIBICO, a Volosnia Tonbko mo 6okam. UTo ke kacaercss OOYBKH, TYT HHUYETO
HOBOT'O HE HAMETHJIOCH: BCE TE )K€ MOIIHbIe govnodavy, uyro0sl nuHathes. — Hy, uTo ke tenepb, a? S Obit
Kak OBl 3a TJ1aBapsl B HallIel yeTBepke, koresha Busenu Bo MHe peJBOJUTENS], HO MHE MHOT/AA Ka3aJI0Ch, YTO
Byraii vtiharia mogymbiBaeT o TOM, YTOOBI B3ATh BEPX, — BEIb OH TAKOW OOJBIION W CHIILHBIA U Yy HETO TaKOU
rpoMkuid kritsh Ha Tpome BoitHbl. OJHAKO BCE HJEM MCXOAWIH OT Balllero CKPOMHOT'O MOBECTBOBATEIS,
OJUTHH, a KpOMe TOTO, WIPajio CBOIO pOJb M TO, YTO s OBLI BpOJe KaK 3HAMEHHTOCTh; Bce-Taku (OTO B
ra3erax, CTaTbu Ipo MeHs U Besakui npounii kal. K Tomy e s Kyga kak Jydiie Bcex ObllI YCTPOEH B CMBICTIE
paboThl — CIYXKWJI B HAIIMOHAIBHOM apXWBE TpaM3alivcH, B MY3BIKAILHOM OTJeNie, U B KOHIE KaKIOH
HEJIeN KapMaHbl Y MEHs JIOMUJIUCh OT babok, /a eme U TUCKH uMen OeCIIaTHO IJIsi MOeTOo COOCTBEHHOTO
yCIaXICHHUS.

B Tot Beuep B “Korove” cobpaniocs MHOkecTBO VKOV, Kis, devotshek u malltshikov, koTopsie muy,
CMESUTHCh M Iocpean pasroBopa vypadali, paspaxkasice ueM-HUOYIb Bpone “Topropckast mpusryxa, Korjaa
YepBSK BAPBI3T HATIONBIIAHUT MO KaObI3goxam”, a U3 TMHAMUKOB CTEPEYyCTAaHOBKH HECCS BCAKHN ACTpaIHBIN
kal Tuna Hema AXuMOTBI, KOTOPBIH TOTr/Ia Kak pas nein “OX, AeHEK, yX, IeHeK, He-fie-iie”. Y Oapa cTosu Tpu
devotshki, npukunyThIe 10 TOCKEAHEH Moje nadtsatyh: mmHHBIE HeuecaHwie patly, KpalleHHbIC B OBl
[BET, HakjamHble grudi, Topualiue BHEpe] Ha IOJIMETPA, U KOPOTIOCEHbKHE IOOYOHKHM B OOTSIKKY C
TOpYAIIMMH W3-TIOJI HUX OEJIeHBKUMH KPYKaBUM-KaMH, Ha KOTOpbIE BCe MOTIIsAAbIBall byraii, BHOBb 1 BHOBb
noBTopsis: “Oi BbI, MOIUIA K TEM JIONIAJIKaM, €CTh IAHC MpoeXaThes, Hy, XOTh TPOMM U3 Hac. Bce paBHO
Beb JIeHy ato He HyXHO. [Tyckaif cuaut TyT, cBoemy 6ory monutes”. A Jlen ne cormamacs; “Nafig-nafig,
KaK e TOT/Ia IyX TOBAapHUIIECTBa, KaK e TOT/ia OJUH 33 BCEX U BCE 3a OJHOTO, a, Apyxuiue? ~4 xe, ouyTus
onHOBpeMeHHO dikuju ycTanocTs u BMECTE ¢ TEM MIEKOUYLIHA IPUINB SHEPTUH, CKa3al:

— Horu-noru-aoru!

— Kyna? — cnipocun Puk, y kortoporo litso ObLI0 KaK y JISTYIIKH.
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— Jla Tak, morasAiuM npocTo, YTO TaM NMPOUCXOJUT B CTPaHE BEIMKHUX BO3MOXKHOCTEH, — OTBETHI 5.
Ho npu s10M, OtnH, s oLyInai yKacHyr0 CKyKYy U KaKylo-TO Bpojie Kak 0€3HaleKHOCThb, IPUYEM 3TO YKe
HE B MEPBBIA pa3 Tak ObIBao 3a mocienHue AHU. S moBepHyIcs K OmmkaiimeMy hanyge — oH cuaen Ha
0apxaTHOM CHJCHBE, KOTOPOE BKPYTOBYIO IIJIO BJOJH CTEH zavedenija, kK TOMy TO ecTh, KTO OopMoTan V
ofpade, u vrezal emy — XpsChb, XpSICh, XpsICh — B puzo. Ho OH HUYEro He MOYYyBCTBOBAJ, OJUIMH, W MPOIOIKAT
6opmorath cBoe: “Karntcs, kaTurcs konbacuHOW MCHHON OambapbacuHOM, a MOXKeT AyiablpayonHoi?” C
TEM MBI U BBIKATHIIUCH B 3MMHIOI0 HEOOBATHYIO notsh.

[omutu cnepsa no 6ynbpBapy Mapranuta, MEHTOB BUIHO HE OBUIO, I03TOMY, KOI'ZIa HAM BCTPETHIICS
starikashka, KOoTOpBIif KaKk pa3 OTOIIEN OT KHOCKA, TIe OH TIOKYIIAN ra3eTy, g ckasan byraro: “/laBaii, byraek,
NpOsIBM  CIIOCOOHOCTH, KOMU JKemaemb”’. Bce wame um vamie B mocjegHee BpeMs s TOJNBKO OTAaBal
pacropsbKeHus, a TOTOM OTXOAMJ Haza MOTIAeTh, Kak uX BeImonHstoT. Hy, byraii vrezal emy — 6ar, Oar,
Oaw, — Apyrue ABOE MOBAIMIM U C XOXOTOM NPHUHSINCH MHATh, & IOTOM MbI Al €My YIOJI3TH, CTeHas U
roJocsi, K MECTy MpOKUBaHUA. byraii ToBopHT;

— Kak Hacyer crakaHuMKa 4ero-HuOynb Mmokpemnye Aus sugreva, a, Anexc? — [loromy 4To Mbl OblIH
yiKe coBceM 6rmm3ko ot Gapa “Jlrok-op-Heio-HMopk”. JIpyrue 1Boe 3aKMBamM — 1a, 13, — @ CAMH Ha MEHs
CMOTPAT, JecKaTh, KaK s K 3TOMY OTHECYCh. 1 TOXK€ KHMBHYJ, U Mbl JBUHYJIHCh. 3aXOOUM, CUIST TE XKe
cTapble ptitsy, wim, mo-Hamemy, sumki win babushki, mpo KoToOpeIX B Hauase ObLIO, M cpa3y Ke OHH 3aBEIH
CBOE:

— JloOpsriii Beuep, pebATKH, naii bor BaM 310pOBbs, MaNbUYUKH, U KaKHWe K€ Bbl YyJHBIC, U KaKUe
XOpOIIIKE, — a caMH KAYT, Koraa Mbl ckaxeM: “Hy, uTo neBymikam 3aka3zats?”’byraii mozsonnn B kolokol, u
npuniea oQUIMaHT, Ha X0y BeITUpast rukery o griazni gaprtyxk.

— Kamycty Ha crom, pebsital — ckomanzoBan byraii, 3BSIKHYB BBIHYTOW M3 KapMaHOB TOpPCTHIO
MOHeT. — Bucku ijist Hac u 10 ke camoe ctapsiM babushkam. ['ogutcsi? A s ToBOpIO:

— K uepry. Ilyckait Ha cBou mbioT. — He 3Haro, YTo Ha MEHS HAKaTWJIO, HO B MOCJIEIHUE JAHU S UTO-
TO ObL1T HE B ceOe. Kakast-To 370CTh BCTynuia B rOJIOBY, XOTEIOCh, YTOOBI IEHBIM MOM OCTAaBaJIMCh IPU MHE,
MHE HX 3a4eM-TO BpOJe KaK KONHUTh mpucrnudmio. byrait ymusmics: — Uro 3a mema, koresh? Urto sto ¢
HamuM Anexcom? — [la Hy k ueptTy, — ckpuBmics . — He 3nato. Cam He 3Hato. C HamuM AJIEKCOM TO, YTO
OH HE XOYCT WIBBIPATHCA ACHBI'aMU, KOTOPBIC C TAKUM TPYJIOM 3apa60TaJ1, BOT U BCC.

— 3apaboran? — Bckunynca Puk. — 3apaboran? [la Beas ux ke He HAAO 3apabaThIBaTh, M ThI 3TO CaM
JydIlle Hamero 3Haellb, crapuHa. bpaTh, u Bce TyT, MPOCTO Bpoje Kak Opath, Aa u Bce. — M OH rpoMKoO
pacxoxoTalcs, TaK YTo s YBHJIEIN, YTO JBa WK TPH U3 ero zZubbjev ObUTH MopYCHBIE.

— OT10, — mporoBopuia 5, — Haxo eme nogymarb. — OgHaKo, BUASA, Kak 3TH babusi mpsmo ax
TpsICyTCS B IPEIBKYLIEHWH OECIUIATHOM BBIUBKH, s BpOJE Kak IOXKaJl IUIEYaMH, BBIHYJI KalycTy U3
KapMaHa, IJie Y MeHsI MOHETbI ObUTH BIIEpeMelIKy ¢ Oymaxkamu, u Opocun — deng-deng-hrust-deng — ux Bce
Ha CTOJI.

— 3Ha4uT, BceM BUCKH? — ckaszal opunuanT. Ho 51 3auem-To Bo3pasui:

— Her, mapens, MHe TonbKO ManeHbKyo muBa. — Ha drto JleH, 03a00YEHHO HaXMYypPHUBILIHWCH,
OTO3BAJICS TaK:

— Hy, T8I, Gnu, vashtsheee! — U, rmoHyB Ha J1a0Hb, TOTSHYJICS MPHIOKHTH €€ K MOEMy JIOy —
JIeCKaTh, &K UIUITUT, JIO0 YeT0 Meperpescs, HO sl PhIKHYJ Ha Hero, Kak 3JI0M pios, 9TOOBI OH 3TO JIeJI0 OPOCHIL.
— Xopormo, xopoio, He Oyay, — ckazan oH. — Bce putiom. Bcee, xak ckaxems. — A byrali B 310 Bpemsl,
OTKpBIB 10t, yCTaBHJICS Ha ()OTO, KOTOPOE s CIIy4aiHO BHITAIIMII U3 KapMaHa BMeCTe C IeHbraMu. — Tak-Tak-
TaK-TaK, — FTOBOPUT. — A MBI U HE 3HAJIN.

— Jlait crona! — pABKHYI g B BEIXBaTHI y Hero (oTorpaduro. S v cam He 3HAIO, KaK OHA MoMana Ko
MHE B KapMaH, OJHAKO Sl €€ 3a4eM-TO COOCTBEHHOPYYHO BBIpE3ajl HOXHHULAMHM W3 CTapO raseTsbl, a
n300paXkeH Ha HeW ObLT MilajeHel. Mia/ieHel 4Yero-To TaM TyJIIOKall, Ha Iy0ax y Hero Imy3sIpuiiock moloko,
— B 00I1IeM, BHJI Y HEro ObUI TakoH, OyATO OH pajyeTcss BCEM U KaXKIOMY; OH ObLI Nag U BECh MOJACPHYT
CKIIa4aThIM JXUPKOM, ITIOTOMY YTO 3TO ObLIT OYEHD ynHTaHHBIfI MIJIaJICHECII. TyT Ha4vyaJInucChb smeshki, IIOIIBITKH
BBIPBaTh y MeHs (DOTKY, TaKk YTO MPHILIOCH CHOBA PSABKHYTH, BHIXBATHTH Yy HUX 3TOT KYCOK T'a3€Thl, IOCIE
Hero d pasoJpajl €ro Ha MHOXECTBO MEJIKUX O6pBIBKOB, KOTOPBIC CHCKMHKaMHU IIOJICTCJIM Ha I10JI. TYT
MOJIOCIIEeNIO BUCKH, U babushki orsTh NpUHSIIMCH HAC OJIArOCIIOBIISATD, JKEIaTh HAM 370POBbS U JIOJTOJICTHS,
MPOBO3IJIAIIAsl HAC BCSUECKYIO XBally M npounii kal. A ogHa U3 HHUX, BCSI MOPLIMHHUCTas U 0e3 eTuHOro 3yba
BO BBaJIMBIIEMCS Itu, CKazana:

— He manmo pBath AeHbru, CHIHOK. Ecy OHM HE HY)XHBI Te€O€, OTAal APy3bsiM, — YTO C €€ CTOPOHBI
65110 oueHb cMeno. Ho Puk eit otBeTwiI:

— D10 BOBCe He JeHbru ObutH, babushka. Dto OblIa KapTHHKA ¢ MJIaJEHYMKOM-CUMITAMITYHYHKOM.
A s TOBOpIO:
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— IIpocTo st 4TO-TO yCTaBaTh CTal, BOT M BCE. A YTO MJIaJCHEI] — TaK 3TO CaMH BBl MJIAJICHIIBI, BCS
Bamia kodla. Bce Obl BaM XuUXMKaTh J1a HaCMEXaThCs, & €CAM OMTh JtoasiM morder, Tak TOJBKO TPYCIHBO,
KOTJ]a BaM HEe MOT'YT JaTh CIa4H.

— I'msimu-ka 161, — oTO3BaJICs PUK, — a MBI-TO AyMalH, 4TO Kak pa3 Tbl y HAC 1O 3TOH YacTH U €CTb
rnaBublii VOzhdd u yuutess. Tol ipocTo 3a0osern, BUAaTh, BOT U Bce, koresh.

51 morsaen Ha CTakaH MOMOMHOTO MUBA, CTOSBIIHIA ITEPEI0 MHOW Ha CToJIe, U, uyTh He blevanuv, ¢
BO3TacoM “Aaaaaaaax” BBUIMI BCIO 3Ty MEHUCTYIO BOHIOUYI0 motshu Ha mon. OgHa u3 cTapbIxX ptits qaske
npuBctana: — CaMm He Tbellb, 3a4eM e npoaykT nmoptuth? — Chymaiire, koresha, — ckaszan s. — Uro-To s
ceroxHs He B ayxe. [loyemy, oTdero — s u caMm He 3Ha[0, HO HUYEro He Monuiems. Ha neno HeiHYe moiinere
camH, BTpOeM, a s otstiogivajuss. 3aBTpa BCTPETUMCSI TaM K€, B TO JK€ BPeMsl, H HAIeI0Ch, UTO HACTPOCHHE Y
MeHst OyAeT moyduie.

— Hapmo xe! — ckazan byraii. — Xanko, xanko. — Ho mMHe-To BUAHO OBLIO, Kak 3abiecTeNu ero
glazzja, moToMy 4TO HBIHYE HOYBIO OH OyJET y HUX IIaBHBIM. BiacTh, BIacTh, BCEM HY)KHa BIacTh. — A
MOJKET, OTJIOKUM Ha 3aBTpa? — HEOXOTHO MporoBopws oH. — Hy, B cMbIcie, YTO Ha CErOAHS IIAHUPOBAIIH.
Krasting B taBke Ha I"arapuna-ctput. Tsl ObI TaM 310poBO pripodnialsia, koresh.

— Her, — ckazan s. — Hudero He oTkianeiBaiite. JlelcTBYHTE caMu, 110 CBOEMY YCMOTPEHHIO. A
TeTnephb, — B3IOXHYI s, — Bce, yXoxy. — U a1 mognsuics co cryina. — M kyna moinens? — cpocun Puk. — [Toka
bez poniatija, — orBeuaro. — [ToOyay Hemuoro odinoki, moaymaro, 9To K 4emy.

Babushki mopaxeHHo mpoBoXaau MEHS B3[ISIaMH — YE€ro, MOJI, 3TO C HHUM, YIPIOMBIH KaKOH-TO
BECh, COBCEM HE TOT UIyCTpbIi M Becenblii malltshipalltshik, kakum Mbl ero momHuM. Ho s, BBIIOXHYB
HaTocaenokK; “A, k tshiortu”, pacmaxHys IBEph U BBIIIC OJWH Ha YIIHILY.

Bruto TemHO, 3amyBan pe3kuii B OCTPBINA, Kak nozh, BeTep, Jro/el BOKpYT mouTH He Obu10. TONBKO
e3/I1JTH TyAa-CIo/la MaTpyJIbHBIE MAIIUHEI C KECTOKHMMHU MyCOpaMH, J1a Ha MEPEeKpecTKax TaM U CsM Mapamu
CTOAJIM, MEPEMHHAACH OT XO0JI0Ja C HOIM Ha HOr'y, COBCEM MOJIOJACHBKUC MCHTBI, © B MOPO3HOM BO3OYXC
BUJHBI OBLIM CTPYHKH Tapa OT uX Ablxanus. Jlymaro, 4to u BopsMb krasting u dratsing Ha yauIax moiien Ha
yOBLIB: OOJBHO YK MYCOpa JKECTOKO OOXOAMIINCH C TEMH, KOTO YAACTCs IMOMMaTh, 3aTO MEXIy MEHTaMH U
XYJIUTaHUCTBIMH nadtsatymi paseirpanach HacTofllas BOiHA, NMPUYEM MEHTBI, MOXOXe, KyJa JIOBUEH
YIOpaBIsUIMCh U ¢ nozhom, u ¢ britvoi, He TOBOPS YK O peBonbBepax. OAHAKO MHE 3TO CTAaHOBHIIOCH C
Ka)XIbIM JTHeM Bce Oosiee u 6osee do lampotshki. V MeHst BHyTpH CIIOBHO KaKOe-TO pa3MsArdeHHe HAYaloch,
W S HE MOT IMOHATH OT4Yero. Yero-to XoTenoch, a 4ero — HescHO. Jlaxke My3bIKy, KOTOPOW S TakK JIIOOHI
ycnaxaaTh cebsi B CBOel MaJIeHbKOW KOMHATYXe, 5l Teleph CIylIajl TaKylo, HaJ KOTOPOH paHbIle OBl TOJBKO
cMesiicst, OmuH. [leperien Ha KOPOTKHE JTUPUIECKUE MTECEHKH, TaK Ha3bIBaeMbIe ‘“30HTH’ — IPOCTO T'OJIOC
(doprenbsHO, THXHE, BPOJe KaK Jake TOCKIUBbBIC, HE TO YTO PaHbIIe, KOTJa 5 CIIyIIan OOJbIIHe OPKECTPEI,
JIe)Ka B KpOBATH M BOOOpakasi ce0st cpeiv CKPHUIIOK, TPOMOOHOB M JIUTaBp. UTO-TO BO MHE IPOUCXOIUIIO, U S
CHJIMJICS TIOHSTB, OOJIE3Hb JIM 3TO KakKas-HHUOYAb WM IMOCIEACTBHS TOTO, YTO CIENali ¢ MOEH TOJOBOM,
IBITAsCh HAIIPOYb CBECTH C yMa U MOBPeIUTh MHE rassudok.

Tax, CKJIOHHMB TOJIOBY M TJyOOKO CYHYB PYKH B KapMaHBI, s OpOJUII M OpPOAMI IO TOPOIy, TOKa
HaKOHEI] He TTOYYBCTBOBAJI, YTO OYEHb YCTAJ M MHE 1103ape3 HYKHO TOAKPEIUTHCS XOTs Obl Yalikoi tshaja c
MostokoM. Jlymas mpo atot tshai, s BApyr BooOpasmil, KaK s CHXKY Iepes OONBIINM KaMUHOM B Kpeciie C
yamkoi tshaja B pykax, IpiHueM camMoe CMEIIHOE U CTPAHHOE OBLIO TO, UTO sl BUJEICS ce0e CTapbIM-CTapbiM
kashkoi, et atak cemuecsaTH, OTOMY YTO, IJIsAS Ha ceOs Kak Obl CO CTOPOHBI, sI BUJCI CBOU BOJIOCHI,
CIIONIB CeJble, K TOMY € Y MEHS ellle BpoJie Kak ObUIH yCBI, M TOXKE cezble. B o0riem, s1 ObLT CTapuK, CHIET
y KaMHHa, a I0TOM BHJICHUE Ucye3no. Ho 3To ObU10 0YeHb CTpaHHO.

A nogomen Kk oaHON U3 KOPECH U CKBO3b JJIMHHYIO-TIPSIIUHHY BUTPUHY YBUCI, OJUIMH, TOJITY
3aypsAHEHIINX MPOCTHIX JIIOJHUILIEK C TEPIEIMBBIMU HEBBIPA3UTEIbHBIMHU litsami, IO KOTOPBIM cpa3y ObUIO
BUAHO, uyTo 3T tsheloveki He OOMIAT M MyXu; OHM CHUAETM TaM W HETPOMKO TEPErOBapUBANIKCH,
npuxyeObiBas CBOW HecyacTHBIN tshai mimm xode. S Boien, npoOpaics K MPHIaBKy, B3sl ce0e OOJIbIIYIO
Yaniky ropstaero tshaja ¢ Mosokom, TOTOM BEpHYJICS K CTOJIMKAM U 3a OJIUH U3 HUX yCelicsl. 32 MOMM CTOJIOM
cHuena Bpoje Kak MoJioAas napa, OHH Mwin Kode, Kypuiu tsygarki ¢ pUIBTpOM U OUE€HBb THXO MEKAY cOOO0i
MIEPETOBAPUBAINCH, CIIOKOMHO ApPYr APYTy yibi0asch, HO S HAa HUX BHUMAaHHSA HE oOpamiaig, a TOJBKO
npuxJyeObiBai tshai, 1ETMKOM yH/Is1 B CBOM BUJCHHUS M MBICIIA O TOM, YTO 3TO TAKOE€ BO MHE IMPOUCXOIUT, YTO
MeHsieTcsl ¥ uto OyzaeT nanbire. OnHako s 3ameTtwi, uto devotshka, cuaesmas ¢ 3tum vekom, oueHb gaxe
XOpOILICHbKAs, IPUYEM HE U3 TeX, KOTO0 XOUeTCs cpa3y LIBBIPHYTH Ha TOJ U B3STHCS 3a JAOOPBIN CTapblil
sunn-vynn, HeT, y Hee ObUIa JEWCTBUTENBHO wu3AIIHAS (urypa, kpacuoe litso, mpusTHas yisIOKa,
Oenokypsbie BoJOCk U ToMy 1o100HbIH kal. Vek, koTopblit ObLT ¢ Held, cHen B IUISTIE U TIISIIEN B CTOPOHY OT
MEHSI, HO TIOTOM OH KPYTHYJICSI HA CBOEM CTYJI€, YUTOOBI IIOCMOTPETH Ha OOJIbIINE CTCHHBIE YaChl, BUCEBIINE B
zavedenii, u Tyt s yBuzen, Kto oH, a oH yBuzeln, KTo . D10 0bu1 [TUT, 07MH U3 TEX, C KeM s ObLT HepasiyueH
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BO BpPEMEHA, KOTJ[a caMO CJIOBO “Ipy3bs’’ O3HA4asio MeHs, ero, Tema un Jxopmkuka. [IUT BRITIIAMET OYCHB
MTOCTAPEBIIIAM, XOTS €My BPST JIM MOTJIO OBITH OOJIBITNIC NEBSITHAANATHA C HEOOIBIIMM; OH OTPACTHI cebe
YCHKH, a OJIeT ObLI B OOBIYHBIN AETI0BOM KOCTIOM. S rOBOpIO:

— Tak-Tak-tak-Tak, koresh, kax genumku? /laBHeHpko He videliss. A OH TOBOPHT:

— Koportbimka Asexc, ecnu s He omu6ocs? — Huuyts He ommbcs, — orBedato. — Kak MHOTO BOJIBI-TO
YTEKJIO C TeX JABHUX MPEKPaCHBIX JeHeuKoB. bequsra JKOpIKAK, 5 CIbIIIAN, yKe B MOTHIIE, a cTapuHa Tem
ssutshilsia, MmeHTOM cTaJ, TOJBKO MbI jJBoe H 0Staliss, Tel 6 xoTh povedal MHe, 4TO y TeOS HOBEHBKOTO,
koresh.

— Kak ctpanno oH TOBOpHT, He TipaBaa u? — nporopopuia devotshka, Bpoge kak XUXUKHYB.

— Dro, — mosicaun et [lur, — moit crapsriii apyr. Ero 30ByT Anekc. Paspemn, — obpartuics oH Ko
MHe, — s IPEJICTaBIIO0 Tebe MO0 JKeHy. S axke rot OTKpBLI.

— XKeny? — Beptoxayn s. — Kak tak keHy? beitb He Moxker! s OpayHBIX UZ THI BpOJE Kak
gyepecuyp jun, koresh. /la atoro npocro 6T HE mozhet!

Heymika, kotopyto IIUT mpeacTaBui MHE Kak CBOIO JKEHY (B TOJIOBE HE YKJIQABIBACTCS), CHOBA
XUXWAKHYNa U TOBOpUT lluty:

— To1 gTo, paHbIIe TOXE Tak pasroBapuBan’ — Hy, — moxan mnedamu I[lut, — MHE Beap Bce-Taku
CKOpO JBaJaTh. BriojHe ye MOKHO OCTEIICHUTHCSI, UTO A U CHIeNai JBa Mecsna Hazaa. He 3a0yab, Th Bedb
OBLJT MITQ/IIIIE HAC — M3 MOJIOJIBIX, ]a PAHHU.

— Tak-tak-Tak. — S Bce eme cumea ¢ OTKPBHITBIM rotom. — llpsM Hukak... perevaritt... HEe B
cocrosinu, koresh. ITur, u Bapyr >xenuncs! Tak-Tak-Tax.

— V Hac cBos kBapTupKa, — ckazan [Tut. — PaboTaro B cTpaxoBoii ¢pupme ['ocdiora, neHer, npasaa,
TUTATAT MaJIOBaTO, HO CO BPEMEHEM Bce 00pasyercs, 3To TOUHO. A JI)KOp/pKuHA. ..

— Kak-kak? — mporoBopui s, Bce ellle olapaiicHo paseBas rot. XKena [Iura (xena, OituH! ) CHOBa
XUXHUKHYIIA.

— JbxopmxuHa, — moBTopmn Ilur. — OHa TOXke paboTaer. MamMHUCTKOW — Hy, Ha MAIlIMHKE
nevaraeT. Huyero, koe-kak mepeOmBaeMcs. — A s Ha HETo, OJUTMH, KaK YCTaBWIICS, TaK W TJIa3 HE MOTY
otBecT. OH Bpo/ie KaK ¥ POCTOM CTaJl TIOBBILIE, M JasKe TOJIOC CTaNl B3POCIIBIA, H BOOOIIIE.

— Tt Ob1, — ckazan [luT, — 3amen K HaM Kak-HUOYAb, MOCHUAETH Obl. A ThlI TIO-TIPEKHEMY COBCEM
MaJBUUIIKOW CMOTPHINECS, HECMOTPSI Ha BCEe TBOM 3JI0KIt0UeHwus. [la-na-ma, Mel mpo Tedst Bce ynTanu. XOoTs
THI BE/Ib U BIPSIMb €III€ COBCEM MOJIOJ,.

— MHe BoceMHaIaTh, — ckasai . — TOJIBKO YTO UCTIOIHUIIOC.

— Bocemnaauats, ropopuis? — Ilut nogusin 6posu. — Oro. Tak-tak-tak. Hy, Ham mopa. — 1 on
Opocui Ha 3Ty cBOIO JI>KOpJDKMHY HEXXHBIM M BIFOOJICHHBIA B3TJISM, B3SUI €€ PYKY B CBOW, U OHA TOXKE Ha
HETo TOTJIs/IeNa TaK, 4To mpsiMo — o, oyumH! — Tloka, — Opocun MHe Hamocnenok [Tur, — MBI ciemmM K
I'pery Ha Beuepunky. — K I'pery?

— A, vy koHewHo! — ynpIOHyIncs [Tut. — ThI Bep He MOXKeENTh 3HATH €ro, ecTecTBeHHO. [Ipu Tebe ero
eme He Obuto. ThHl wcye3, u TyT mosiBwiics ['per. OH WMHOTOA BedepuHKW HebOoibplive ycrpauBaer. Tak,
Yeryxa: KOKTEHIIH, caloHHble Urpbl. Ho oueHp Mwiio, oyenp npwindHo. Kak Obl 3T0 TeOe OOBSCHHUTH —
0€3001IHO, YTO JIH.

— Ara, — oro3Baiics 1. — be3obuano. Uto x, s 310 ponimaju. Baldiozhnaja tusovka. — 1 cuoBa sta
camas JKop/pKuHa 3aXUXUKaIa HaJl MOeH MaHEepOi BBIpaKaThCs. A TIOTOM OHHU pyKa 00 PYKy OTHPaBHIUCH
3aHMMATHCS CBOMMH Vvoniutshimi camoHHBIME urpamu y 3toro ['pera, kto Obl OH HH ObUI. A s ocTaincs B
odinotshestve mommBats tshai, KOTOPBI y»e OCTBIBAJ, OCTAJICS {yMaTh M YIUBIISTHCS.

Hagepnoe, B 3TOoM Bce aeno, ayman s. HaBepHoe, s MPOCTO CIMIIKOM CTap CTaHOBIIOCH JIJISi TOM
zhizni, 6JUIMH, KOTOpPYIO Bl Bce 3TO BpeMs. BocemHannaTs — 3T0 coBceM Hemano. B BocemHagnare et y
Bonbgranra Amazneyca yxe HanucaHbl ObUIM KOHLEPTHI, CHM(OHHUH, ONEPHl, OPATOPUH M BCSKHHA MPOYUH
kal... xors Het, He kal, a OoxecTBeHHast My3bika. [lotom eme @enukc M. co cBoeit yBepriopoii “CoH B
neTHIo Houk . Jlak npyrue. Eme Ob11 GpaHITy3cKuit MO3T, KOTOPOTO MOJOKUI Ha My3bIKy benmku bputt —
y TOro BOOOIE BCE CTUXM K ISTHAALATH rojaam, OJUIMH, ykKe ObulM HamucaHbl. ApTiop ero 3sainu. Crajo
OBITH, BOCEMHAIIATH JIET — 3TO HE TAKOH YK U MOJIOI0H Bo3pacT. Ho MHe-TO Teneps 4To /eaTh?

Beiiiast u3 koelHu, st 10Jr0 CIOHSUICSA 10 OTYASHHO XOJIOAHBIM 3UMHHUM YIIMIIAM, M MEPEeI0 MHOM
BO3HHMKaJII BCE HOBbIE U HOBBIC BHCHUS, Pa3BOpPauMBasICb M CMEHAsS APYr JApyra, OyATO B Ta3eTHBIX
KOMHKcax. BoT Ball cKkpoOMHBIH TIOBECTBOBATEN b BO3BpAaIaeTcsi C paboThl JOMOM, a €ro TaM *JIeT HaKPBITHII
CTOJI ¥ TOpSIUMiA 00e/1, IpUYeM MoaeT ero dTakas Kisa, BCs TOBOJIbHAS U PAJIOCTHAS U BPOJIC KaK JIFOOIIIas.
Ho xopolenpko pasrisiieT ee MHE HE yJaBalioch, OJUTHMH, U s HE MOT TPEJICTaBUTh cebe, KTO 3TO Takasl.
OpHako BIPYr BO3HMKAJIO OYEHB SICHOE OIIYLICHUE, YTO €CJIH 5 Mepeiay M3 KOMHATHI, TJIe TOPUT KaMHH U
HaKpBIT CTOJI, B COCEJIHIO, TO TaM KaK pa3 M OOHapyXy TO, YTO MHE Ha CaMOM Jielie HY)XKHO, U TyT Bce
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COLIIOCh BOEGJMHO — M KapTHHKA, BBIPE3aHHAs HOXKHUIAMU U3 Ta3eThl, U ciydaiHas BcTpeua c [luTom.
IToTroMy 4TO B cocemHeli KOMHATE B KOJBIOCIBKE JIeXKa TYJTIOKAIONUH MitajmeHel, Mo ceiH. [la, ma, ma,
OmnH, Mol cbiH. M BOT yke s 4yBCTBYIO, KaK B TPYIH MOSBIISIETCS COCYyIasl MyCTOTa, M caM K€ 3TOMY
OILYIICHUIO YAMBISAIOCH. M BOPYr s MOHsI, YTO CO MHOW, OJUIMH, MPOMCXOAMT. S1 MpocTo Bpoae Kak
MIOB3pOCIIET.

Ha, ma, na, BotT oHo. FOHOCTH He BeuHa, 0 na. [ mOTOM, B IOHOCTH Thl BCETO JHIIb BPOJAE Kak
JKUBOTHOE, 4TO JIU. Her, gaxke He )KMBOTHOE, a CKOpee Kakas-HUOYAb MTPYIIKa, YTO MPOJAIOTCS Ha KaKIOM
yIily, — BPOZE KaK XECTSHOH 4esloBeUYeK C MPYKUHOH BHYTPH, KOTOPOro KIIOYHUKOM CHAapyXH 3aBelellb —
Jp-Ap-Ap, ¥ OH MOILEN BpoJie Kak caM 1o cede, 6iutiH. Ho X0auT OH TOJNBKO MO MpsIMOii U Ha Besikue Vestshi
HaTbIKaeTcsl — Oarr, Oan, K TOMY JK€ €CIH YK OH IOIIeN, TO OCTAHOBUTHCS HH 32 YTO HE MOXeT. B 1oHOoCTH
KKIBIH 13 HaC OXO0XK Ha Takyro malennkuju 3aBonnyro shtutshku.

ChbIH, CBbIH, MOH CBIH. Y M€HS OyZeT CbIH, U 51 OOBACHIO €My BCE 3TO, KOT'Zla OH MOJPACTET U CMOXKET
NOHATH MeHs. OTHAKO TOJIBKO JIMIIb [TOIyMaB 3TO, 51 y’KE 3HAJI: HUKOT/Aa OH HE MMOWMET, /1a U He 3aX04YeT OH
HHUYEro MOHUMATh, a JIeNaTh OyJaeT Bce Te ke VEStshi, koTopsie u s nenai, — na-1a, OH, MOXKET OBITh, JTaxe
yObeT Kakyr-HHOYIbh CTapyro ptitsu, okpykeHHyto Msykatomumu kotami u koshkami, m s He cmory
OCTaHOBHUTH €r0. A OH HE CMOXKET OCTAaHOBUThH CBOETO ChIHA. [l Tak Mo Kpyry A0 caMoro KOHLA CBETa — II0
KpYTY, II0 KpYyTy, IO KPyTy, OYATO KaKoW-TO OTPOMHBIN BeJUKaH, Kakoi-HHOy s bor mmu Gospodd (ciacu6o
Oapy “Korova”) Bce KpyTHUT ¥ KPYTHT B OTPOMHBIX CBOMX pydHIIax voniutshi griaznyi amenscus.

Ho Bexp emie Haiitu Hamo Takyro Kisu, 67utuH, KoTopas Obl cTajia MaTepbhio MOeMy ChiHy! 51 pemiu,
YTO 3alMyCh 3THM C 3aBTpAIlHEro yTpa. BoT W 4yJecHO: HOBBIM a3apT, €CTh YeM 3aHATHCI. A KCTaTh U
pyOek, BOpOTa B HOBYIO, HEBEIOMYIO 10JIoCcy zhizni.

Kak s Bce Bpems cpammBan? “YUro xe teneps?” Ctano ObITh, BOT YTO, OJUTHH, TPUYEM Ha 3TOM S U
3aKOHUY CBOH paccka3. Bbl moObIBany BCIOy, Ky/a MIBBIPSUIO KOPOTHIIKY AJiekca, CTpagalid BMECTE C HUM,
BUJICNI KOE-KOT0 M3 caMbix griaznyh vyrodkov na Bozhjem 6esnom cBete, u Bce ObUIM TpOTHB Baiero druga
Arnekca. A mpu4yMHA TOMY OJHA-€AWHCTBEHHAsI, U COCTOUT OHA B TOM, 4TO s ObL1 jun. Ho Temneps, mocie Bcex
cOOBITHIA, 5 HE jun, 0 HEeT, OJUTHH, yXe He jun Oonbine! AJeKkc cTtai OOJNBIIOHN, OJUTHH, BEIPOC HAIll AJIEKC.

Tyna, xyzaa s Teneps noiay, 61muH, s moiny odinoki, BaM Tyaa co MHOU Henb3s. Hactynut 3aBTpa,
pacuBetyT tsvetujotshki, eme pa3 npoBepHeTcs rajukas voniutshaja 3emisi, OnsiTh B3ORAET JIyHa U 3BE3/IbI, a
Bam crapsiii drug Asiekc oTmpaBUTCS MCKaTh cebe mapy u Beskuil mpounii Kal. Bee-Taku cBOOUYHO# 3TOT
MUp, griazni, podli u voniufshi, 6mauH. Tak 4ro mompomaiitece co cBouM junym drugom. A Bcem
OCTJIBHBIM B 3TOW UCTOPHU COTBOPUM CaJIOT, CHITPaB UM Ha Ty0ax caMylo KPaCHOPEUUBYIO B MUPE MY3BIKY:
OBIP-ABIP-AbIp-ablp. M mycTs oHM wHenyoT MeHs B jamu. Ho Tbl, 0 MOWH COYyBCTBEHHBIH YHTAaTEb,
BCIIOMHHAN MHOT/Ia KOPOTBIIIKY AJIeKca, KaKHM ThI €ro 3alOMHIIT. AMHUHB. W Besikuit mpouwnii Kal.

Helpful Information

1. The definition of dystopian literature.

A dystopia (alternatively, cacotopia, kakotopia or anti-utopia) is a fictional society that is the
antithesis of utopia. It is usually characterized by an oppressive social control, such as an authoritarian or
totalitarian government.

Some academic circles distinguish between anti-utopia and dystopia. A dystopia does not pretend to
be good, while an anti-utopia appears to be utopian or was intended to be so, but a fatal flaw or other factor
has destroyed or twisted the intended utopian world or concept, as is evidenced with Ingsoc in George
Orwell’s 1984 and Huxley’s Brave New World.

The first known use of the term dystopia appeared in a parliamentary speech by John Stuart Mill in
1868. His knowledge of Greek suggests that he was referring to a bad place, rather than simply the opposite
of Utopia. The Greek prefix dys (dvo-) signifies “ill””, “bad” or “abnormal”; Greek
topos (zomo¢) meaning “place”; and Greek ou- (ov) meaning “not”. Thus, Utopia
means “nowhere”, and is a pun on “Eutopia” meaning “happy place” — the prefix
eu means “well”.

2. George Orwell’s brief biography.

“If you want a picture of the future, imagine a boot stamping on a human face —
for ever.”
— from Nineteen Eighty-Four

The British author George Orwell, pen name of Eric Arthur Blair,
(b. Motihari, India, June 25, 1903 — d. London, Jan. 21, 1950) achieved
prominence in the late 1940s as the author of two brilliant satires attacking
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totalitarianism. Familiarity with the novels, documentaries, essays, and criticism he wrote during the 1930s
and later has since established him as one of the most important and influential voices of the century.

Orwell’s parents were members of the Indian Civil Service, and, after an education at Eton College
in England, Orwell joined (1922) the Indian Imperial Police in Burma, an experience that later found
expression in the novel Burmese Days (1934). His first book, Down and Out in Paris and London (1933),
was a non-fictional account — moving and comic at the same time — of several years of self-imposed poverty
he had experienced after leaving Burma. He published three other novels in the 1930s: A Clergyman’s
Daughter (1935), Keep the Aspidistra Flying (1936), and Coming Up for Air (1939). His major works of the
period were two documentaries: The Road to Wigan Pier (1937), a detailed, sympathetic, and yet objective
study of the lives of nearly impoverished miners in the Lancashire town of Wigan; and Homage to Catalonia
(1938), which recounts his experiences fighting for the Loyalists in the Spanish Civil War. Orwell was
wounded, and, when the Communists attempted to eliminate their allies on the far left, fought against them
and was forced to flee for his life.

Orwell’s two best-known books reflect his lifelong distrust of autocratic government, whether of the
left or right: Animal Farm (1945), a modern beast-fable attacking Stalinism, and Nineteen Eighty-Four
(1949), a dystopian novel setting forth his fears of an intrusively bureaucratized state of the future. The pair
of novels brought him his first fame and almost his only remuneration as a writer. His wartime work for the
BBC (published in the collections George Orwell: The Lost Writings, and The War Commentaries) gave him
a solid taste of bureaucratic hypocrisy and may have provided the inspiration for his invention of
“newspeak,” the truth-denying language of Big Brother’s rule in Nineteen Eighty-Four.

Orwell’s reputation rests not only on his political shrewdness and his sharp satires but also on his
marvelously clear style and on his superb essays, which rank with the best ever written. “Politics and the
English Language” (1950), which links authoritarianism with linguistic decay, has been widely influential.
The four-volume Collected Essays, Journalism, and Letters of George Orwell was published in 1968.

3. The plot and the structure of 1984.

Nineteen Eighty-Four (commonly written as 1984) is an anti-utopian novel published in 1949. The
book tells the story of Winston Smith and his degradation by the totalitarian state in which he lives.

Written while Orwell was dying and based on the work of the Russian author Yevgeny Zamyatin, it
is a chilling depiction of how the power of the state could come to dominate the lives of individuals through
cultural conditioning. Perhaps the most powerful science fiction novel of the twentieth century, this
apocalyptic satire shows with grim conviction how Winston Smith’s individual personality is wiped out and
how he is recreated in the Party’s image until he does not just obey but even loves Big Brother. Some critics
have related Winston Smith’s sufferings to those Orwell underwent at preparatory school, experiences he
wrote about just before 1984. Orwell maintained that the book was written with the explicit intention “to
alter other people’s idea of the kind of society they should strive after.”

Along with Aldous Huxley’s Brave New World, and Ray Bradbury’s Fahrenheit 451, it is among the
most famous and cited dystopias in literature.

It has been translated into 62 languages and has left a profound impression upon the English
language itself. Nineteen Eighty-Four, its terminology and its author have become bywords when discussing
privacy and state-security issues. The term “Orwellian” has come to describe actions or organizations
reminiscent of the totalitarian society depicted in the novel.

Nineteen Eighty-Four has, at times, been seen as revolutionary and politically dangerous and
therefore was banned by many libraries in various countries, not mentioning totalitarian regimes.

Originally Orwell titled the book The Last Man in Europe, but his publisher, Frederic Warburg,
suggested a change to assist in the book’s marketing. Orwell did not object to this suggestion. The reasons
for selection of this particular year are not known. Orwell may have only switched the last two digits of the
year in which he wrote the book. Alternatively, he may have been alluding to the centenary of the Fabian
Society, a socialist organization founded in 1884. The allusion may have also been to Jack London’s novel
The Iron Heel (in which the power of a political movement reaches its height in 1984), to G. K. Chesterton’s
The Napoleon of Notting Hill (also set in that year), or to a poem by his wife, Eileen O’Shaughnessy, called
End of the Century, 1984. A final supposed explanation is that his original re-titling was to be 1980;
however, with his illness the book was taking a long time to write, so he felt obliged to push the story further
and further into the future.

The novel focuses on Winston Smith, who stands, seemingly alone, against the corrupt reality of his
world: hence the work’s original working name The Last Man in Europe. Although the storyline is unified, it
could be described as having three parts (it has been published in three parts by some publishers). The first
part deals with the world of Nineteen Eighty-Four as seen through the eyes of Winston; the second part deals
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with Winston’s forbidden sexual relationship with Julia and his eagerness to rebel against the Party; and the
third part deals with Winston’s capture by the Party and his imprisonment in the Ministry of Love.

Winston Smith, a member of the Outer Party, lives in the ruins of London, the chief city of Airstrip
One — a front-line province of the totalitarian superstate Oceania. He grew up in post-World War 1l United
Kingdom, during the revolution and civil war. When his parents disappeared during the civil war, he was
picked up by the growing Ingsoc (Newspeak for “English Socialism”) movement, placed into an orphanage
and eventually given a job in the Outer Party.

Winston lives a squalid existence in a one-room apartment in “Victory Mansions”, and eats black
bread, synthetic meals served at his workplace, and drinks industrial-grade “Victory Gin.” He is discontented
with his life, and keeps a journal of his negative thoughts and opinions about the Party. This journal, along
with any other eccentric behaviour, if found, would result in his torture and death through the dealings of the
Thought Police (he starkly explains the very definite result of his “thoughtcrime” in a journal entrance:
“Thoughtcrime does not entail death. Thoughtcrime IS death”). The Thought Police have telescreens in
every Party household and public area, as well as hidden microphones and informers in order to catch
potential thoughtcriminals who could endanger the sanctity of the Party. Children are carefully indoctrinated
from birth to report any suspected thought criminal, even — especially — their parents.

The Ministry of Truth, which exercises complete control over all mass media in Oceania, employs
Winston at the Records Department, where he doctors historical records in order to comply with the Party’s
version of the past. Since the events of the present constantly shape the perception of the past, the task is a
never-ending one.

While Winston likes his work, especially the intellectual challenge involved in fabricating a
complete historical anecdote from scratch, he is also fascinated by the real past, and eagerly tries to find out
more about the forbidden truth. At the Ministry of Truth, he encounters Julia, a mechanic on the novel-
writing machines, and the two begin a necessarily clandestine relationship, regularly meeting up in the
countryside (away from surveillance) or in a room above an antique shop in the Proles’ area of the city. The
owner of the shop exchanges various facts on the mysterious pre-revolutionary past with Winston and sells
him artifacts from this period, as well as renting the room to them. Julia and Winston find their new hiding
place a paradise, as they believe that there is no telescreen and so they believe themselves completely alone
and safe.

As their relationship progresses, Winston’s views begin to change, and he finds himself relentlessly
questioning Ingsoc. Unknown to the two (or to the reader), he and Julia are under surveillance by the
Thought Police. When he is approached by Inner Party member O’Brien, Winston believes that he has made
contact with the Resistance or Brotherhood which is opposed to the ideals of the Party. O’Brien gives
Winston a copy of “the book”, a searing criticism of Ingsoc believed to have been written by the dissident
Emmanuel Goldstein, leader of the Brotherhood. This book explains the nature of the perpetual war, and
exposes the truth behind the Party’s slogan, “War Is Peace; Freedom is Slavery; Ignorance is Strength.”

Winston and Julia are eventually apprehended by the Thought Police in their supposed sanctuary,
which actually contains a hidden telescreen, and are then interrogated separately in the Ministry of Love,
where opponents of the regime are tortured and usually executed but sometimes released (only to be
executed at a later time). O’Brien appears at the Ministry of Love, and reveals that he will help Winston “be
cured” of his hatred for the Party, by subjecting Winston to numerous torture sessions. During one of these
sessions, he explains to Winston that the purpose of the torture is not to extract a fake confession, but to alter
the way Winston thinks. O’Brien also assures Winston that once he is cured, meaning that he accepts reality
as described by the Party, he will be executed.

The party intends to achieve this with a combination of torture and electroshocks, continuing until
O’Brien decides that Winston is “cured”. Eventually, Winston is sent into Room 101, the most feared room
in the Ministry of Love, where a person’s greatest fear is forced upon them as the final step in their “re-
education.” Since Winston is morbidly afraid of rats, a cage of the hungry vermin is placed over his eyes, so
that when the door is opened, they will eat their way through his skull. In terror, as the cage is placed onto
his head, he screams, “Do it to Julia!”, breaking his vow to never betray her, in order to stop the torture.

Near the end, Winston and Julia again meet in a park, by chance. They remember, with distaste, the
“bad” feelings they once shared. Both acknowledge having betrayed the other, and find themselves apathetic.
We finally see that the torture and “reprogramming” have been successful; Winston loves Big Brother.

Near the beginning of the novel, Winston was sitting in a café, the Chestnut Tree Café. While he was
there, he saw three early dissidents of the Party: Jones, Aaronson, and Rutherford. These three men were the
last relics of the Party’s beginnings. When Winston saw them, they were sitting isolated from everyone else
(“It was not wise even to be seen in the neighborhood of such people”), drinking the café’s specialty, gin
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flavored with cloves. Only Rutherford is described in detail. He is said to be a large broken-down man,
giving the impression of having once been powerful. He and Aaronson both had broken noses. There is a
chessboard on the table by them, and the waiter automatically refills their glasses. A song starts playing over
the telescreen, beginning with a discordant note, one Winston calls a yellow note. “Under the spreading
chestnut tree/l sold you and you sold me:/There lie they, and here lie we/Under the spreading chestnut tree.”
This song is thought to be an adaptation of Longfellow’s poem, The Village Blacksmith. Winston notices that
Rutherford’s eyes are full of tears.

At the very end, Winston himself is again in the Chestnut Tree Cafe. He has been released from the
Ministry of Love. Winston is sitting in his usual corner, with a glass of gin and a chessboard. The waiter
automatically refills his glass for him. Winston is thinking about the military problems in Africa, and his
recent meeting with Julia, and 2+2=5. A yellow note sounds, and the telescreen starts playing “Under the
spreading chestnut tree/l sold you and you sold me —”. Winston’s eyes fill with tears. He remembers an
afternoon when he was a child, playing with his mother, but dismisses it as a false memory. The telescreen
announces a great victory in Africa, and Winston is reconciled with Big Brother. The novel ends with the
line “He loved Big Brother.”

The novel is followed by an Appendix on Newspeak.

4. The analysis of Chapter 1.

The world described in Nineteen Eighty-Four parallels the Stalinist Soviet Union and Adolf Hitler’s
Nazi Germany. There are thematic similarities: the betrayed revolution, with which Orwell had famously
dealt in Animal Farm; the subordination of individuals to “the Party”; and the rigorous distinction between
the Inner Party, Outer Party, and everyone else. There are also direct parallels of the activities within the
society: leader worship, such as that towards Big Brother, who can be compared to dictators like Joseph
Stalin and Adolf Hitler; Joycamps, which are a reference to concentration camps or gulags; Thought Police,
a reference to the Gestapo or NKVD; daily exercise reminiscent of Nazi propaganda movies; and the Youth
League, reminiscent of Hitler Youth or Little Octobrists/Young Pioneers.

Orwell based many aspects of Oceanian society on the Stalin-era Soviet Union. The “Two Minutes’
Hate”, for instance was based on Stalinism’s habitual demonisation of its enemies and rivals, and the
description of Big Brother himself bears a physical resemblance to Stalin. The Party’s proclaimed great
enemy, Emmanuel Goldstein, resembles Leon Trotsky, in part because both are Jewish, had the same
physical description and the Trotsky’s real last name was Bronstein. (“Emmanuel Goldstein” could also be
an allusion to anarchist Emma Goldman.)

The world of Nineteen Eighty-Four also reflects various aspects of the social and political life of
both the United Kingdom and the United States of America. Orwell is reported to have said that the book
described what he viewed as the situation in the United Kingdom in 1948, when the British economy was
poor, the British Empire was dissolving at the same time as newspapers were reporting its triumphs, and
wartime allies such as the USSR were rapidly becoming peacetime foes (“Eurasia is the enemy. Eurasia has
always been the enemy”).

In many ways, Oceania is indeed a future metamorphosis of the British Empire (although Orwell is
careful to state that, geographically, it also includes the United States, and that the currency is the dollar). It
is, as its name suggests, an essentially naval power. Much of its militarism is focused on veneration for
sailors and seafarers, serving on board “floating fortresses” which Orwell evidently conceived of as the next
stage in the growth of ever-bigger warships, after the Dreadnoughts of WWI and the aircraft carriers of
WWII; and much of the fighting conducted by Oceania’s troops takes place in defense of India (the “Jewel in
the Crown” of the British Empire).

The three slogans of the Party, on display everywhere, are:

o WAR IS PEACE
. FREEDOM IS SLAVERY
. IGNORANCE IS STRENGTH

Each of these is of course either contradictory or the opposite of what is normally believed, and in
1984, the world is in a state of constant war, no one is free, and everyone is ignorant. The slogans are
analysed in Goldstein’s book. Though logically insensible, the slogans do embody the Party. For instance,
through constant “war”, the Party can keep domestic peace; when freedom is brought about, the people are
enslaved to it, and the ignorance of the people is the strength of the Party. If anybody (like Winston)
becomes too smart, they are whisked away for fear of rebellion. Through their constant repetition, the terms
become meaningless, and the slogans become axiomatic. This type of misuse of language, and the deliberate
self-deception with which the citizens are encouraged to accept it, is called doublethink.

Under Ingsoc, society is composed of three levels:
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1. The Inner Party, which makes policy decisions and runs the government, which is referred to as simply
The Party.

2. The Outer Party, which works in the state jobs and is the middle class of the society. “Members are
allowed no vices other than cigarettes and Victory Gin.” The Outer Party is also under the most scrutiny,
being constantly monitored by two-way telescreens and other implements of surveillance.

3. The Proles, which form the vast lower class, the rabble that is kept happy and sedate with beer, gambling,
sports, casual sex and prolefeed (“rubbishy texts”). The proles are named for the proletariat, the Marxist term
for the working class. The Proles make up 85% of the population of Oceania.

5. Anthony Burgess’s life and works.

Andrew Biswell Anthony Burgess (1917-1993) was a British novelist, critic and composer.

travel writer, broadcaster, translator, and educationalist.

Born in Manchester in northwest England, he lived and worked variously in
Southeast Asia, the United States and Mediterranean Europe.

Burgess’s fiction includes the Malayan trilogy (The Long Day Wanes) on the
by, dying days of Britain’s empire in the East, the Enderby quartet of comic novels about
e a reclusive poet and his muse, the classic speculative recreation of Shakespeare’s love-

THE REAb LIFE OF life Nothing Like the Sun, the cult exploration of the nature of evil A Clockwork

TN M:{735] Orange (1962), another dystopia The Wanting Seed (1962) and his masterpiece
Earthly Powers, a panoramic saga of the 20th century.

He wrote critical studies of Joyce, Hemingway, Shakespeare and Lawrence, produced the treatises
on linguistics Language Made Plain and A Mouthful of Air, and was a prolific journalist, writing in several
languages. The translator and adapter of Cyrano de Bergerac, Oedipus the King, and Carmen for the stage,
he scripted Jesus of Nazareth and Moses the Lawgiver for the screen, invented the prehistoric language
spoken in Quest for Fire, and composed the Sinfoni Melayu, the Symphony (No. 3) in C, and the opera
Blooms of Dublin.

6. The plot and the structure of A Clockwork Orange.

A Clockwork Orange is a speculative fiction novel by Anthony Burgess, published in 1962, and later
the basis for a 1971 film adaptation by Stanley Kubrick.

Inspired initially by an incident during World War Il in which his wife Lynne was allegedly robbed
and assaulted in London during the blackout by deserters from the U.S. Army (an event that may have
contributed to a miscarriage she suffered), the book was an examination of free will and morality. The young
anti-hero, Alex, captured after a career of violence and mayhem, is given aversion conditioning to stop his
violence. It makes him defenseless against other people and unable to enjoy the music (especially Beethoven,
and more specifically the Ninth Symphony) that, besides violence, had been an intense pleasure for him.

Explanation of the novel’s title

Burgess wrote that the title was a reference to an alleged old Cockney expression “as queer as a
clockwork orange”. Due to his time serving in the British Colonial Office in Malaya, Burgess thought that
the phrase could be used punningly to refer to a mechanically responsive (clockwork) human (orang, Malay
for “person”). It is possible, however, that Burgess invented the phrase as a play upon the expression “a work
of pith and moment”.

Burgess wrote in his later introduction, A Clockwork Orange Resucked, that a creature who can only
perform good or evil is “a clockwork orange — meaning that he has the appearance of an organism lovely
with colour and juice, but is in fact only a clockwork toy to be wound up by God or the Devil; or the
almighty state.”

In his essay “Clockwork Oranges”, Burgess asserts that “this title would be appropriate for a story
about the application of Pavlovian, or mechanical, laws to an organism which, like a fruit, was capable of
colour and sweetness”. This title alludes to the protagonist’s negatively conditioned responses to feelings of
evil which prevent the exercise of his free will.

Plot.

Part 1: Alex’s world

Set in a dystopian future, the novel opens with the introduction of protagonist, fifteen-year-old Alex
(the character’s surname is never revealed in the novel) who, with his gang members (known as “droogs”)
Dim, Georgie and Pete, roam the streets at night, committing crimes for enjoyment.

Essentially, the first part of the novel is a character study of our protagonist. We learn that Alex is
articulate and clever, enjoys classical music (that particularly of Beethoven) and finds amusement during the
evenings in committing crimes and acts of sexual violence — justifying himself through his narrative voice.
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We learn that Alex and his “droogs” have their own language known as Nadsat, and their own hierarchy, in
which Alex is the leader. There is a general disregard for the law or for older generations — creating an image
of a youth movement which is taking control of this fictional future. (This of course being the exaggeration
of the concern that came with the changing values of the 1960s, in which teenagers were becoming decidedly
more unruly and rebellious.)

Part 1 involves Alex reflecting on his illegal activity (which involves the rape of two 10-year-old
girls, and also the wife of writer F. Alexander) and describes the treachery of the droogs which results in
Alex’s arrest and then later, prison sentence.

The use of lyrical language and Nadsat somewhat masks the horrible imagery of Alex’s actions, and,
to some extent, Alex is able to draw empathy from the reader, through his friendly nature towards his
audience (referring to them as his “only friends”, etc.)

Part 2: The Ludovico Technique

After being sentenced to 14 years for murder, Alex gets a job as an assistant to the prison chaplain.
He feigns interest in religion, and amuses himself by reading the Bible for its lurid descriptions of “the old
yahoodies (Jews) tolchocking (beating) each other”, imagining himself taking part in “the nailing-in” (the
Crucifixion of Jesus). Alex hears about an experimental rehabilitation programme called “the Ludovico
Technique”, which promises that the prisoner will be released upon completion of the two-week treatment,
and will not commit crimes afterwards.

Partially by taking part in the fatal beating of a cellmate, Alex manages to become the subject in the
first full-scale trial of the Ludovico Technique. The technique itself is a form of aversion therapy, in which
Alex is given a drug that induces extreme nausea while being forced to watch graphically violent films for 2
weeks. Among the films shown are propaganda films such as Triumph of the Will, which includes Alex’s
beloved Beethoven. He asks them to take out the music, and they do not. At the end of the treatment, Alex is
unable to carry out or even contemplate violent acts without crippling nausea. He is also unable to listen to
Beethoven without experiencing the same jarring physical reaction.

Part 3: After prison

Alex gets his release, but upon returning home, finds that he is not welcome: his personal belongings
have been confiscated (sold, so that the money made might go towards the care of the cats of the woman
Alex murdered, as well as other victims), and his parents have taken in a lodger, Joe. Dejected and suddenly
with no place in the world, Alex begins to contemplate suicide in a way that will not be painful or cause any
more nausea — and visits the public library in order to discover what sort of poison he might take to end his
life. There he is spotted by one of his former victims, the librarian, who, accompanied by his friends, exacts
his revenge (this is referred to as the aged attacking the youth). Alex is unable to strike back for an
overpowering fear of sickness over being beaten — the police are alerted. The police who arrive are his old
cohort Dim as well as Billyboy, the former leader of a rival gang whom Alex fought earlier. Alex is taken
out onto the edge of town and is beaten harshly — left alone in the desolate nothing on the outskirts of the
city.

Alex stumbles to the nearest house for help, which turns out to be that of F. Alexander, whose wife
Alex had raped and beaten earlier in the book. At first Alex is not recognized. Though as he stays with his
guest, it becomes clear that F. Alexander begins to suspect something: memories of names that Alex
accidentally mentions, etc. Alex discovers that F. Alexander’s wife has died, apparently through sickness,
though her still living husband insists that it was her rape that killed her, when she died several months later.
Because of his grief, F. Alexander has become obsessed with bringing down the State that has failed him,
and, upon hearing Alex’s tale, intends to use him as a tool against the government; being an example of the
terrible things that the State are capable of. It is unclear as to whether F. Alexander’s friends lock Alex in a
room and play the fictitious “Symphony Number 3 Of The Danish veck Otto Skadelig” at full volume.
Whether it was revenge or not, it does seem extremely likely that their intention was for Alex to be in great
pain after listening to the music. Alexander’s cohorts successfully “prove” that such government-sanctioned
conditioning should not be supported.

Unable to stand the pain, Alex throws himself out of the window attempting suicide. He survives the
fall with broken bones and wakes in a hospital, informed that his tormentors have been arrested. When he hit
the road after jumping, Alex hit his head on the road, effectively ending the hold that Ludovico’s Technique
had over him. Alex realizes this after imagining himself murdering and torturing his tormentors without
inducing feelings of nausea. The chapter ends with “I was cured all right”. (This is the point at which the
U.S. edition of the book ended, implying that Alex would return to his ways of violent delinquency.)

The actual final chapter begins identically to the first; Alex has formed a new gang and reverted to
his previous criminality. On this particular night, however, he decides not to join them and goes for a walk
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on his own instead. In a café, he bumps into the last of his old gang members, Pete. To Alex’s astonishment,
Pete is now married and has become a respectable member of society.

After conversing with Pete and his wife, Alex has an epiphany, renouncing violence on the one hand,
but on the other concluding that his behaviour was an unavoidable part of youth, and that if he had a son, he
would not be able to stop him from doing what he himself did.

Structure

The novel is separated into three parts of seven chapters. Each part has a different setting or motive
for the main character, but keeps to certain conventions across three parts. For example, each part begins
with a character repeating the phrase “What’s it going to be then, eh?” The number of chapters is relevant to
Western Civilization’s age of maturity, and as Burgess said in his introduction to later versions of the novel,
“21 is the symbol of human maturity, or used to be, since at age 21 you got to vote and assumed adult
responsibility. Whatever its symbology, the number 21 was the number | started out with...that number has to
mean something in human terms when they handle it.”

A Clockwork Orange is written in first person perspective from a seemingly biased and unreliable
source. Alex never justifies his actions in the narration, giving a good sense that he is somewhat sincere; a
narrator who, as unlikable as he may attempt to seem, evokes pity from the reader through the telling of his
unending suffering and later through his realization that cycle will never end. Alex’s perspective is effective
in that the way that he describes events is easy to relate to even if the situations themselves are not. He uses
words that are common in speech as well as Nadsat, the speech of the younger generation.

7. The analysis of Chapter 21.

The book, narrated by Alex, contains many words in a slang dialect which Burgess invented for the
book, called Nadsat. It is a mix of modified Slavic words, Cockney rhyming slang, and words invented by
Burgess himself. One of Alex’s doctors explains the language to a colleague as “Odd bits of old rhyming
slang; a bit of gypsy talk, too. But most of the roots are Slav propaganda. Subliminal penetration.”

Nadsat may serve various functions: first, Burgess, while wanting to provide his young characters
with their own register, did not want to use contemporary slang, fearing that this would date the book too
much.

Second, the novel graphically describes horrific scenes of violence, which would be shocking even
by today’s standards, so Nadsat is used as a “linguistic veil” to distance the reader from the action on the
page. Third, the Soviet Union being a big political power at the time, Burgess wanted to show that its culture
had influenced slang, just as English influences other languages because of the U.S.” being a big political
power.

Seminar 4
Contemporary British Drama
Plan

Drama: the main characteristics.

The theatre of absurd.

Harold Pinter: biography and plays.

Tom Stoppard’s life and plays.

The plot and the synopsis of Rosencrantz and Guildenstern are Dead.
The themes of the play.

. The analysis of Act Il.

Questions.

1) Take the text of Hamlet (Act Il, Scene 2) and compare the behavior of R&G in fragments by
Shakespeare and Stoppard.

2) What postmodernist ideas (sensibility, uncertainty, decentration and fragmentation, incredulity
towards metanarrative, intertextuality, parody, mixture of tragedy and farce, reflection and self-
reflection, etc.) do you see in the text by Stoppard?

3) What symbols predominate in the play?

NoogkrwdpE

Literature and Resources

1. About the Theatre of the Absurd:
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1) Culik Jan. The Theatre of Absurd. — Online at : www.arts.gla.ac.uk/Slavonic/Absurd.htm.

2) The Theatre of the Absurd. — Online at : en.wikipedia.org/wiki/Theatre_of the Absurd.

3) The Theatre of the Absurd. — Online at : dana.ucc.nau.edu/sek5/classpage.html.

4) The Theatre of the Absurd. — Online at : www.answers.com/topic/theatre-of-the-absurd.

2. About Harold Pinter:

1) Harold Pinter. — Online at : www.kirjasto.sci.fi/hpinter.htm.

2) Harold Pinter. — Online at : en.wikipedia.org/wiki/Harold_Pinter.
3. About Tom Stoppard and Rosencrantz and Guildenstern are Dead:

1) Crommapa Tom. “Posenkpanil u ['wiibaeHcTepH MepTBel” U aApyrue mbechl / Tom Crommapn ; [mep. ¢
anri. U. Bpoxackwii]. — CII6. : A30yka, 2002. — 312 c. —

Online at : www.lib.ru/PXESY/STOPPARD/r_g.txt.

2) Jenkins Anthony. Critical Essays on Tom Stoppard / Anthony Jenkins. — Boston: G. K. Hall, 1990. —
230 p.

3) Johnston lan. Lecture on Stoppard, Rosencrantz and Guildenstern are Dead / lan Johnston. — Online
at : www.mala.bc.ca/~Johnstoi/introser/stoppard.htm.

4) Rosencrantz and Guildenstern are Dead. — Online at : www.enotes.com/rosencrantz-guildenstern/ .

5) Rosencrantz and Guildenstern are Dead. —

Online at : en.wikipedia.org/wiki/Rosencrantz_& Guildenstern_Are_Dead.

6) Tom Stoppard. — Online at : en.wikipedia.org/wiki/Tom_Stoppard.

7) Tom Stoppard. — Online at : www.imagi-nation.com/moonstruck/clsc46.html.

8) Tom Stoppard. Rosencrantz and Guildenstern are Dead. —

Online at : www.lib.ru/PXESY/STOPPARDI/r_g_engl.txt.

Text
Tom Stoppard. Rosencrantz and Guildenstern Are Dead.

Act Two.

HAMLET, ROS and GUIL talking, the continuation of the previous scene. Their conversation, on the move,
is indecipherable at first. The first illegible line is HAMLET s, coming at the end of a short speech? see
Shakespeare Act Il, scene 1I.

HAMLET: S’blood, there is something in this more than natural, if philosophy could take it out.

(A flourish from the TRAGEDIANS " band.)

GUIL: There are the players.

HAMLET: Gentlemen, you are welcome in Elsinore. Your hands, come then. (He takes their hands.) The
appurtenance of welcome is fashion and ceremony. Let me comply with you in this garb, lest my extent to
the players (which I tell you must show fairly outwards) should more appear like entertainment than yours.
You are welcome. (About to leave.) But my uncle-father and aunt-mother are deceived.

GUIL: In what, my dear lord?

HAMLET: I am but mad north north-west; when the wind is southerly I know a hawk from a handsaw.
(POLUNIUS enters, as GUIL turns away.)

POLONIUS: Well be you gentlemen.

HAMLET (to ROS): Mark you, Guildenstern (uncertainly to GUIL) and you too; at each ear a hearer. That
great baby you see there is not yet out of swaddling clouts... (He takes ROS upstage with him, talking
together.)

POLONIUS: My Lord! I have news to tell you.

HAMLET (releasing ROS and mimicking): My lord, I have news to tell you... When Rocius was an actor in
Rome...

(ROS comes down to re-join GUIL.)

POLONIUS (as he follows HAMLET out): The actors are come hither my lord.

HAMLET: Buzz, buzz.

(Exeunt HAMLET and POLONIUS.)

(ROS and GUIL ponder. Each reluctant to speak first.)

GUIL: Hm?

ROS: Yes?

40


http://www.lib.ru/PXESY/STOPPARD/r_g.txt
http://www.mala.bc.ca/~Johnstoi/introser/stoppard.htm
http://www.lib.ru/PXESY/STOPPARD/r_g_engl.txt

GUIL: What?

ROS: I thought you...

GUIL: No.

ROS: Ah.

(Pause.)

GUIL: I think we can say we made some headway.
ROS: You think so?

GUIL: I think we can say that.

ROS: | think we can say he made us look
ridiculous.

GUIL: We played it close to the chest of course.
ROS (derisively): “Question and answer. Old ways
are the best ways”! He was scoring off us all down
the line.

tG_UIL: He caught us on the wrong fo_ot once or R o >

wice, perhaps, but | thought we gained some “lw N EOTice

ground. Guild — Tim Roth, Ros — Gary Oldman

ROS (simply): He murdered us. Guild — Tim Roth, Roz — Garry Oldman

GUIL: He might have had the edge.

ROS (roused): Twenty-seven — three, and you think he might have had the edge?! He murdered us.

GUIL: What about our evasions?

ROS: Oh, our evasions were lovely. “Were you sent for?” he says. “My lord, we were sent for...” | didn’t
where to put myself.

GUIL: He had six rhetoricals —

ROS: It was question and answer, all right. Twenty-seven questions he got out in ten minutes, and answered
three. | was waiting for you to delve. “When is he going to start delving?” | asked myself.

GUIL: — And two repetitions.

ROS: Hardly a leading question between us.

GUIL: We got his symptoms, didn’t we?

ROS: Half of what he said meant something else, and the other half didn’t mean anything at all.

GUIL: Thwarted ambition — a sense of grievance, that’s my diagnosis.

ROS: Six rhetorical and two repetitions, leaving nineteen of which we answered fifteen. And what did we
get in return? He’s depressed!... Denmark’s a prison and he’d rather live in a nutshell; some shadow-play
about the nature of ambition, which never got down to cases, and finally one direct question which might
have led somewhere, and led in fact to his illuminating claim to tell a hawk from a handsaw.

(Pause.)

GUIL: When the wind is southerly.

ROS: And when the weather is clear.

GUIL: And when it isn’t he can’t.

ROS: He’s at the mercy of the elements. (Licks his finger and holds it up — facing audience.) Is that
southerly?

(They stare at the audience.)

GUIL.: It doesn’t look southerly. What made you think so?

ROS: I didn’t say | think so. It could be northerly for all I know.

GUIL: I wouldn’t have thought so.

ROS: Well, if you’re going to be dogmatic.

GUIL: Wait a minute — we came from roughly south according to a rough map.

ROS: | see. Well, which way did we come in? (GUIL looks around vaguely.) Roughly.

GUIL (clears his throat): In the morning the sun would be easterly. | think we can assume that.

ROS: That it’s morning?

GUIL: If it is, and the sun is over there (his right as he faces the audience) for instance, that (front) would
be northerly. On the other hand, if it’s not morning and the sun is over there (his left)... that... (lamely) would
still be northerly. (Picking up.) To put it another way, if we came from down there (front) and it is morning,
the sun would be up there (his left), and if it is actually over there (his right) and it’s still morning, we must
have come from up there (behind him), and if that is southerly (his left) and the sun is really over there
(front), then it’s afternoon. However, if none of these is the case —

ROS: Why don’t you go and have a look?

A shot from Rosencrantz & Guildenstern are
Dead (Great Britain, 1990, dir. by T. Stoppard).
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GUIL: Pragmatism?! — is that all you have to offer? You seem to have no conception of where we stand!
You won’t find the answer written down for you in the bowl of a compass — | can tell you that. (Pause.)
Besides, you can never tell this far north — it’s probably dark out there.

ROS: | merely suggest that the position of the sun, if it is out, would give you a rough idea of the time;
alternatively, the clock, if it is going, would give you a rough idea of the position of the sun. | forget which
you’re trying to establish.

GUIL: I’m trying to establish the direction of the wind.

ROS: There isn’t any wind. Draught, yes.

GUIL: In that case, the origin. Trace it to the source and it might give us a rough idea of the way we came
in — which might give us a rough idea of south, for further reference.

ROS: 1t’s coming up through the floor. (He studies the floor.) That can’t be south, can it?

GUIL: That’s not direction. Lick your toe and wave it around a bit.

(ROS considers the distance to his foot.)

ROS: No, I think you’d have to lick it for me.

(Pause.)

GUIL: I’m prepared to let the whole matter drop.

ROS: Or I could lick yours, of course.

GUIL: No thank you.

ROS: I’ll even wave it around for you.

GUIL (down ROS s throat): What in God’s name is the matter with you?

ROS: Just being friendly.

GUIL (retiring): Somebody might come in. It’s what we’re counting on, after all. Ultimately.

(Good pause.)

ROS: Perhaps they’ve all trampled each other to death in the rush. Give them a shout. Something
provocative. Intrigue them.

GUIL: Wheels have been set in motion, and they have their own pace, to which we are... condemned. Each
move is dictated by the previous one — that is the meaning of order. If we start being arbitrary it’ll just be a
shambles: at least, let us hope so. Because if we happened, just happened to discover, or even suspect, that
our spontaneity was part of their order, we’d know that we were lost. (He sits.) A Chinaman of the T’ang
Dynasty — and, by which definition, a philosopher — dreamed he was a butterfly, and from that moment he
was never quite sure that he was not a butterfly dreaming it was a Chinese philosopher. Envy him, in his
two-fold security.

(A good pause. ROS leaps up and bellows at the audience.)

ROS: Fire!

(GUIL jumps up.)

GUIL: Where?

ROS: 1t’s all right — I’'m demonstrating the misuse of free speech. To prove that it exists. (He regards the
audience, that is the direction, with contempt — and other directions, then front again.) Not a move. They
should burn to death in their shoes.

(ROS takes out one of his coins. Spins it. Catches it. Looks at it. Replaces it.)

GUIL: What was it?

ROS: What?

GUIL: Heads or tails?

ROS: Oh. I didn’t look.

GUIL: Yes you did.

ROS: Oh, did 1? (He takes a coin, studies it.) Quite right — it rings a bell.

GUIL: What’s the last thing you remember?

ROS: I don’t wish to be reminded of it.

GUIL: We cross our bridges when we come to them and burn them behind us, with nothing to show our
progress except a memory of the smell of smoke, and a presumption that once our eyes watered.

(ROS approaches him brightly, holding a coin between finger and thumb. He covers it with the other hand,
draws his fist apart and holds them for GUIL. GUIL considers them. Indicates the left hand, ROS opens it to
show it empty.)

ROS: No.

(Repeat process. GUIL indicates left hand again. ROS shows it empty.)

Double bluff!
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(Repeat process — GUIL taps one hand, then the other hand, quickly. ROS inadvertently shows that both are
empty. ROS laughs as GUIL turns upstage. ROS stops laughing, looks around his left, pats his clothes,
puzzled.)

(POLONIUS breaks that up by entering upstage followed by the TRAGEDIANS and HAMLET.)
POLONIUS (entering): Come, sirs.

HAMLET: Follow him, friends. We’ll hear a play tomorrow.

(Aside to the PLAYER, who is the last of the TRAGEDIANS.)

Dost thou hear me, old friend? Can you play “The Murder of Gonzago™?

PLAYER: Ay, my lord.

HAMLET: We’ll ha’t tomorrow night. You could for a need study a speech of some dozen or sixteen lines
which T would set down and insert in’t, could you not?

PLAYER: Ay, my lord.

HAMLET: Very well. Follow that lord, and look you mock him not.

(The PLAYER crossing downstage, notes ROS and GUIL. Stops. HAMLET crossing downstage addresses
them without a pause.)

HAMLET: My good friends, I’ll leave you till tonight. You are welcome to Elsinore.

ROS: Good, my lord.

(HAMLET goes.)

GUIL: So you’ve caught up.

PLAYER (coldly): Not yet, sir.

GUIL: Now mind your tongue, or we’ll have it out and throw the rest of you away, like a nightingale at a
Roman feast.

PLAYER: Took the very words out of my mouth.

GUIL: You’d be lost for words.

ROS: You’d be tongue-tied.

GUIL: Like a mute in a monologue.

ROS: Like a nightingale at a Roman feast.

GUIL: Your diction will go to pieces.

ROS: Your lines will be cut.

GUIL: To dumbshows.

ROS: And dramatic pauses.

GUIL: You’ll never find your tongue.

ROS: Lick your lips.

GUIL: Taste your tears.

ROS: Your breakfast.

GUIL: You won’t know the difference.

ROS: There won’t be any.

GUIL: We’ll take the very words out of your mouth.

ROS: So you’ve caught up.

GUIL: So you’ve caught up.

PLAYER (tops): Not yet! (Bitterly.) You left us.

GUIL: Ah! I"d forgotten — you performed a dramatic spectacle by the wayside — a thing much thought of in
the New Testament. How did yours compare as an impromptu?

PLAYER: Badly — neither witnessed nor reported.

GUIL: Yes, I'm sorry we had to miss it. | hope you didn’t leave anything out — I’d be furious to think I
didn’t miss all of it.

(The PLAYER, progressively aggrieved, now burst out.)

PLAYER: We can’t look each other in the face! (Pause, more in control.) You don’t understand the
humiliation of it — to be tricked out of a single assumption, which makes our existence viable — that
somebody is watching... The plot was two corpses gone before we caught sight of ourselves, stripped naked
in the middle of nowhere and pouring ourselves down a bottomless well.

ROS: Is that thirty eight?

PLAYER (lost): There we are — demented children mincing about in clothes that no one ever wore,
speaking as no man ever spoke, swearing love in wigs and rhymed couplets, Killing each other with wooden
swords, hollow protestations of faith hurled after empty promises of vengeance — and every gesture, every
pose, vanishing into the thin unpopulated air. We ransomed our dignity to the clouds, and the
uncomprehending birds listened. (He rounds on them.) Don’t you see?! We’re actors — we’re the opposite of
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people! (They recoil nonplussed, his voice calms.) Think, in your head, now, think of the most... private...
secret... intimate... thing you have ever done secure in the knowledge of its privacy... (He gives them — and
the audience — a good pause. ROS takes a shifty look.) Are you thinking of it? (He strikes with his voice and
his head.) Well, I saw you do it!

(ROS leaps up, dissembling madly.)

ROS: You never! It’s a lie! (He catches himself with a giggle in a vacuum and sits down again.)

PLAYER: We’re actors... We pledged our identities, secure in the conventions of our trade; that someone
would be watching. And than, gradually, no one was. We were caught, high and dry. It was not until the
murder’s long soliloquy that we were able to look around; frozen we were in the profile, our eyes searched
you out, first confidently, then hesitantly, then desperately as each patch of turf, each log, each exposed
corned in every direction proved uninhabited, and all the while the murderous King addressed the horizon
with his dreary interminable guilt... Our heads began to move, wary as lizards, the corpse of unsullied
Rosalinda peeped through his fingers, and the King faltered. Even then, habit and a stubborn trust that our
audience spied upon us from behind the nearest bush, forced our bodies to blunder on long after they had
emptied of meaning, until like runaway carts they dragged to a halt. No one came forward. No one shouted at
us. The silence was unbreakable, it imposed itself upon us; it was obscene. We took off our crowns and
swords and cloth of gold and moved silent on the road to Elsinore.

(Silence. Then GUIL claps solo with slow measured irony.)

GUIL: Brilliantly re-created — if these eyes could weep!... Rather strong on metaphor, mind you. No
criticism — only a matter of taste. And so here you are — with a vengeance. That’s a figure of speech... isn’t
it? Well let’s say we’ve made up for it, for you may have no doubt whom to thank for your performance at
the court.

ROS: We are counting on you to take him out of himself. You are the pleasures which we draw him on to —
(he escapes a fractional giggle but recovers immediately) and by that | don’t mean your usual filth; you can’t
treat royalty like people with normal perverted desires. They know nothing of that and you know nothing of
them, to your mutual survival. So give him a good clean show suitable for all the family, or you can rest
assured you’ll be playing the tavern tonight.

GUIL: Or the night, after.

ROS: Or not.

PLAYER: We already have an entry here. And always have had.

GUIL: You’ve played for him before?

PLAYER: Yes, sir.

ROS: And what’s his bent?

PLAYER: Classical.

ROS: Saucy!

GUIL: What will you play? ; , ;
PLAYER: “The Murder of Gonzago”. T L
GUIL: Full of fine cadence and corpses. ROSENCRANTZ
PLAYER: Pirated from the Italian... GUILDENSTERN

ROS: What is it about?

PLAYER: It’s about a King and Queen...

GUIL: Escapism! What else?

PLAYER: Blood —

GUIL: — Love and rhetoric.

PLAYER: Yes. (Going.)

GUIL: Where are you going?

PLAYER: | can come and go as | please.

GUIL: You’re evidently a man who knows his way around.
PLAYER: I’ve been here before.

GUIL: We’re still finding our feet.

PLAYER: I should concentrate on not losing your heads.
GUIL: Do you speak from knowledge?

PLAYER: Precedent.

GUIL: You’ve been here before.

PLAYER: And | know which way the wind is blowing.
GUIL: Operating on two levels, are we?! How clever! | expect it comes naturally to you, being in the
business so to speak.
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(The PLAYER’s grave face does not change. He makes to move off again. GUIL for the second time cuts
him off.)

The truth is, we value your company, for want of any other. We have been left so much to our own devices
— after a while one welcomes the uncertainty of being left to other people’s.

PLAYER: Uncertainty is the normal state. You’re nobody special. (He makes to leave again. GUIL loses
his cool.)

GUIL: But for God’s sake what are we supposed to do?

PLAYER: Relax. Respond. That’s what people do. You can’t go through life questioning your situation at
every turn.

GUIL: But we don’t know what’s going on, or what to do with ourselves. We don’t know how to act.
PLAYER: Act natural. You know why you’re here at least.

GUIL: We only know what we’re told, and that’s little enough. And for all we know it isn’t even true.
PLAYER: For all anyone knows, nothing is. Everything has to be taken on trust; truth is only that which is
taken to be true. It’s the currency of living. There may be nothing behind it, but it doesn’t make any
difference so long as it is honoured. One acts on assumptions. What do you assume?

ROS: Hamlet is not himself, outside or in. We have to glean what afflicts him.

GUIL: He doesn’t give much away.

PLAYER: Who does, nowadays?

GUIL: He’s — melancholy.

PLAYER: Melancholy?

ROS: Mad.

PLAYER: How is he mad?

ROS: Ah. (To GUIL.) How is he mad?

GUIL: More morose than mad, perhaps.

PLAYER: Melancholy.

GUIL: Moody.

ROS: He has moods.

PLAYER: Of moroseness?

GUIL: Madness. And yet.

ROS: Quite.

GUIL: For instance.

ROS: He talks to himself, which might be madness.

GUIL: If he didn’t talk sense, which he does.

ROS: Which suggests the opposite.

PLAYER: Of what?

(Small pause.)

GUIL: I think I have it. A man talking sense to himself is no madder than a man talking nonsense not to
himself.

ROS: Or just as mad.

GUIL: Or just as mad.

ROS: And he does both.

GUIL.: So there you are.

ROS: Stark raving sane.

(Pause.)

PLAYER: Why?

GUIL: Ah. (To ROS.) Why?

ROS: Exactly.

GUIL: Exactly what?

ROS: Exactly why.

GUIL: Exactly why what?

ROS: What?

GUIL: Why?

ROS: Why what, exactly?

GUIL: Why is he mad?!

ROS: | don’t know!

(Beat.)

PLAYER: The old man thinks he’s in love with his daughter.
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ROS (appalled): Good God! We’re out of our depth here.

PLAYER: No, no, no — he hasn’t got a daughter — the old man thinks he’s in love with his daughter.

ROS: The old man is?

PLAYER: Hamlet, in love with the old man’s daughter, the old man thinks.

ROS: Hal! It’s beginning to make sense! Unrequited passion!

(The PLAYER moves.)

GUIL (Fascist): Nobody leaves this room! (Pause, lamely.) Without a very good reason.

PLAYER: Why not?

GUIL: All this strolling about is getting too arbitrary by half — I’m rapidly losing my grip. From now on
reason will prevail.

PLAYER: | have lines to learn.

GUIL: Pass!

(The PLAYER passes into one of the wings. ROS cups his hands and shouts into the opposite one.)

ROS: Next!

(But no one comes.)

GUIL: What did you expect?

ROS: Something ... someone ... nothing. (They sit facing front.)

Are you hungry?

GUIL: No, are you?

ROS (thinks): No. You remember that coin?

GUIL: No.

ROS: | think I lost it.

GUIL: What coin?

ROS: | don’t remember exactly.

(Pause.)

GUIL: Oh, that coin ... clever.

ROS: | can’t remember how I did it.

GUIL: It probably comes natural to you.

ROS: Yes, I’ve got a show-stopper there.

GUIL: Do it again.

(Slight pause.)

ROS: We can’t afford it.

GUIL: Yes, one must think of the future.

ROS: It’s the normal thing.

GUIL: To have one. One is, after all, having it all the time... now... and now... and now....

ROS: It could go on for ever. Well, not for ever, | suppose. (Pause.)

Do you ever think of yourself as actually dead, lying in a box with a lid on it?

GUIL: No.

ROS: Nor do I, really... It’s silly to be depressed by it. | mean one thinks of it like being alive in a box, one
keeps forgetting to take into account the fact that one is dead ... which should make a difference ... shouldn’t
it? 1 mean, you’d never know you were in a box, would you? It would be just like being asleep in a box. Not
that I’d like to sleep in a box, mind you, not without any air — you’d wake up dead, for a start and then where
would you be? Apart from inside a box. That’s the bit | don’t like, frankly. That’s why | don’t think of it...

(GUIL stirs restlessly, pulling his cloak round him.)

Because you’d be helpless, wouldn’t you? Stuffed in a box like that, | mean you’d be in there for ever. Even
taking into account the fact that you’re dead, really ... ask yourself, if | asked you straight off — I’m going to
stuff you in this box now, would you rather be alive or dead? Naturally, you’d prefer to be alive. Life in a
box is better than no life at all. I expect. You’d have a chance at least. You could lie there thinking — well, at
least I’m not dead! In a minute someone’s going to bang on the lid and tell me to come out. (Banging on the
floor with his fists.) “Hey you, whatsyername! Come out of there!”

GUIL (jumps up savagely): You don’t have to flog it to death!

(Pause.)

ROS: | wouldn’t think about it, if | were you. You’d only get depressed. (Pause.) Eternity is a terrible
thought. I mean, where’s it going to end? (Pause, then brightly.) Two early Christians chanced to meet in
Heaven. “Saul of Tarsus yet!” cried one. “What are you doing here?!” ... “Tarsus-Schmarsus”, replied the
other, “I’m Paul already.”

(ROS stands up restlessly and flaps his arms.)
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They don’t care. We count for nothing. We could remain silent till we’re green in the face, they wouldn’t
come.

GUIL: Blue, red.

ROS: A Christian, a Moslem and a Jew chanced to meet in a closed carriage... “Silverstein!” cried the Jew,
“Who’s your friend?” ... “His name’s Abdullah™, replied the Moslem, “but he’s no friend of mine since he
became a convert.” (He leaps up again, stamps his foot and shouts into the wings.) All right, we know you’re
in there! Come out talking! (Pause.) We have no control. None at all... (He paces.) Whatever became of the
moment when one first knew about death? There must have been one, a moment, in childhood when it first
occurred to you that you don’t go on for ever. It must have been shattering — stamped into one’s memory.
And yet | can’t remember it. It never occurred to me at all. What does one make of that? We must be born
with an intuition of mortality. Before we know the words for it, before we know that there are words, out we
come, bloodied and squalling with the knowledge that for all the compasses in the world, there’s only one
direction, and time is its only measure. (He reflects, getting more desperate and rapid.) A Hindu, a Buddhist
and a lion-tamer chanced to meet, in a circus on the Indo-Chinese border. (He breaks out.) They’re taking us
for granted! Well, 1 won’t stand for it! In future, notice will be taken.

(He wheels again to face into the wings.) Keep out, then! | forbid anyone to enter! (No one comes —
Breathing heavily.) That’s better...

Helpful information

1. Drama: the main characteristics.

Drama can be divided into serious drama, tragedy, comic drama, melodrama, and farce.

Drama differs from other forms of literature in that it demands a stage and performances. It can be
enjoyed by both spectators and readers. But the fact is that most plays are written to be produced and must be
performed. The word “drama” comes from the Greek meaning “a thing done”. The playwright supplies
dialogues for the characters to speak and stage directions that give information about costumes, lighting,
scenery, properties, the setting, music, sound effects, and the characters’ movements and ways of speaking.
From its beginnings, drama, like other forms of literature, was meant to tell the story of humankind in
conflict with the world. A play is human action or human experience dramatized for stage production. Poetic
elements of technique and strategies in a play must be made visible. Through plot, a playwright “imitates”
movements of existence, adjusting the rhythm to fit the mode of presentation, whether that mode is comedy
or farce, tragedy or melodrama, tragicomedy or pantomime.

2. The Theatre of the Absurd, or Theater of the Absurd (French: “Le Théatre de I’Absurde”) is a
designation for particular plays written by a number of primarily European playwrights in the late 1940s,
1950s, and 1960s, as well as to the style of theatre which has evolved from their work.

The term was coined by the critic Martin Esslin, who made it the title of a 1962 book on the subject.
Esslin saw the work of these playwrights as giving artistic articulation to Albert Camus’ philosophy that life
is inherently without meaning, and so one must find one’s own meaning as illustrated in his work The Myth
of Sisyphus.

The “Theatre of the Absurd” is thought to have its origins in Dadaism, nonsense poetry and avant-
garde art of the 1910s-1920s. Despite its critics, this genre of theatre achieved popularity when World War 11
highlighted the essential precariousness of human life.

The expression “Theater of the Absurd” has been criticized by some writers, and one also finds the
expressions “Anti-Theater” and “New Theater”. According to Martin Esslin, the four defining playwrights of
the movement are Eugéne lonesco, Samuel Beckett, Jean Genet, and Arthur Adamov, although each of these
writers has entirely unique preoccupations and techniques that go beyond the term “absurd”. Other writers
often associated with this group include Tom Stoppard, Friedrich Dirrenmatt, Fernando Arrabal, Harold
Pinter, Edward Albee and Jean Tardieu. Playwrights who served as an inspiration to the movement include
Alfred Jarry, Luigi Pirandello, Stanislaw Ignacy Witkiewicz, Guillaume Apollinaire, the surrealists and
many more.

The “Absurd” or “New Theater” movement was, in its origin, a distinctly Paris-based (and left bank)
avant-garde phenomenon tied to extremely small theaters in the Quartier Latin; the movement only gained
international prominence over time.

In practice, The Theatre of the Absurd departs from realistic characters, situations and all of the
associated theatrical conventions. Time, place and identity are ambiguous and fluid, and even basic causality
frequently breaks down. Meaningless plots, repetitive or nonsensical dialogue and dramatic non-sequiturs are
often used to create dream-like, or even nightmare-like moods. There is a fine line, however, between the
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careful and artful use of chaos and non-realistic elements and true, meaningless chaos. While many of the
plays described by this title seem to be quite random and meaningless on the surface, an underlying structure
and meaning is usually found in the midst of the chaos.

The New York based theater company Untitled Theater Company # 61 purports to present a “modern
theater of the absurd,” consisting of new plays in the genre and classic plays interpreted by new directors.
Among their projects was the lonesco Festival, a festival of the complete works of Eugéne lonesco, and the
Havel Festival, the complete works of Vaclav Havel.

3. Harold Pinter: biography and plays.

Harold Pinter (10 October 1930 — 24 December 2008) is a British
playwright, screenwriter, poet, actor, director, author, and political activist, best
known for his plays The Birthday Party (1957), The Caretaker (1959), The

r”, Homecoming (1964), and Betrayal (1978), and for his screenplay adaptations of
novels by others, such as The Servant (1963), The Go-Between (1970), The French
Lieutenant’s Woman (1980), and The Trial (1993).
|& POLITICS| He achieved international success as one of the most complex post-World
War Il dramatists. Harold Pinter’s plays are noted for their use of silence to increase
tension, understatement, and cryptic small talk. Equally recognizable are the
‘Pinteresque’ themes — nameless menace, erotic fantasy, obsession and jealousy,
family hatred and mental disturbance. In 2005, Pinter was awarded the Nobel Prize for literature.

“T don’t know how music can influence writing, but it has been very important for me, both jazz and
classical music. | feel a sense of music continually in writing, which is a different matter from having been
influenced by it.” (Harold Pinter in Playwrights at Work, ed. by George Plimpton, 2000).

Harold Pinter was born in Hackney, a working-class neighborhood in London’s East End, the son of
a tailor. Both of his parents were Jewish, born in England. As a child Pinter got on well with his mother, but
he didn’t get on well with his father, who was a strong disciplinarian. On the outbreak of World War II
Pinter was evacuated from the city to Cornwall; to be wrenched from his parents was a traumatic event for
Pinter. He lived with 26 other boys in a castle on the coast. At the age of 14, he returned to London. “The
condition of being bombed has never left me,” Pinter later said.

Pinter was educated at Hackney Downs Grammar School, where he acted in school productions. At
school one of Pinter’s main intellectual interests was English literature, particularly poetry. He also read
works of Franz Kafka and Ernest Hemingway.

After two unhappy years Pinter left his studies at London’s Royal Academy of Dramatic Arts. In
1949 Pinter was fined by magistrates for having, as a conscientious objector, refused to do his national
service. Pinter had two trials. “I could have gone to prison — | took my toothbrush to the trials — but it so
happened that the magistrate was slightly sympathetic, so | was fined instead, thirty pounds in all. Perhaps
I’ll be called up again in the next war, but I won’t go.” (from Playwrights at Work). Pinter’s father paid the
fine in the end, a substantial sum of money.

In 1950 Pinter started to publish poems in Poetry (London) under the name Harold Pinta. He worked
as a bit-part actor on a BBC Radio program, Focus on Football Pools. He also studied for a short time at the
Central School of Speech and Drama and toured Ireland from 1951 to 1952 with a Shakespearean troupe. In
1953 he appeared during Donald Wolfit’s 1953 season at the King’s Theatre in Hammersmith.

After four more years in provincial repertory theatre under the pseudonym David Baron, Pinter
began to write for the stage. The Room (1957), originally written for Bristol University’s drama department,
was finished in four days. A Slight Ache, Pinter’s first radio piece, was broadcast on the BBC in 1959. His
first full-length play, The Birthday Party, was first performed by Bristol University’s drama department in
1957 and produced in 1958 in the West End. The play, which closed with disastrous reviews after one week,
dealt in a Kafkaesque manner with an apparently ordinary man who is threatened by strangers for an
unknown reason. He tries to run away but is tracked down. Although most reviewers were hostile, Pinter
produced in rapid succession the body of work which made him the master of “the comedy of menace.” “I
find critics on the whole a pretty unnecessary bunch of people,” Pinter said decades later in an interview.
“We don’t need critics to tell the audiences what to think.”

Pinter’s major plays originate often from a single, powerful visual image. They are usually set in a
single room, whose occupants are threatened by forces or people whose precise intentions neither the
characters nor the audience can define. The struggle for survival or identity dominates the action of his
characters. Language is not only used as a means of communication but as a weapon. Beneath the words,
there is a silence of fear, rage and domination, fear of intimacy.
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“Pinter’s dialogue is as tightly — perhaps more tightly — controlled than verse,” Martin Esslin writes
in The People Wound (1970). “Every syllable, every inflection, the succession of long and short sounds,
words and sentences, is calculated to nicety. And precisely the repetitiousness, the discontinuity, and the
circularity of ordinary vernacular speech are here used as formal elements with which the poet can compose
his linguistic ballet.”” Pinter refuses to provide rational justifications for action, but offers existential glimpses
of bizarre or terrible moments in people’s lives.

ASTON — You said you wanted me to get you up.

DAVIES — What for?

ASTON - You said you were thinking of going to Sidcup.

DAVIES — Ay, that’d be a good thing, if | got there.

ASTON — Doesn’t look like much of a day.

DAVIES — Ay, well, that’s shot it, en’t it? (from The Caretaker)

In 1960 Pinter wrote The Dumb Waiter. With his second full-length play, The Caretaker (1960),
Pinter made his breakthrough as a major modern talent, although in Dusseldorf the play was booed. The
Caretaker was followed by A Slight Ache (1961), The Collection (1962), The Dwarfs (1963), The Lover
(1963).

The Homecoming (1965) is perhaps the most enigmatic of all Pinter’s early works. It won a Tony
Award, the Whitbread Anglo-American Theater Award, and the New York Drama Critics” Circle Award. In
the story an estranged son, Teddy, brings his wife Ruth home to London to meet his family, his father Max, a
nagging, aggressive ex-butcher, and other tough members of the all-male household. At the end Teddy
returns alone to his university job in America. Ruth stays as a mother or whore to his family. Everyone needs
her. — Similar motifs — the battle for domination in a sexual context — recur in Landscape and Silence (both
1969), and in Old Times (1971), in which the key line is “Normal, what’s normal?” After The Homecoming
Pinter said that he “couldn’t any longer stay in the room with this bunch of people who opened doors and
came in and went out.”

Several of Pinter’s plays were originally written for British radio or TV. In the 1960s he also directed
several of his dramas. After Betrayal (1978) Pinter wrote no new full-length plays until Moonlight (1994).
Short plays include A Kind of Alaska (1982), inspired by the case histories in Oliver Sack’s Awakenings
(1973).

From the 1970s Pinter has directed a number of stage plays and the American Film Theatre
production of Butler (1974). In 1977 he published a screenplay based on Marcel Proust’s A la Recherche du
Temps Perdu. Closely associated with the director Peter Hall, he became an associate director of the National
Theatre after Hall was nominated as the successor of Sir Lawrence Olivier. Pinter has received many awards,
including the Berlin Film Festival Silver Bear in 1963, BAFTA awards in 1965 and in 1971, the Hamburg
Shakespeare Prize in 1970, the Cannes Film Festival Palme d’Or in 1971, and the Commonwealth Award in
1981. He was awarded a CBE in 1966, but he later turned down John Major’s offer of a knighthood. In 1996
he was given the Laurence Olivier Award for a lifetime’s achievement in the theatre. In 2002 he was made a
Companion of Honour for services to literature.

Pinter was married from 1956 to the actress Vivien Merchant. For a time, they lived in Notting Hill
Gate in a slum. Eventually Pinter managed to borrow some money and move away. Although Pinter said in
an interview in 1966, that he never has written any part for any actor, his wife Vivien frequently appeared in
his plays. After his first marriage dissolved in 1980, Pinter married the biographer Lady Antonia Fraser.
Vivien Merchant died in 1982. The divorce separated Pinter from his son Daniel, a writer and musician.

Pinter work include a number of screenplays, including The Servant (1963), The Accident (1967),
The Go-Between (1971), The Last Tycoon (1974, dir. by Elia Kazan), The French Lieutenant’s Woman
(1981, novel by John Fowles), Betrayal (1982), Turtle Diary (1985), Reunion (1989), The Handmaid’s Tale
(1990), The Comfort of Strangers (1990), and The Trial by Franz Kafka (1990). In the 1990s Pinter became
more active as a director than as a playwright. He oversaw David Mamet’s Oleanna and several works by
Simon Gray.

Since the overthrow of Chile’s President Allende in 1973, Pinter has been active in human rights
issues, but his opinions have often been controversial. During the Kosovo crisis in 1999, Pinter condemned
Nato’s intervention, and said it will “only aggravate the misery and the horror and devastate the country”. In
2001 Pinter joined The International Committee to Defend Slobodan Milosevic, which also included former
U.S. Attorney General Ramsey Clark. Milosevic was arrested by the U.N. war crimes tribunal. In January
2002 Pinter was diagnosed with cancer of the oesophagus. In his speech to an anti-war meeting at the House
of Commons in November 2002 Pinter joined the world-wide debate over the so-called “preventive war”
against Irag: “Bush has said: ‘We will not allow the world’s worst weapons to remain in the hands of the
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world’s worst leaders.” Quite right. Look in the mirror chum. That’s you.” In February 2005 Pinter
announced in an interview that he has decided to abandon his career as a playwright and put all his energy
into politics. “I’ve written 29 plays. Isn’t that enough?”

4. Tom Stoppard’s life and plays.

Sir Tom Stoppard (born Toma$ Straussler on July 3, 1937) is an
Academy Award winning British playwright. Born in Czechoslovakia, he is
famous for plays such as The Real Thing and Rosencrantz & Guildenstern Are
Dead, and for the screenplays of Brazil and Shakespeare in Love.

Stoppard was born in Zlin, Czechoslovakia (now the Czech Republic),
into a Jewish family. To avoid persecution, the Strausslers fled Czechoslovakia to
Singapore with other Jewish doctors on March 15, 1939, the day the Nazis
invaded. However, in 1941 the family had to be evacuated to India to avoid the
Japanese invasion of Singapore. His father, Eugene Straussler, remained behind
and was killed.

In India, Stoppard received an English education. His mother Martha married a British army major
named Kenneth Stoppard, who gave the boy his English surname. The family eventually moved to England
in 1946.

Stoppard left school at seventeen and began work as a journalist for Western Daily Press. By 1960
he had completed his first play A Walk on the Water, which was later produced as Enter a Free Man. From
September 1962 until April 1963, Stoppard worked in London as a drama critic for Scene, writing reviews
and interviews both under his name and under the pseudonym William Boot (taken from Evelyn Waugh’s
Scoop).

By 1977, Stoppard had become concerned with human rights issues, in particular with the situation
of political dissidents in Central and Eastern Europe. In February 1977, he visited the Soviet Union with a
member of Amnesty International. In June, Stoppard met Vladimir Bukovsky in London and travelled to
Czechoslovakia (then under communist control), where he met Véaclav Havel, at that time a dissident
playwright. Stoppard became involved with Index on Censorship, Amnesty International, and the Committee
against Psychiatric Abuse and wrote various newspaper articles and letters about human rights. Stoppard was
also instrumental in translating Havel’s works into English. The Tom Stoppard Prize was created in 1983 (in
Stockholm, under the Charter 77 Foundation) and is awarded to authors of Czech origin. In August 2005
Stoppard visited Minsk to give a seminar on playwriting, and to learn first-hand about various human rights
and political problems in Belarus.

He was appointed CBE in 1978 and knighted in 1997. He has been co-opted into the Outrapo group.
He has been married twice, to Josie Ingle (1965-72), a nurse, and to Miriam Stoppard (née Miriam Moore-
Robinson), (1972-92), whom he left to begin a relationship with actress Felicity Kendal. He has two sons
from each marriage, including the actor Ed Stoppard.

Works for the theatre

Stoppard’s plays are plays of ideas that deal with philosophical issues, yet he combines the
philosophical ideas he presents with verbal wit and visual humor. His linguistic complexity, with its puns,
jokes, innuendo, and other wordplay, is a chief characteristic of his work. Many also feature multiple
timelines.

(1967) Rosencrantz & Guildenstern Are Dead is one of Stoppard’s most famous works — a comedic
play which casts two minor characters from Hamlet as its leads, but with the same lack of power to affect
their world or exterior circumstances as they have in Shakespeare’s original. Hamlet’s role is similarly
reversed in terms of his stage time and lines, but it is in his wake that the heroes drift helplessly toward their
inevitable demise. Rather than shaping events, they pass the time playing witty word games and pondering
their predicament. It is similar in many ways to Samuel Beckett’s absurdist Waiting for Godot, particularly in
the main characters’ lack of purpose and (in)comprehension of their situation.

(1968) Enter a Free Man.

(1968) The Real Inspector Hound is one of his best-known short plays. In it two theatre critics are
watching a Country House Murder Mystery, and become involved in the action by accident. The viewer is
watching a play within a play. In a particularly Stoppardian touch, he based the whodunit the critics are
watching very closely on Agatha Christie’s The Mousetrap, knowing full well that the producers of that play
(still running in London’s West End) couldn’t complain without drawing attention to the very thing they
want to conceal, that Stoppard’s play (even its title alone) gives away their “surprise” ending.

(1970) After Magritte is a surreal piece which manages to place the characters, through perfectly
rational means, into situations worthy of a Magritte painting. It features a husband-and-wife dance team, the
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rather confused mother of one of them, a detective named Foot and a constable named Holmes; Stoppard
notes that it is frequently performed as a companion piece to The Real Inspector Hound.

(1972) Jumpers explores the field of academic philosophy, likening it to a highly skilful competitive
gymnastics display. Jumpers raises questions such as what do we know? Where do values come from? It is
set in an alternate reality where some British astronauts have landed on the moon and “Radical Liberals”
(read Communists) have taken over the British government.

(1974) Travesties is a parody of Oscar Wilde’s The Importance of Being Earnest. The play starts
from the fact that Tristan Tzara, Vladimir Lenin, and James Joyce were all in Zirich, Switzerland, in 1917
(in fact they were there at slightly different times, but Stoppard gets round this by telling the story through
the memory of a confused old man, Henry Carr — hence also the facts getting mixed up with the plot of The
Importance of Being Earnest, which Carr performed in at the time). There are clear relationships between
Joyce’s literary work and Tzara’s dada art. The relation to Lenin’s ideas is less well explained.

(1976) Dirty Linen and New-Found-Land combines two works. Dirty Linen is a farce that portrays a
special committee of the British House of Commons, appointed to investigate reports that a large number of
Members of Parliament have been having sex with the same woman. Naturally it contains implied
commentary on the government, its workings, its members, and its relationship to the press and to the public.
New-Found-Land is a brief interlude in which two government officials try to decide whether to give British
citizenship to an eccentric American (based on one of Stoppard’s acquaintances), and contains an
imaginative rhapsody about America.

(1977) Every Good Boy Deserves Favour is one of Stoppard’s most unusual works. It was written at
the request of André Previn and was inspired by a meeting with Russian exile Viktor Fainberg. The play
calls for a small cast, but also a full orchestra, which not only provides music throughout the play but also
forms an essential part of the action. The play concerns a dissident under an oppressive regime (obviously
meant to be taken for a Soviet-controlled state) who is imprisoned in a mental hospital, from which he will
not be released until he admits that his statements against the government were caused by a (non-existent)
mental disorder.

(1978) Night and Day is about journalism. Set in a fictional African country governed by the tyrant
Mageeba, the plot involves the interactions of two British reporters and a British photographer and the family
of a British mine owner during a period of unrest in the country.

(1979) Dogg’s Hamlet, Cahoot’s Macbeth are two works. In Dogg’s Hamlet we find the actors
speaking a language called Dogg, which consists of ordinary English words but with meanings completely
different from the ones we assign them. Three schoolchildren are rehearsing a performance of Hamlet in
English, which is to them a foreign language. Cahoot’s Macbeth is usually performed with Dogg’s Hamlet,
and shows a shortened performance of Macbeth carried out under the eyes of a secret policeman who
suspects the actors of subversion against the state.

(1979) 15-Minute Hamlet. The entire play of Hamlet, only in fifteen minutes. An excerpt from
Dogg’s Hamlet, it is often performed and published on its own.

(1979) Undiscovered Country is an adaptation of Das Weite Land by the esteemed Austrian
playwright Arthur Schnitzler.

(1981) On the Razzle is a comedic farce based on a play by 19th-century Austrian playwright Johann
Nestroy, Einen Jux will er sich machen (which is the source for Thornton Wilder’s The Matchmaker and the
musical Hello, Dolly! as well).

(1982) The Real Thing examines love and fidelity, and makes extensive use of play within a play.

(1984) Rough Crossing.

(1986) Dalliance.

(1988) Hapgood mixes the themes of espionage and quantum mechanics, especially exploring the
idea that in both fields, observing an event changes the nature of the event. Stoppard also compares the dual
nature of light (is it a wave that sometimes seems like particles, or vice versa) with a double agent who is not
sure which side he is really working for.

(1993) Arcadia alternates between a pair of present day researchers investigating an early 19th
century literary mystery and the real incident they are investigating.

(1995) Indian Ink is based on his radio play In The Native State, and examines British rule in India
from both sides.

(1997) The Invention of Love investigates the life and death of Oxford poet and classicist A. E.
Housman, especially his repressed homosexual love for his friend Moses Jackson, contrasting Housman with
Oscar Wilde’s public fall from grace.
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(2002) The Coast of Utopia is a trilogy about the origins of modern political radicalism in 19th-
century Russia. The central figures in the action are Michael Bakunin, Vissarion Belinsky, and Alexander
Herzen. The work consists of three plays: Voyage, Shipwreck, and Salvage.

(2006) Rock ‘n” Roll which spans the years from 1968 to 1990 from the double perspective of
Prague, where a rock ‘n’ roll band comes to symbolise resistance to the Communist regime, and of
Cambridge where the verities of love and death are shaping the lives of three generations in the family of a
Marxist philosopher. Stoppard gives the character Max Morrow a surprising number of lines relating to fish
pie, thought to be a way of teasing Brian Cox (who played Morrow in the first performances) about an
embarrassing TV ad for Young’s Fish Pie he had done many years before. Its first public performance (a
preview) was 3 June, 2006 at the Royal Court Theatre. It was a controversial addition to the Royal Court’s
50th anniversary season, due to the left-leaning nature of much of the Royal Court’s work and the anti-
communist nature of much of Stoppard’s work (including Rock 'n' Roll itself).

Work for radio, film, and TV

In his early years Stoppard wrote extensively for BBC radio, in many cases introducing a touch of
surrealism. Some of his better known radio works include: If You’re Glad, I'll Be Frank; Albert’s Bridge;
The Dog it was that Died; and Artist Descending a Staircase, a story told by means of multiple levels of
nested flashback. He returned to the medium for In the Native State (1991), a story set both in colonial India
and present-day England, and examines the relationship of the two countries. Stoppard later expanded the
work to become the stage play Indian Ink (1995).

In his television play Professional Foul (1977), an English philosophy professor visits Prague,
officially to speak at a colloguium, unofficially to watch a football international between England and
Czechoslovakia. He meets one of his former students and is persuaded to smuggle the student’s dissident
thesis out of the country.

He has also adapted many of his own plays for film and TV, notably the 1990 production of
Rosencrantz & Guildenstern Are Dead. Tom Stoppard has written extensively for film and television. Some
of his better-known scripts and adaptations include:

(1975) Three Men in a Boat (adaptation of Jerome K. Jerome’s novel for BBC Television);

(1975) The Boundary (co-authored by Clive Exton, a 30 minute BBC television play written,

rehearsed and performed within a week);

(1977) Professional Foul (dedicated to fellow playwright VVaclav Havel);

(1985) Brazil (co-authored with Terry Gilliam, script nominated for an Academy Award);

(1987) Empire of the Sun;

(1990) The Russia House;

(1998) Shakespeare In Love (co-authored with Marc Norman, script won an Academy Award);

(2001) Enigma;

(2005) His Dark Materials (a draft screenplay, subsequently rejected);

(2005) Star Wars: Episode 111 — Revenge of the Sith (rumoured uncredited rewrite);

(2007) The Bourne Ultimatum (in pre-production).

It is rumoured that Stoppard assisted George Lucas in polishing up some of the dialogue for Indiana
Jones and the Last Crusade and Star Wars Episode I11: Revenge of the Sith, though Stoppard received no
official or formal credit in this role. He worked in a similar capacity with Tim Burton on his film Sleepy
Hollow. He is also rumoured to be writing the script for the 22nd James Bond film,
currently under the title of Bond 22.

Stoppard has written one novel, Lord Malquist and Mr Moon (1966). It is
set in contemporary London and its cast includes not only the eighteenth century
figure of the dandified Malquist and his ineffectual Boswell, Moon, but also a
couple of cowboys with live bullets in their six-shooters, a lion (banned from the
Ritz) and a donkey-borne Irishman claiming to be the Risen Christ.

5. The plot and the synopsis of Rosencrantz & Guildenstern Are Dead.
Rosencrantz & Guildenstern Are Dead is a humorous, absurdist, tragic and
existentialist play by Tom Stoppard, first staged at the Edinburgh Festival Fringe
August 26, 1966. A 1990 film version starred Gary Oldman and Tim Roth as the
title characters and featured Richard Dreyfuss as the Player. The play expands upon

the exploits of two minor characters from Shakespeare’s Hamlet.

The play opens with the title characters alone on stage, placing bets on the toss of a coin while
traveling toward Elsinore, the castle of Danish King Claudius and their childhood friend, Prince Hamlet.
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Guildenstern is perturbed that the coin has come down heads eighty-five times in a row. This seems
ominously significant to him. Rosencrantz sees nothing particularly amiss.

R&G inhabit a world completely beyond their comprehension. Unsure of where they are going (and
even of who they are and where they come from), they depend upon others to give their lives meaning.
While awaiting instructions, they fall back upon games — word play and simple wagers — that rarely achieve
their intended goals.

Instructed by the King and Queen to “glean what afflicts” poor Hamlet, the boys attempt to cross-
examine the prince but end up only more confused. Neither do they have the wit to see their own deaths
foretold when the Player and his Tragedians rehearse the melodramatic tragedy, The Murder of Gonzago,
which includes the execution of “two smiling accomplices — friends — courtiers — two spies” who accompany
a prince to England, only to be betrayed by a purloined letter. After Hamlet kills Polonius, R&G are
dispatched to retrieve the body, but they of course bungle the job. They are then dispatched to England with
the prince. During the ocean voyage, R&G discover that the letter they carry from Claudius calls for the
immediate cutting off of Hamlet’s head. Before they can decide what to do with the letter, it is stolen from
them by Hamlet and replaced with another. After the ship is attacked by pirates and Hamlet escapes
overboard in a barrel, R&G open the letter again, only to learn that it is now they who must be killed when
they arrive in England.

The Player and his band are also on the ship, but he is not especially surprised to learn of this
treacherous turn of events, saying, “In our experience, most things end in death.” Infuriated, Guildenstern
plunges a knife into the Player’s throat and watches him die spectacularly. After a moment, the Player jumps
up, brushes himself off and reveals the knife to be a spring-loaded fake. Guildenstern is too distraught to be
impressed, saying, “Dying is not romantic, and death is not a game which will soon be over...Death is not
anything...death is not...It’s the absence of presence, nothing more...the endless time of never coming
back...a gap you can’t see, and when the wind blows through it, it makes no sound...”

In the end, R&G resign themselves to their fate, although Guildenstern says, “There must have been
a moment, at the beginning, when we could have said — no. But somehow we missed it.” Perhaps. But the
play ends with two ambassadors from England informing Horatio that, at long last, Rosencrantz and
Guildenstern are dead.

The play concerns the misadventures and musings of Rosencrantz and Guildenstern, focusing on
their actions while the events of Hamlet occur as background. Rosencrantz and Guildenstern Are Dead is
structured as the inverse of Hamlet; the title characters are the leads, not minor players, and Hamlet himself
has only a small part. The duo appears on stage here when they are off-stage in Shakespeare’s play, with the
exception of a few short scenes in which the dramatic events of both plays coincide. In Hamlet, Rosencrantz
and Guildenstern are used by the king in an attempt to find out about Hamlet’s motives and to plot against
him. Hamlet, however, mocks them derisively and outwits them, so that they, rather than he, are Killed in the
end. Thus from Rosencrantz and Guildenstern’s perspective, the action in Hamlet does not make much sense.

The two characters, brought into being within the puzzling universe of the play, by an act of the
playwright’s creation, and those they encounter, often confuse their names, as they have interchangeable yet
periodically unique identities. They are portrayed as two clowns or fools in a world that is beyond their
understanding; they cannot identify any reliable feature or the significance in words or events. Their own
memories are not reliable or complete and they misunderstand each other as they stumble through
philosophical arguments while not realizing the implications to them. They often state deep philosophical
truths during their nonsensical ramblings, however they depart from these ideas as quickly as they come to
them. At times Guildenstern appears to be more enlightened than Rosencrantz; at times both of them appear
to be equally confounded by the events occurring around them.

As with many of Tom Stoppard’s works, the play has a love for cleverness and language. It treats
language as a confounding system fraught with ambiguity.

6. The themes of the play

Existentialism — why are we here? Why should Rosencrantz and Guildenstern do anything unless
someone asks them to? They find themselves as pawns in a gigantic game of chess, yet make no effort
whatsoever to escape.

Free will vs. determinism — is it their choice to perform actions, or are they fated to live the way
they do? The implication the play gives is that it does not matter what choices Rosencrantz and Guildenstern
make, they are trapped within the logic of the play, and cannot escape, being fated to follow a destiny
determined by the plot. Hamlet ends with the news of their deaths, so they have to die.

Search for value — what is important? What is not? Does anything matter? If we are all going to die,
why do we continue to live?
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Futility of language — Do words always mean what we say they mean? How do we know what
words with multiple meanings mean? Why do words mean what they mean? How do we interpret what is
being said to something sensible when it is not? How do words determine madness?

The impossibility of certainty.

These themes, and the presence of two central characters that almost appear to be two halves of a
single character, are shared with Samuel Beckett’s Waiting for Godot and the two plays are often compared.
Many plot features are similar as well. The characters pass time by playing Questions, impersonating other
characters, and interrupting each other or remaining silent for long periods of time. Other authors have also
experimented with characters who (partially) understand that they are fictional — for example, in Frank
Baker’s classic Miss Hargreaves: A Fantasy, in Jostein Gaarder’s Sophie’s World, in Robert Shea and
Robert Anton Wilson’s Illuminatus! trilogy, in Luigi Pirandello’s Six Characters in Search of an Author, and
in Paul Wihr’s Das falsche Buch. Jasper Fforde’s Thursday Next series also makes heavy use of characters
who understand that they are fictional.

Module 2

Seminar 5
Modern American Poetry
(Langston Hughes, Theodore Roethke, Robert Lowell, Allen Ginsberg,
Bob Dylan, Jim Morrison)

Plan

=

The open form vs. closed form poetry.
2. Langston Hughes as a representative of the African-American Renaissance. The analysis of Harlem:
A Dream Deferred.

3. The mastery of rhythm and natural imagery in Theodore Roethke’s poems. The meaning of Waking.

4. Robert Lowell’s psychological lyricism. What is his Water about?

5. The poetry of Beat generation: Allen Ginsberg’s biography and works. The main ideas of The
Supermarket in California.

6. Rock-poetry as a cultural phenomenon.

7. Bob Dylan’s life and lyrics. The analysis of Like a Rolling Stone.

8. The life and poetry of Jim Morrison. The main ideas of People Are Strange.
Literature and Resources

1. About American poetry:
1) AmepukaHckash T1O033Usi B PYCCKHX IepeBojax [DiekrpoHHbiii pecypc]. — Pexum nocryma:
http://www.uspoetry.ru/poets/2/poems/.
2) Jynuenko M.M. Jlitepatypa BenukoOputanii i CILIA : HaBu. moci0. [uis cTya. BUml. HaBy. 3aki.] /
Muxaiino MukonaiioBud Jlynuenko. — 2-re Bua., porn. — Cymu: BT/l “VHiBepcuterchka kHura”,
2006. — 445 c. — C. 384—-387, 395—398.
3) An Online Journal and Multimedia Companion to Anthology of Modern American Poetry [edited by
Cary Nelson]. — Oxford : Oxford University Press, 2000. —
Online at : http://www.english.uiuc.edu/maps/index.htm.
2. About Langston Hughes:
1) Langston Hughes. — Online at : en.wikipedia.org/wiki/Langston_Hughes.
2) Langston Hughes. — Online at : www.poets.org/lhugh/.
3. About Theodore Roethke:
1) Pinkus Susan. On Roethke’s The Waking/ Susan Pinkus. —
Online at : http://www.mrbauld.com/roethwak.html.
2) Theodore Roethke. — Online at : en.wikipedia.org/wiki/Theodore_Roethke.
4. About Robert Lowell:
Robert Lowell. — Online at : en.wikipedia.org/wiki/Robert_Lowell.
5. About Allen Ginsberg:
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1)
2)
3)

Allen Ginsberg. — Online at : en.wikipedia.org/wiki/Allen_Ginsberg.
Allen Ginsberg. — Online at : www.allenginsberg.org/.
Allen Ginsberg. — Online at : http://www.levity.com/corduroy/ginsberg/home.htm.

6. About rock poetry, Bob Dylan and Jim Morrison:

1)
2)
3)

4)
5)

6)
7)

Bob Dylan. — Online at : en.wikipedia.org/wiki/Bob_Dylan.
Bob Dylan. The Official Site of Bob Dylan. — Online at : www.bobdylan.com.
Bowie Herb. Reason to Rock: Rock Music as Art Form / Herb Bowie. — 2008. — Online at :
http://www.reasontorock.com/tracks/like_a_rolling_stone.html.
Burris Hamilton S. Biblical Allusion in Bob Dylan’s Lyrics. 1999-2005 / Skylar Hamilton Burris. —
Online at : http://www.literatureclassics.com/ancientpaths/dylan.html.
Goldstein Richard. The Poetry of Rock. — New York: Bantam, 1969. — 189 p.
Jim Morrison. — Online at : en.wikipedia.org/wiki/Jim_Morrison.
Kolomiyets Ganna. T.S. Eliot in the Cultural Space of American Rock Culture of the 1960s //
l'onoBHA Tewisi — reTepOreHHICTh — KAaHOH B Cy4YacHI amMepHKaHChKiW JiTeparypi: Marepianu I11
MixxknaponHoi kKoH]epeHLii 3 aMmepuKaHCchKoi Jitepatypu, 3—5 xoBTHs 2005 p. — K., 2006. — C. 457—
465.

Poems

Langston Hughes
Harlem: A Dream Deferred

What happened to a dream deferred?
Does it dry up

Like a Raisin in the sun?

or fester like a sore —

and than run?

Does it stink like rotten meat?
or crust and sugar over

like a syrupy sweet?

Maybe it just sags

Like a heavy load

or does it explode?

Theodore Roethke
The Waking

I wake to sleep, and take my waking slow.
| feel my fate in what I cannot fear.
I learn by going where | have to go.

We think by feeling. What is there to know?
| hear my being dance from ear to ear.
I wake to sleep, and take my waking slow.

Of those so close beside me, which are you?
God bless the Ground! | shall walk softly there,
And learn by going where | have to go.

Light takes the Tree; but who can tell us how?
The lowly worm climbs up a winding stair;
I wake to sleep, and take my waking slow.

Great Nature has another thing to do

To you and me; so take the lively air,

And, lovely, learn by going where to go.

This shaking keeps me steady. I should know.
What falls away is always. And is near.

IIpoOy:xnenue
Iep. 1O. Mopun

[IpocHyBIIUCE B COH, ST MBICJIHII B 9TOM CHE:
Mos cynp0a — Tam, TJie HEBEIOM CTpax,
VYuych B yTH, U LI€Jb NOHSITHA MHE.

Mp1 uyBcTBOM AyMaeM. Ho 4To MoHATh n3BHE?
Mos ayma — JUIIb 3BYK B Uy)KUX yIIax,
[IpocHyBIIUCE B COH, ST MBICIWIJI B 3TOM CHE.

U3 Tex, kTo O1M30K, Kak y3HAaTh — KTO ThI?
[Tycts bor 6marocioBuT MOW THXUH MyTh,
Y4ych B yTH, U 1Ie7b TIOHATHA MHE.

Cser aepeso ykpsuil. Kak? Kto noiimer Bnosae?
o necTHHLIE KPYTOM MOJI3ET YEPBSIK,
[IpocHyBIINCE B COH, Sl MBICIIWII B TOM CHE.

Benukas IIpupona ¢ BEICOTHI

Eme npuserur Hac. B ee necax

VY4uce B yTH, 1I€Tb BCTPETHUILD B THILUHE.
Crpax gymry yreepauTt. [loHats Obl MHE —
Ymenmiee ymnio, HO OJU3KO Tak...
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| wake to sleep, and take my waking slow. IIpOCHYBIIKCE B COH, ST MBICJIHJI B OTOM CHE.
I learn by going where | have to go. VYuych B IIyTH, U LIENIb TIOHATHA MHE.

Robert Lowell
Water

It was a Maine lobster town —
each morning boatloads of hands
pushed off for granite

quarries on the islands,

and left dozens of bleak
white frame houses stuck
like oyster shells

on a hill of rock,

and below us, the sea lapped

the raw little match-stick

mazes of a weir,

where the fish for bait were trapped.

Remember? We sat on a slab of rock.
From this distance in time

it seems the color

of iris, rotting and turning purpler,

but it was only

the usual gray rock
turning the usual green
when drenched by the sea.

The sea drenched the rock
at our feet all day,

and kept tearing away
flake after flake.

One night you dreamed

you were a mermaid clinging to a wharf-pile,
and trying to pull

off the barnacles with your hands.

We wished our two souls
might return like gulls

to the rock. In the end,

the water was too cold for us.

Allen Ginsberg
The Supermarket in California

What thoughts I have of you tonight, Walt Whitman, for | walked

down the sidestreets under the trees with a headache self-conscious looking
at the full moon.

In my hungry fatigue, and shopping for images, | went into the neon

fruit supermarket, dreaming of your enumerations!

What peaches and what penumbras! Whole families shopping at
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night! Aisles full of husbands! Wives in the avocados, babies in the tomatoes!
—and you, Garcia Lorca, what were you doing down by the watermelons?

| saw you, Walt Whitman, childless, lonely old grubber, poking

among the meats in the refrigerator and eyeing the grocery boys.

I heard you asking questions of each: Who killed the pork chops?

What price bananas? Are you my Angel?

I wandered in and out of the brilliant stacks of cans following you,

and followed in my imagination by the store detective.

We strode down the open corridors together in our solitary fancy

tasting artichokes, possessing every frozen delicacy, and never passing the
cashier.

Where are we going, Walt Whitman? The doors close in a hour.
Which way does your beard point tonight?

(I touch your book and dream of our odyssey in the supermarket and
feel absurd.)

Will we walk all night through solitary streets? The trees add shade
to shade, lights out in the houses, we’ll both be lonely.

Will we stroll dreaming of the lost America of love past blue automo-
biles in driveways, home to our silent cottage?

Ah, dear father, graybeard, lonely old courage-teacher, what America
did you have when Charon quit poling his ferry and you got out on a
smoking bank and stood watching the boat disappear on the black waters of
Lethe?

Bob Dylan
Like a Rolling Stone

Once upon a time you dressed so fine

You threw the bums a dime in your prime, didnt you?
Peopled call, say, beware doll, youre bound to fall
You thought they were all kiddin you

You used to laugh about

Everybody that was hangin out

Now you dont talk so loud

Now you dont seem so proud

About having to be scrounging for your next meal.

How does it feel

How does it feel

To be without a home
Like a complete unknown
Like a rolling stone?

Youve gone to the finest school all right, miss lonely
But you know you only used to get juiced in it

And nobody has ever taught you how to live on the street
And now you find out youre gonna have to get used to it
You said youd never compromise

With the mystery tramp, but now you realize

Hes not selling any alibis

As you stare into the vacuum of his eyes

And ask him do you want to make a deal?

How does it feel
How does it feel
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To be on your own

With no direction home
Like a complete unknown
Like a rolling stone?

You never turned around to see the frowns on the jugglers and the clowns
When they all come down and did tricks for you

You never understood that it aint no good

You shouldnt let other people get your kicks for you

You used to ride on the chrome horse with your diplomat

Who carried on his shoulder a siamese cat

Aint it hard when you discover that

He really wasnt where its at

After he took from you everything he could steal.

How does it feel

How does it feel

To be on your own

With no direction home
Like a complete unknown
Like a rolling stone?

Princess on the steeple and all the pretty people

Theyre drinkin, thinkin that they got it made

Exchanging all kinds of precious gifts and things

But youd better lift your diamond ring, youd better pawn it babe
You used to be so amused

At napoleon in rags and the language that he used

Go to him now, he calls you, you cant refuse

When you got nothing, you got nothing to lose

Youre invisible now, you got no secrets to conceal.

How does it feel

How does it feel

To be on your own

With no direction home
Like a complete unknown
Like a rolling stone?

Jim Morrison
People are Strange

People are strange when youre a stranger
Faces look ugly when youre alone

Women seem wicked when youre unwanted
Streets are uneven when youre down

When youre strange

Faces come out of the rain

When youre strange

No one remembers your name

When youre strange x3

People are strange when youre a stranger
Faces look ugly when youre alone

Women seem wicked when youre unwanted
Streets are uneven when youre down

When youre strange

Faces come out of the rain
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When youre strange

No one remembers your name
When youre strange x3

When youre strange

Faces come out of the rain
When youre strange

No one remembers your name
When youre strange x3

Helpful Information

1. The open form vs. closed form poetry.

Poetry in the 1950s was under the heavy influence of T. S. Eliot’s often misinterpreted idea of poetry
being an escape from self and the Modernist focus on objectivity. Similar to this, and perhaps an even more
pervasive influence, was the ideas of the New Critics and their idea of a poem as a perfectible object;
specifically the poetry of John Crowe Ransom and Robert Penn Warren was highly influential at this time.
Their focus on the formal aspects of poetry and their celebration of the short, ironic lyric led to a rise in
formalist poetry and a preference for the short lyric. When the Beat poets came to prominence in this time
they were damned as sloppy libertines, and at best only a passing fad fueled by media attention.

This conflict was framed by two rival anthologies. Three champions of formalist poetry, Louis
Simpson, Donald Hall, and Robert Pack, were putting together an anthology of young poets called New
Poets of England and America. Allen Ginsberg, believing at the time the Beat poets would be accepted by
the literary establishment, brought Simpson, his old Columbia classmate, a packet of poetry including Gary
Snyder, Philip Whalen, Robert Duncan, Ed Dorn, Robert Creeley, Philip Lamantia, Denise Levertov,
Michael McClure, and Charles Olsen in hopes that they would be included in this new anthology (Ginsberg
was a relentless promoter of the work of his friends and the work of those he admired). Simpson rejected all
of them. The introduction for the anthology was written by formalist hero Robert Frost. The anthology
included poetry by Robert Bly, Donald Justice, James Merrill, W. S. Merwin, Howard Nemerov, Adrienne
Rich, Richard Wilbur, and James Wright. There is not a strict demarcation here between conservative and
avant-garde poetry. The anthology also included poets associated with what is considered a movement
parallel to the Beat Generation, The Angry Young Men, poets such as Kingsley Amis, Philip Larkin, and
Thom Gunn. However, it did set a trend for who would become poets acceptable to academia and the literary
establishment. For example, Robert Lowell and W. D. Snodgrass would be seminal in the creation of what
later became known as Confessional poetry, which helped finally overturn the strict focus on objectivity
(Lowell, according to some accounts, was inspired to write more personal poetry by Ginsberg and the Beats).

Donald Allen of Grove Press accepted many of the manuscripts Ginsberg gave him for his rival
anthology The New American Poets: 1945-1960. Poets in that anthology included John Ashbery, Paul
Blackburn, Ray Bremser, Gregory Corso, Robert Creeley, Ed Dorn, Kirby Doyle, Robert Duncan, Lawrence
Ferlinghetti, Allen Ginsberg, LeRoi Jones, Jack Kerouac, Kenneth Koch, Philip Lamantia, Denise Levertov,
Michael McClure, Frank O’Hara, Charles Olson, Joel Oppenheimer, Peter Orlovsky, James Schuyler, Gary
Snyder, Jack Spicer, Lew Welch, Philip Whalen, John Wieners, and Jonathan Williams. Don Allen framed
the debate as “Open Form” (his anthology) vs. “Closed Form” (the other anthology). Though seeing it as a
rivalry is overly simplistic (for example, many from New Poets of England and America were not strict
formalists or have moved away from formalism), the development of poetry in the later half of the twentieth
century is framed in these two anthologies.

These poets have had arguably equal impact on literature, and it can be said Beat literature
has changed the establishment so that academia is more open to more radical forms of literature.
For example, of the poets listed in this section, ten from New Poets of England and America and
nine from The New American Poetry have been included in the Norton Anthology of American
Literature. But Jack Kerouac, despite his impact on American culture and his status as an American
icon, has never been included in Norton. Also, three poets from New Poets of England and America
have served as Poets Laureate of the U.S.

2. Langston Hughes as a representative of the African-American Renaissance. Analysis
of Harlem: A Dream Deferred.

Born in 1902 in Joplin, Missouri, Langston Hughes (1902-1967) grew up mainly in Lawrence,
Kansas, but also lived in Illinois, Ohio, and Mexico. By the time Hughes enrolled at Columbia University in
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New York, he had already launched his literary career with his poem The Negro Speaks of Rivers in the
Crisis, edited by W. E. B. Du Bois. He had also committed himself both to writing and to writing mainly
about the African Americans. Hughes’s sense of dedication was instilled in him most of all by his maternal
grandmother, Mary Langston, whose first husband had died at Harpers Ferry as a member of John Brown’s
band, and whose second husband (Hughes’s grandfather) had also been a militant abolitionist. Another
important family figure was John Mercer Langston, a brother of Hughes’s grandfather who was one of the
best-known black Americans of the nineteenth century. At the same time, Hughes
struggled with a sense of desolation fostered by parental neglect. He himself
recalled being driven early by his loneliness ‘to books, and the wonderful world in
books.’

Leaving Columbia in 1922, Hughes spent the next three years in a
succession of menial jobs. But he also traveled abroad. He worked on a freighter
down the west coast of Africa and lived for several months in Paris before returning
to the United States late in 1924. By this time, he was well known in African
American literary circles as a gifted young poet.

His major early influences were Walt Whitman, Carl Sandburg, as well as
the black poets Paul Laurence Dunbar, a master of both dialect and standard verse,
and Claude McKay, a radical socialist who also wrote accomplished lyric poetry. However, Sandburg, who
Hughes later called “my guiding star,” was decisive in leading him toward free verse and a radically
democratic modernist aesthetic.

His devotion to black music led him to novel fusions of jazz and blues with traditional verse in his
first two books, The Weary Blues (1926) and Fine Clothes to the Jew (1927). His emphasis on lower-class
black life, especially in the latter, led to harsh attacks on him in the black press. With these books, however,
he established himself as a major force of the Harlem Renaissance. In 1926, in the Nation, he provided the
movement with a manifesto when he skillfully argued the need for both race pride and artistic independence
in his most memorable essay, The Negro Artist and the Racial Mountain.

By this time, Hughes had enrolled at the historically black Lincoln University in Pennsylvania, from
which he would graduate in 1929. In 1927 he began one of the most important relationships of his life, with
his patron Mrs. Charlotte Mason, or “Godmother,” who generously supported him for two years. She
supervised the writing of his first novel, Not Without Laughter (1930) — about a sensitive, black Midwestern
boy and his struggling family. However, their relationship collapsed about the time the novel appeared, and
Hughes sank into a period of intense personal unhappiness and disillusionment.

One result was his firm turn to the far left in politics. During a year (1932-1933) spent in the Soviet
Union, he wrote his most radical verse. A year in Carmel, California, led to a collection of short stories, The
Ways of White Folks (1934). This volume is marked by pessimism about race relations, as well as a sardonic
realism.

After his play Mulatto, on the twinned themes of miscegenation and parental rejection, opened on
Broadway in 1935, Hughes wrote other plays, including comedies such as Little Ham (1936) and a historical
drama, Emperor of Haiti (1936). Most of these plays were only moderate successes. In 1937 he spent several
months in Europe, including a long stay in besieged Madrid. In 1938 he returned home to found the Harlem
Suitcase Theater, which staged his agitprop drama Don't You Want to Be Free? The play, employing several
of his poems, vigorously blended black nationalism, the blues, and socialist exhortation. The same year, a
socialist organization published a pamphlet of his radical verse, A New Song.

With World War 11, Hughes moved more to the center politically. His first volume of autobiography,
The Big Sea (1940), written in an episodic, lightly comic manner, made virtually no mention of his leftist
sympathies. In his book of verse Shakespeare in Harlem (1942) he once again sang the blues. On the other
hand, this collection, as well as another, his Jim Crow’s Last Stand (1943), strongly attacked racial
segregation.

After the war, two books of verse, Fields of Wonder (1947) and One-Way Ticket (1949), added little
to his fame. However, in Montage of a Dream Deferred (1951) he broke new ground with verse accented by
the discordant nature of the new bebop jazz that reflected a growing desperation in the black urban
communities of the North. At the same time, Hughes’s career was vexed by constant harassment by right-
wing forces about his ties to the Left. In vain he protested that he had never been a Communist and had
severed all such links. In 1953 he suffered a public humiliation at the hands of Senator Joseph McCarthy,
who forced him to appear in Washington, D.C., and testify officially about his politics. Hughes denied that
he had ever been a party member but conceded that some of his radical verse had been ill-advised.
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Hughes’s career hardly suffered from this episode. Within a short time McCarthy himself was
discredited and Hughes was free to write at length about his years in the Soviet Union in | Wonder as |
Wander (1956), his much-admired second volume of autobiography. He became prosperous, although he
always had to work hard for his measure of prosperity and sometimes called himself, with good cause, a
‘literary sharecropper.’

In the 1950s he constantly looked to the musical stage for success, as he sought to repeat his major
coup of the 1940s, when Kurt Weill and Elmer Rice had chosen him as the lyricist for their Street Scene
(1947). This production was hailed as a breakthrough in the development of American opera; for Hughes, the
apparently endless cycle of poverty into which he had been locked came to an end. He bought a home in
Harlem.

The Simple books inspired a musical show, Simply Heavenly (1957) that met with some success.
However, Hughes’s Tambourines to Glory (1963), a gospel musical play satirizing corruption in a black
storefront church, failed badly, with some critics accusing him of creating caricatures of black life.
Nevertheless, his love of gospel music led to other acclaimed stage efforts, usually mixing words, music, and
dance in an atmosphere of improvisation. Notable here were the Christmas show Black Nativity (1961) and,
inspired by the civil rights movement, Jericho — Jim Crow (1964).

For Hughes, writing for children was important. Starting with the successful Popo and Fifina (1932),
a tale set in Haiti and written with Arna Bontemps, he eventually published a dozen children’s books, on
subjects such as jazz, Africa, and the West Indies. Proud of his versatility, he also wrote a commissioned
history of the NAACP and the text of a much praised pictorial history of black America. His text in The
Sweet Flypaper of Life (1955), where he explicated photographs of Harlem by Roy DeCarava, was judged
masterful by reviewers, and confirmed Hughes’s reputation for an unrivaled command of the nuances of
black urban culture.

The 1960s saw Hughes as productive as ever. In 1962 his ambitious book-length poem Ask Your
Mama, dense with allusions to black culture and music, appeared. However, the reviews were dismissive.
Hughes’s work was not as universally acclaimed as before in the black community. Although he was hailed
in 1966 as a historic artistic figure at the First World Festival of Negro Arts in Dakar, Senegal, he also found
himself increasingly rejected by young black militants at home as the civil rights movement lurched toward
Black Power. His last book was the volume of verse, posthumously published, The Panther and the Lash
(1967), mainly about civil rights. He died in May that year in New York City.

In many ways Hughes always remained loyal to the principles he had laid down for the younger
black writers in 1926. His art was firmly rooted in race pride and race feeling even as he cherished his
freedom as an artist. He was both nationalist and cosmopolitan. As a radical democrat, he believed that art
should be accessible to as many people as possible. He could sometimes be bitter, but his art is generally
suffused by a keen sense of the ideal and by a profound love of humanity, especially black Americans. He
was perhaps the most original of African American poets and, in the breadth and variety of his work,
assuredly the most representative of African American writers. [From The Oxford Companion to African
American Literature. Copyright © 1997 by Oxford University Press].

Harlem: A Dream Deferred

The noted poet, Langston Hughes, focused primarily on race relations in America during the 1920s
and 1930s. Sometimes his poetry is simplistic and degenerates into a nothing more than whining, but other
times he waxes quite profound, and in all cases he is worth studying. A poem that students often encounter in
their classes is “Harlem: A Dream Deferred,” from his Montage of a Dream Deferred. The following
discussion analyzes Hughes’ “Harlem: A Dream Deferred” in terms of theme and literary devices; then it
offers a commentary to help the student understand some of the subtle features of the poem:

Theme:

Having to postpone one’s deepest desires can lead to destruction.

Literary devices:

The questions are all rhetorical questions, because they intend to answer themselves. Each question
in the first stanza uses simile: “like a raisin in the sun,” “like a sore,” like rotten meat,” “like a syrupy sweet.”
The second stanza which is not a question but a suggestion also uses simile “like a heavy load.” The last
stanza uses metaphor, “does it explode?”

The poem employs rhyme: sun-run, meat-sweet, load-explode.

The poem also uses imagery: “raisin in the sun,” “fester like a sore — / And then run,” “stink like
rotten meat,” etc.
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Commentary:

The question, “What happens to a dream deferred?” appears to be answered with nothing but more
questions. But if we analyze each question we get an idea of what the speaker really believes about dreams
being postponed.

The “dream” is a goal in life, not just dreams experienced during sleep. The dream is important to
the dreamer’s life. But what dream is it exactly? The poem does not choose the dream but leaves it up to the
reader. Nevertheless, the speaker’s position is clear that any important dream or goal that must be delayed
can have serious negative affects.

As we look at each question we find out what those affects are. With each question the speaker offers
a possibility of each negative affect. The first one “Does it dry up like a raisin in the sun”: a raisin is already
dry, and as a raisin, it is a good thing, useful and nutritious, but if a raisin is left in the sun to dry up, it
becomes hard and impossible to eat; its value sucked out, it no longer serves its useful, nutritional purpose.

The dream or life goal of a human being is central to what makes the human a valuable member of
society, but suppose that person with the dream is told he cannot fulfill his goal just yet; he must wait until
society changes, until institutions and laws change to allow him to become the doctor, lawyer, professor, or
poet that he finds his talent and desires direct him to be.

What if he has to take some other job that he lacks interest in until his environment allows him to
attain his goal? What if he has no idea how long it will take? And what if he feels that perhaps in his lifetime
that time will never come? What happens then? Surely, his talent will dry up, if he is not allowed to develop
it.

If the dream does not dry up, maybe it will “fester like a sore —/ And then run.” If you have a sore,
you want it to dry up so it will heal, but if it festers and runs, that means it is infected and will take longer to
heal. The dream that festers becomes infected with the disease of restlessness and dissatisfaction that may
lead to criminal activity, striking back at those who are deferring the dream.

Perhaps a dream put off too long is like meat that had rotted. Dead animal flesh that some people use
for food will turn rancid and give off horrible odors if not used within a certain period of time. If the dream is
not realized in a timely fashion, it may seem to decay because it dies.

The dream may “crust and sugar over — / Like a syrupy sweet?” If you leave pancake syrup or honey
unused for several months, and you go back to fetch the bottle, you might find that there is crusty
accumulation on the top of the bottle and the contents are no longer usable. Lack of use had formed that
crust, that hard material that is no longer useful because no longer pliable. The dream forced to sit idle
hardens into an unusable substance of thoughts that have separated themselves from the goals and formed
idle destructive thoughts that are crusted over with despair, doubt, anger, and hatred.

The second stanza is not a question but merely a “maybe” suggestion: maybe the dream-goal just
sags like trying to carry something heavy. A heavy load makes one walk slowly, makes one clumsy as he
tries to move under the load. The dream not realized may become heavy to bear, because it still weighs on
one’s mind with musings like “what might have been,” “if only,” “I guess I’ll never know,” “the one that got
away.” All these useless thoughts that dip back into the past weigh heavy on the mind that has had to defer a
dream. This sagging under a heavy load might lead to depression and mental lethargy.

The last stanza returns to the question again, but this time instead of simile, the speaker employs
metaphor of an explosion. What explodes? Bombs explode and cause great destruction. If all the other
possibilities of a deferred dream are bad with some worse than others, then the last possibility is the worst. If
the person whose dream is deferred loses all hope, he might “explode” with his despair. He might commit
suicide, homicide — or both.

3. The mastery of rhythm and natural imagery in Theodore Roethke’s poems. The meaning of
Waking.

Theodore Huebner Roethke (RET-key) (1908-1963) was a United States
poet, who published several volumes of poetry characterized by its rhythm and
natural imagery. He was awarded the Pulitzer Prize for poetry in 1954 for his book,
The Waking.

Roethke was born in Saginaw, Michigan. His father, Otto Roethke, was a
German immigrant, who owned a large local greenhouse. Much of Theodore’s
childhood was spent in this greenhouse, as reflected by the use of natural imagery
in his poetry. The poet’s adolescent years were jarred, however, by the death of his
father from cancer in 1923, a loss that would powerfully shape Roethke’s psychic
and creative lives.

He attended the University of Michigan and Harvard University and
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became a professor of English. He taught at several universities, among them Lafayette College,
Pennsylvania State University and Bennington College.

In 1940, he was expelled from his position at Lafayette and returned to Michigan. Just prior to his
return, he had an affair with established poet and critic Louise Bogan, who later became one of his strongest
early supporters. While teaching at Michigan State College (now Michigan State University) in Lansing, he
began to suffer from depression, which he used as a creative impetus for his poetry. Lastly, he taught at the
University of Washington, leading to an association with the poets of the American Northwest.

In 1953, Roethke married Beatrice O’Connell, a former student. Roethke did not inform O’Connell
of his repeated episodes of depression, yet she remained dedicated to Roethke and his work. She ensured the
posthumous publication of his final volume of poetry, The Far Field.

Theodore Roethke suffered a heart attack in a friend’s swimming pool in 1963 and died on
Bainbridge Island, Washington, aged 55. The pool was later filled in and is now a zen rock garden, which
can be viewed by the public at the Bloedel Reserve, a 150-acre (60 hectare) former private estate. There is no
sign to indicate that the rock garden was the site of Roethke’s death.

Waking.

When a poem takes dead aim on the eternal we should not be surprised that it draws many
interpretations. Neal Bowers sees the key to the cryptic opening lines of The Waking, and consequently to the
entire poem, as a matter of grammar. If you read “I wake to sleep, and take my waking slow” as a
prepositional phrase rather than an infinitive, Bowers writes, then sleep becomes a condition, not a process,
and therefore a kind of revelation or understanding (51—53). The conclusion that sleep is an awakening is
true enough, but it does not account for the mystical use of the paradox that informs the poem, where
sleeping and waking, living and dying, dissolve into the vision of oneness with the universe. Jay Parini
perceives The Waking as evidence of the poet’s “steady movement toward self-transcendence on ‘the long
journey out of the self’ ” (173). Richard Allen Blessing describes The Waking as “a world in process about a
world in process” (223). This is more metaphor than statement and perhaps the only way to approach the
vision of Roethke’s poem. Both Parini and Blessing sense the mystical nature of the poem. Neither, however,
shows precisely how it comes about.

Roethke’s The Waking, is a villanelle, an elaborate, fixed form of five tercets and a quatrain. The
villanelle is built on only two rhymes, with the two key lines of the first stanza alternately repeated as the last
line of each tercet and joined together in the closing quatrain. The two key lines of the poem are “I wake to
sleep, and take my waking slow” and “I learn by going where | have to go.” The repetition of these lines
gradually unfolds the meaning of the poem. The lines weave in and out through this short poem like an
incantation. We follow the movement of waking and going, waking and going, until we feel like a leaf
caught in the current of the lines and the words. Where the actual lines are not repeated, the sound pattern
takes over. Except for three halfrhymes, the vowel sounds of “wake” and “go” and “fear” carry us from verse
to verse, echoing the central lines in every single line of the poem. The end-stopped lines enforce the rhyme,
which slows the movement only to heighten the circular sound pattern of assonance and interlocking rhyme.
This effect leads us from one verse to the next in a kind of endless movement that suggests the perpetual
cycle from birth to death. It is hard to imagine another form that would express this cyclical movement more
effectively than the villanelle.

The meaning of the key lines of the poem adds definition to the sense created by the poem’s form.
Waking to sleep, and learning by going where you have to go are both paradoxes. A paradox is a statement
containing two diametrically opposite ideas, such as sleeping and waking, that ultimately join together in one
meaning. The effect is circular, like traveling east as far as you can go to reach the west. Because the poem is
built on a series of paradoxes, the meaning of the poem becomes as circular as its sound pattern. The effect
of a circular form and a circular content adds to the mystical nature of the poem. The circle is the ultimate
mystery of our lives. As the poem develops, however, the meaning of the paradoxes becomes clear.

The first verse establishes the central paradox: “I wake to sleep, and take my waking slow.” The
precise meaning, at this point, is not clear. The next line, “I feel my fate in what | cannot fear,” is another
paradox. Normally, we fear fate because it is unknown, because it cannot be felt or anticipated. By feeling
fate rather than fearing it, you accept it rather than resist it. The last line of the tercet unifies the stanza’s
meaning. To learn by going means to move without a specific goal, simply accepting “where [you] have to
go,” which is your fate. Now the first line becomes clearer. Sleep becomes the state that the poet must reach
to awake and discover this acceptance. The multilayered meanings of “wake” and “waking” can now be
unraveled. Being awake is normally a more conscious state than being asleep. But in the poem, being awake
is the unenlightened, pedantic state in which only logic guides us. Here is the paradox. To sleep is to acquire
the vision that releases us from the involvement of our intellect and helps us drift into the acceptance of our

63


http://en.wikipedia.org/wiki/Lafayette_College
http://en.wikipedia.org/wiki/Pennsylvania_State_University
http://en.wikipedia.org/wiki/Bennington_College
http://en.wikipedia.org/wiki/Louise_Bogan
http://en.wikipedia.org/wiki/Michigan_State_College
http://en.wikipedia.org/wiki/Lansing%2C_Michigan
http://en.wikipedia.org/wiki/University_of_Washington
http://en.wikipedia.org/wiki/American_Northwest
http://en.wikipedia.org/wiki/Depression_%28mood%29
http://en.wikipedia.org/w/index.php?title=The_Far_Field&action=edit
http://en.wikipedia.org/wiki/Myocardial_infarction
http://en.wikipedia.org/wiki/Bainbridge_Island%2C_Washington
http://en.wikipedia.org/wiki/Zen_rock_garden
http://en.wikipedia.org/wiki/Bloedel_Reserve

fate. To “take my waking slow” may have at least two meanings. First, it is the speaker’s reluctance to move
back from the visionary experience (sleep) into the ordinary world of the intellect, that is, to wake up slowly
in the ordinary sense. As the poem develops, the visionary sense of the phrase becomes more and more
dominant. To wake up slowly is to become slowly more aware of the full sense of the visionary experience,
as we drift from the myopic intellectual world to the visionary world of the spirit, where we become at one
with the eternal force. This is the kind of complexity that runs through the poem.

The second stanza rejects the intellect as the road to enlightenment. To “think by feeling” is another
paradox. The poem asks, “What is there to know?” The implied answer is that there is nothing “to know.”
Life can only be felt. From here it is one short step into ecstasy: “I hear my being dance from ear to ear.” The
fusion of the senses of sight and sound and the sensation of one’s being throbbing to the rhythm of life
dissolves into the repetition of the first line of the poem. This time there is no ambiguity in the meaning of
this line. Waking to sleep is to dissolve into the trance. We are a part of the visionary experience.

The vision continues into the next stanza. Of “those so close beside me,” he asks — friend or lover,
alive or dead, it is difficult to say — “Which are you,” the waking or the sleeping? Again Roethke plays with
the paradoxical meanings of waking and sleeping. To these meanings he now adds a further layer, the living
or the dead. Are the dead, being an organic part of this living world, more alive than the living? In the next
line, the word ground is capitalized. The ground is not simply an object but the life force, where the dead
body dissolves, nourishes new life, and continues the cycle. In this sense, the repetition of the second of the
key lines (“And learn by going where | have to go”) makes clear that death is the fate that he “cannot fear.”

From the ground and death we move through the cycle to the growing things, the light of life, the
“Tree,” the lowly worm climbing “the winding stair.” The imagery here is mystical and visionary. We cannot
explain what drives the cycle. We can, however, sense the mystery and feel a part of it.

In the next stanza, the last tercet, we come back from the vision to this world, “Great Nature,” with
the understanding of our mortality. With our new enlightenment we can see how we must live this side of the
grave. We must take “the lively air” and let fate, our partner, lead us in the dance of life.

The first line of the final stanza unifies the entire poem. Within the paradox of keeping steady by
shaking, we find an explanation of the seemingly opposed forces of life and death. The “shaking” is both the
fear of accepting mortality and the ecstasy of absolute openness to experience. The point where fear and
ecstasy meet, where logic becomes vision, where death changes to life, is the point on which we must
balance. Because we are alive, we must deal with the physical part of nature. Because we are human beings,
we must transcend the physical and experience the vision of our interconnection with all living things.
Within this vision we perceive that “[W]hat falls away is always. And is near.” What dies is perpetuated by
the cycle of life, so that the worlds of the living and the dead are never fully separate. In this last stanza is the
final meaning of “The Waking.”

We are still somehow removed from the effect of Roethke’s poem. We must return to the harmony
of its form and content. Ultimately, we perceive the poem as we would a piece of music, not in its themes
and philosophy, but in the blending of sound, tone, movement, and recurring motifs. When we join this to the
metaphor, we sense something of the beauty and complexity of Roethke’s poem. It is as vibrant and fragile
and mysterious as the circle of our lives — birth and decay, life and death — that inspired this poem. [By
Susan Pinkus, West Vancouver, B.C.].

4. Robert Lowell’s psychological lyricism.

Robert Lowell (1917-1977), born Robert Traill Spence Lowell, 1V, was an American poet whose
works, confessional in nature, engaged with the questions of history and probed the
dark recesses of the self. He is generally considered to be among the greatest
American poets of the twentieth century.

Robert Lowell was born into the Boston Brahmin family that included Amy
Lowell and James Russell Lowell. He attended Harvard College but transferred to
Kenyon College in Gambier, Ohio, to study under John Crowe Ransom. He was a
Roman Catholic from 1940 to 1946, which influenced his first two books, Land of
Unlikeness (1944) and the Pulitzer Prize winning Lord Weary’s Castle (1946). In
1950, Lowell was included in the influential anthology Mid-Century American
Poets as one of the key literary figures of his generation.

Lowell was a conscientious objector during World War 11 and served several
months at the federal prison in Danbury, Connecticut. He was married to novelist Jean Stafford from 1940 to
1948. In 1949 he married the writer Elizabeth Hardwick. In the 1960s, he became a media personality,
befriending such celebrities as Jacqueline and Robert Kennedy, Mary McCarthy, Father Daniel Berrigan, and
Eugene McCarthy.
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Lowell was hospitalized approximately twenty times for a bipolar disorder that was later identified
as “manic depression.” He was never entirely free of the symptoms that caused erratic behavior all through
his life.

In 1970 he left Elizabeth Hardwick for the British author, Lady Caroline Blackwood. He spent many
of his last years in England. Lowell died in 1977, suffering a heart attack in a cab in New York City, and is
buried in Stark Cemetery, Dunbarton, New Hampshire.

Lowell’s collected poems were published in 2003 and his letters in 2005, leading to a renewed
interest in his work.

Lowell reached wide acclaim for his 1946 book, Lord Weary’s Castle, which included ten poems
slightly revised from his earlier Land of Unlikeness, and thirty new poems. Among the better known poems
in the volume are Mr Edwards and the Spider and The Quaker Graveyard in Nantucket. Lord Weary’s Castle
was awarded the Pulitzer Prize in 1947.

The Mills of the Kavanaughs (1951) did not receive a similar acclaim, but Lowell was able to revive
his reputation with the award-winning Life Studies (1959), a book that reflected stylistic changes that seemed
more in line with the popular openness of Beat and Confessional poetry. It was a shift that for the rest of
Lowell’s career would produce frequent flashes of brilliance and enable him to achieve respect among
Counter Culture revisionists.

Lowell followed Life Studies with a volume of loose translations of poems by, among others, Rilke
and Rimbaud, Imitations, for which he received the 1962 Bollingen Poetry Translation Prize.

For the Union Dead, 1964, was also widely praised, particularly for its title poem, which invokes
Allen Tate’s Ode to the Confederate Dead. Following this book, however, many critics began to find
Lowell’s poetry collections becoming more inconsistent.

During 1967 and 1968 he experimented with a verse journal, published as Notebook, 1967—-68.
These poems loosely based on the sonnet form were reworked into three volumes. History deals with public
history from antiquity onwards, and with modern poets Lowell had known; For Lizzie and Harriet describes
the breakdown of his second marriage; and The Dolphin, which won the 1974 Pulitzer Prize, includes poems
about his marriage to Caroline Blackwood and their life in England.

5. The poetry of Beat generation: Allen Ginsberg’s biography and works.

The main ideas of The Supermarket in California.

AIIen Gmsberg (1926—1997) was born in Newark, New Jersey, on June 3, 1926. The son of Louis

- and Naomi Ginsberg, two Jewish members of the New York literary counter-culture
of the 1920s, Ginsberg was raised among several progressive political perspectives.
A supporter of the Communist party, Ginsberg’s mother was a nudist whose mental
health was a concern throughout the poet’s childhood. According to biographer
Barry Miles, “Naomi’s illness gave Allen an enormous empathy and tolerance for
madness, neurosis, and psychosis.”

As an adolescent, Ginsberg savored Walt Whitman, though in 1939, when
Ginsberg left high school, he considered Edgar Allan Poe his favorite poet. Eager to
follow a childhood hero who had received a scholarship to Columbia University,
Ginsberg made a vow that if he got into the school he would devote his life to
helping the working class, a cause he took seriously over the course of the next

several years.

He was admitted to Columbia University, and as a student there in the 1940s, he began close
friendships with William S. Burroughs, Neal Cassady, and Jack Kerouac, all of whom later became
leading figures of the Beat movement. The group led Ginsberg to a “New Vision,” which he defined in his
journal: “Since art is merely and ultimately self-expressive, we conclude that the fullest art, the most
individual, uninfluenced, unrepressed, uninhibited expression of art is true expression and the true art.”

Around this time, Ginsberg also had what he referred to as his “Blake vision,” an auditory
hallucination of William Blake reading his poems “Ah Sunflower,” “The Sick Rose,” and “Little Girl Lost.”
Ginsberg noted the occurrence several times as a pivotal moment for him in his comprehension of the
universe, affecting fundamental beliefs about his life and his work. While Ginsberg claimed that no drugs
were involved, he later stated that he used various drugs in an attempt to recapture the feelings inspired by
the vision.

In 1954, Ginsberg moved to San Francisco. His mentor, William Carlos Williams, introduced him
to key figures in the San Francisco poetry scene, including Kenneth Rexroth. He also met Michael McClure,
who handed off the duties of curating a reading for the newly-established “6” Gallery. With the help of
Rexroth, the result was “The ‘6’ Gallery Reading” which took place on October 7, 1955. The event has
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been hailed as the birth of the Beat Generation, in no small part because it was also the first public
reading of Ginsberg’s “Howl,” a poem which garnered world-wide attention for him and the poets he
associated with:

I saw the best minds of my generation destroyed by madness, starving

hysterical naked,

dragging themselves through the negro streets at dawn looking for an angry

fix,

angelheaded hipsters burning for the ancient heavenly connection to the

starry dynamo in the machinery of night...

In response to Ginsberg’s reading, McClure wrote: “Ginsberg read on to the end of the poem, which
left us standing in wonder, or cheering and wondering, but knowing at the deepest level that a barrier had
been broken, that a human voice and body had been hurled against the harsh wall of America...”

Shortly after Howl and Other Poems was published in 1956 by City Lights Bookstore, it was banned
for obscenity. The work overcame censorship trials, however, and became one of the most widely read
poems of the century, translated into more than twenty-two languages.

In the 1960s and 70s, Ginsberg studied under gurus and Zen masters. As the leading icon of the
Beats, Ginsberg was involved in countless political activities, including protests against the Vietnam War,
and he spoke openly about issues that concerned him, such as free speech and gay rights agendas.

Ginsberg went on publish numerous collections of poetry, including Kaddish and Other Poems
(1961), Planet News (1968), and The Fall of America: Poems of These States (1973), which won the
National Book Award.

In 1993, Ginsberg received the Chevalier des Arts et des Lettres (the Order of Arts and Letters) from
the French Minister of Culture. He also co-founded and directed the Jack Kerouac School of Disembodied
Poetics at the Naropa Institute in Colorado. In his later years, Ginsberg became a Distinguished Professor at
Brooklyn College.

On April 5, 1997, in New York City, he died from complications of hepatitis.

Selected Bibliography

Howl and Other Poems (1956), Kaddish and Other Poems (1961), Reality Sandwiches (1963), The
Yage Letters (with William S. Burroughs, 1963), Planet News (1968), The Fall of America: Poems of These
States (1973), Iron Horse (1972), Cosmopolitan Greetings Poems: 1986-1993 (1994), Death and Fame:
Poems 1993-1997 (1999).

6. Rock-poetry as a cultural phenomenon.

Rock is a form of popular music with a prominent vocal melody accompanied by guitar, drums, and
often bass. Many styles of rock music also use keyboard instruments such as organ, piano, or synthesizers.
Rock music usually has a strong back beat, and usually revolves around the electric guitar.

Rock music has its roots in 1950s-era rock and roll and rockabilly. In the late 1960s, rock music was
blended with folk music to create folk rock, and with jazz, to create jazz-rock fusion. In the 1970s, rock
incorporated influences from soul, funk, and Latin music. In the 1970s, rock developed a number of
subgenres, such as soft rock, blues rock, heavy metal-style rock, progressive rock, art rock, techno-rock,
synth-rock and punk rock. Rock subgenres from the 1980s included hard rock, Indie-rock and alternative
rock. In the 1990s, rock subgenres included grunge-style rock, Britpop, and Indie rock.

So a term like “Rock” is impossibly vague; it denotes, if anything, something historical rather than
aesthetic.

Rock poetry means the rock lyrics, which is usually characterized by certain rhythm and
countercultural ideas. Like other kinds of poetry it deals with poetic devices:

Playing with the SOUNDS of words

Rhyme: word endings that sound alike including at least the final vowel sound.
Ex. Time, slime, mime.

Rhythm: a regular pattern of accented syllables.

Ex. i THOUGHT i SAW a PUSsyCAT.

Repetition: The recurrence of words and phrases for effect.

Ex. I was so so so so glad.

Alliteration: repeated consonant sounds at the beginning of words.
Ex. Fast and furious.

Assonance: repeated vowel sounds.

Ex. He’s a bruisin’ loser.

Onomatopoeia: words that sound like their meanings.
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Ex. Swoosh, Zip, Gurgle.
Playing with the MEANINGS of words
Simile: a comparison using “like” or “as.”
Ex. He’s as dumb as an ox.
Metaphor: a direct comparison.
Ex. He’s an zero.
Personification: Treating a non-human thing with human characteristics.
Ex. The days crept by slowly, sorrowfully.
Hyperbole: Exaggeration used for effect.
Ex. He weighs a ton.
Metonymy: Substituting one word or phrase for another that is closely related.
Ex. The White House stated today that...
Synecdoche: A part represents the whole.
Ex. The football player is hanging up his spikes.
Symbol: an object that represents something else.
Ex. A small cross by the dangerous curve on the road reminded all of Johnny’s death.
Contrast: closely arranging things with strikingly different characteristics
Ex. He was dark, sinister, and cruel; she was radiant, pleasant, and kind.
Paradox: a seeming contradiction.
Ex. The faster | go the behinder I get.
Irony: something said that is opposite its intended meaning.
Ex. Wow, thanks for expensive gift...let’s see: did it come with a Fun Meal or the Burger King equivalent?
Playing with the IMAGES of words
Imagery: the use of vivid language to generate ideas and/or evoke emotion via the five senses.
Examples:
e Sight: Smoked mysteriously puffed out from the clown’s ears.
e Sound: Tom placed his ear tightly against the wall; he could hear a faint but distinct thump thump
thump.
e Touch: The burlap wall covering scraped against the little boy’s cheek.
e Taste: A salty tear ran across onto her lips.
e Smell: Cinnamon! That’s what wafted into his nostrils.

7. Bob Dylan’s life and lyrics. The analysis of Like a Rolling Stone.

The songwriter who seems to sound most like a poet is Bob Dylan.

Bob Dylan (born Robert Allen Zimmerman, May 24, 1941) is a
Pulitzer, Grammy, Golden Globe and Academy Award-winning Jewish-
| American singer-songwriter, author, musician, and poet who has been a major
figure in popular music for five decades. Much of Dylan’s most notable work
dates from the 1960s, when he became an informal documentarian and reluctant
figurehead of American unrest. Some of his songs, such as “Blowin’ in the
Wind” and “The Times They Are a-Changin’”, became anthems of the anti-war
and civil rights movements. After a lifetime of writing, recording, and
performing, Dylan’s latest record — his 33rd studio album — Together Through
Life was released on April 28, 2009. The album reached the number one spot on
both the Billboard 200 chart of top selling albums.

Dylan’s early lyrics incorporated politics, social commentary, philosophy and literary influences,
defying existing pop music conventions and appealing widely to the counterculture of the time. While
expanding and personalizing musical styles, he has shown steadfast devotion to many traditions of American
song, from folk and country/blues to rock and roll and rockabilly, to English, Scottish and Irish folk music,
even jazz, swing, Broadway, and gospel.

Dylan performs with the guitar, keyboard and harmonica. Backed by a changing lineup of musicians,
he has toured steadily since the late 1980s on what has been dubbed the “Never Ending Tour”. He has also
performed alongside other major artists, such as Willie Nelson, Paul Simon, The Grateful Dead, Tom Petty,
Bruce Springsteen, The Rolling Stones, Patti Smith, Jack White, Merle Haggard, Neil Young, Johnny Cash,
George Harrison, Ringo Starr and Eric Clapton. Although his contributions as a performer and recording
artist have been central to his career, his songwriting is generally held as his highest accomplishment.
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Dylan was listed as one of TIME Magazine’s 100 most influential people of the 20th century. In
2004, Bob Dylan was ranked #2 in Rolling Stone Magazine’s 100 Greatest Artists of All Time, second to The
Beatles. He has also been nominated several times for the Nobel Prize in Literature.

Born in Duluth, Minnesota, Bob Dylan was raised there and in Hibbing, Minnesota, on the Mesabi
Iron Range northwest of Lake Superior. His grandparents were Jewish immigrants from present-day Turkey
and Russia. His parents, Abraham Zimmerman and Beatrice Stone (Beatty), were part of the area’s small but
close-knit Jewish community. Zimmerman lived in Duluth until age seven. When his father was stricken
with polio, the family returned to nearby Hibbing, where Zimmerman spent the rest of his childhood.

Zimmerman spent much of his youth listening to the radio — first to the powerful blues and country
stations broadcasting from Shreveport and, later, to early rock and roll. He formed several bands in high
school.

Zimmerman enrolled at the University of Minnesota in September 1959 and moved to Minneapolis.
His early focus on rock and roll gave way to an interest in American folk music, typically performed with an
acoustic guitar.

Dylan quit college at the end of his freshman year. He stayed in Minneapolis, working the folk
circuit there with temporary journeys in Denver, Colorado, Madison, Wisconsin, and Chicago, Illinois. In
January 1961, he headed for New York City to perform and to visit his ailing musical idol Woody Guthrie in
a New Jersey hospital. Guthrie had been a revelation to Dylan and was the biggest influence on his early
performances. Dylan would later say of Guthrie’s work, ““You could listen to his songs and actually learn
how to live.” In the hospital room, Dylan also met Woody’s old road-buddy Ramblin’ Jack Elliott visiting
Guthrie the day after returning from his trip to Europe. He and Elliott became friends, and much of Guthrie’s
repertoire was actually channeled through Elliott. Dylan paid tribute to Elliott in Chronicles (2005).

After initially playing mostly in small “basket” clubs for little pay, Dylan gained some public
recognition after a positive review in The New York Times by critic Robert Shelton. Shelton’s review and
word-of-mouth around Greenwich Village led to legendary music business figure John Hammond’s signing
Dylan to Columbia Records that October. His performances, like those on his first Columbia album Bob
Dylan (1962), consisted of familiar folk, blues and gospel material combined with some of his own songs.
As Dylan continued to record for Columbia, he recorded more than a dozen songs for Broadside Magazine, a
folk music magazine and record label, under the pseudonym Blind Boy Grunt. In August 1962, he went to
the Supreme Court building in New York and changed his name to Robert Dylan.

By the time Dylan’s next record, The Freewheelin’ Bob Dylan, was released in 1963, he had begun
to make his name as both a singer and a songwriter.

His most famous song of the time, “Blowin’ in the Wind”, partially derived its melody from the
traditional slave song “No More Auction Block”, and coupled this to Dylan’s lyrics questioning the social
and political status quo. The song was widely recorded and became an international hit for Peter, Paul and
Mary, setting a precedent for other artists. While Dylan’s topical songs solidified his early reputation,
Freewheelin‘also included a mixture of love songs and jokey, surreal talking blues. Humor was a large part
of Dylan’s persona, and the range of material on the album impressed many listeners including the Beatles.
George Harrison said, “We just played it, just wore it out. The content of the song lyrics and just the attitude
— it was incredibly original and wonderful.”

The single “Like a Rolling Stone” was a U.S. and UK hit; at over six minutes, it helped to expand
the limits of songs played on hit radio. In 2004, Rolling Stone listed it at number one on its list of the 500
greatest songs of all time. Its signature sound — with a full, jangling band and an organ riff — characterized
his 1965 album, Highway 61 Revisited. Titled after the road that led from Dylan’s native Minnesota to the
musical hotbed of New Orleans, the songs passed stylistically through the birthplace of blues, the Mississippi
Delta, and referenced any number of blues songs. For example, Mississippi Fred McDowell’s “61 Highway”.
The songs were in the same vein as the hit single, surreal litanies of the grotesque flavored by Mike
Bloomfield’s blues guitar, a rhythm section and Dylan’s obvious enjoyment of the sessions. The closing
song, “Desolation Row”, is an apocalyptic vision with references to many figures of Western culture.

“Like A Rolling Stone” is not only one of the most popular rock songs of all time, it is also one of
those whose appeal is the most mysterious. Whereas it is easy to see how other Dylan songs became anthems
for a generation — songs like “Blowin’ in the Wind,” “The Times They Are A-Changing” and “Mr.
Tambourine Man” — it is harder to see how this song attained such a broad and enthusiastic audience. A song
like “Blowin’ In The Wind” appealed to the masses by asking a series of pointed moral questions and then
explicitly saying that the questions are unanswerable. But the climactic line of this song is itself an
unanswerable question, and one with less obvious relevance: “How does it feel ... to be ... like a Rolling
Stone?” What on earth was going on here, and why did people get so excited by it?
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As we will see, the greatness of the song lies in the intricacy of its working, the way so many parts
come together to make a cohesive, compelling and unique whole. The challenge in describing the recording
is to look at it piece by piece and yet still be able to put it back together at the end and see it work. Let’s take
it a step at a time.

A good place to start is in the relationship of the words to the music. A criticism leveled at much of
rock, and at Dylan in particular as he began making rock music rather than folk, was that the words were
hard to hear. Certainly in much of rock music this was true, and intentional: foreground and background
merged, the words and vocals became part of the mix, part of a “wall of sound” in some cases.

But in this recording, that usual criticism does not apply. It is not that the music is not full and loud:
organ, piano, electric guitar and bass, drums, and tambourine are all working together, making for a complex
musical tapestry. But all this music never overwhelms the vocals. As a matter of fact, they simply form a rich
background, with Dylan’s vocals clearly in the foreground, every word and nasal intonation clearly etched
and standing out in sharp relief from the instruments. This will mean more to us as we come to understand
more of the song, but for now let’s just take this to mean that the words are important, and need to be
understood.

So with that thought in mind, let’s look at the lyrics and see what they have to say. (Note that I’ve
broken the verses into short lines at times to make it easier to see the rhyming scheme — more on this later.)

Once upon a time

You dressed so fine,

You threw the bums a dime,

In your prime,

Didn 't you?
People’d call,

Say, “Beware doll,

You're bound to fall.”

You thought they were all

Kiddin’ you.

You used to laugh about
Everybody that was hangin’ out.
Now you don'’t

talk so loud.
Now you don'’t
seem so proud

About having to be scrounging

for your next meal.

How does it feel?

How does it feel,

To be without a home,

Like a complete unknown

Like a rolling stone?

You 've gone to the finest school

All right, Miss Lonely,

But you know you only

Used to get

Juiced in it.

And nobody has ever taught you

How to live on the street

And now you find out

You re gonna have to get

Used to it.

You said you’d never compromise

With the mystery tramp, but now you realize

He’s not selling any alibis,

As you stare into the vacuum of his eyes

And ask him do you want to

Make a deal?
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How does it feel?
How does it feel
To be on your own,
With no direction home,
Like a complete unknown
Like a rolling stone?
You never turned around
To see the frowns
On the jugglers and the clowns
When they all come down
And did tricks for you.
You never understood
That it ain’t no good,
You shouldn’t let
Other people get
Your kicks for you.
You used to ride on the chrome horse with your diplomat,
Who carried on his shoulder a Siamese cat.
Ain’t it hard when you discover that
He really wasn 't where it’s at,
After he took from you everything
He could steal?
How does it feel?
How does it feel,
To be on your own,
With no direction home,
Like a complete unknown,
Like a rolling stone?
Princess on the steeple
And all the pretty people,
They ’re drinkin’, thinkin’
That they
Got it made.
Exchanging all
Precious gifts,
But you 'd better
Take your diamond ring, you’d better
Pawn it, babe.
You used to be so amused
At Napoleon in rags and the language that he used.
Go to him now, he calls you, you can 't refuse.
When you ain 't got nothing, you got nothing to lose.
You re invisible now, you got no secrets
To conceal.
How does it feel?
How does it feel,
To be on your own,
With no direction home,
Like a complete unknown,
Like a rolling stone?

At first glance, the song seems to be about class division. The woman addressed by the singer is

clearly from the upper class, having gone to the finest schools, consorted with diplomats, and exchanged
precious gifts with friends and family. At the other end of the spectrum, we have the “mystery tramp” and
“Napoleon in rags.” The dramatic movement in the song, at this level, is simple: some event has caused the
woman to fall from grace, to be cast out from the upper social circles, and to have joined the ranks of those

who have no material possessions.
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There is more going on here, though. The words are also about illusion and understanding, deception
and truth. The song repeatedly describes ways in which the woman failed to see what was really going on
around her. She never saw the frowns on the jugglers and the clowns, thought that people were joking when
they said she was riding for a fall, failed to realize that the diplomat was using her, and so on.

It’s worth noting how quickly and deftly Dylan introduces all of this. The first line encapsulates the
class issue and tells us of the woman’s fall: “Once upon a time, you dressed so fine, threw the bums a dime,
in your prime, didn’t you?” The second line then tells us how blind the woman was to what was going on
around her: “People used to call, say ‘Beware, doll, you're bound to fall,” you thought they were all kidding
you.”

It is instructional to compare this song to a couple of similar ones written about the same time:
“Positively Fourth Street” and “Ballad of a Thin Man”. The former is about someone who claims to be a
friend of the singer’s, and concludes with the most biting put-down in all of rock: “Yes | wish, that for just
one time, you could stand inside my shoes. Then you’d know what a drag it is to see you!” Similarly, the
latter talks about someone who is clueless, each chorus ending with the line, “Because something is
happening here, but you don’t know what it is, do you, Mr. Jones?”

In all three of these songs, Dylan the singer is directly addressing an individual who has been
unaware, unenlightened. What makes “Like A Rolling Stone” different from the other two, and more
interesting, is that it is more than just a character sketch, more than just a scathing commentary; in this song,
there is dramatic movement: the woman who has been unaware has experienced a fall, and from that
experience, has an opportunity to change, to learn, to grow. And, brilliantly, each verse describes one more
experience from which the subject might learn, takes the subject to the brink of enlightenment, asks the key
guestions whose answers would provide resolution, then... stops, begins again, and repeats the process.

Now let’s turn next to the structure of the song. Let’s start with just the first four mini-lines, as
shown above.

Once upon a time

You dressed so fine,

You threw the bums a dime,

In your prime,

The short line length, the fairy-tale opening, the simple words and images, the straightforward aaaa
repeating rhyme — all these elements work together to create the feeling of a children’s song, of a child’s
world. “Little miss Muffet / Sat on a Tuffet / Eating her curds and whey” uses similar devices to similar
effect, for example. In conjunction with the themes we have discussed, these devices suggest that the woman
in our story started her adventure with a certain childish, simplistic approach to life, apparently thinking that
everything around her was placed there solely for her own amusement.

But then Dylan does something really interesting. The first extended line, or verse, or whatever we
call it — the first sentence, certainly — is not yet finished. The singer pauses, and then tosses off the following
question.

Didn 't you?

What is this? A fifth line that doesn’t rhyme with any of the first four, yet is clearly part of this first
sentence. Do you see what Dylan is doing? He is using the very structure of the song to let us know, to let the
woman know, that there is more going on, more to the song, and more to life, than this simple children’s
world. The words are about illusion and reality, deception and truth. But the lines, verses and rhymes are also
playing with these same ideas, first making us think that this is a simple children’s song, then showing us a
larger world of which this childish beginning is no more than a piece.

The next extended line uses the same structure.

Peopled call,

Say, “Beware doll,

You 're bound to fall.”

You thought they were all

Kiddin’ you.

But note that, by pairing these two similar verses, and ending that hanging fifth line with the same
rhyme in both (the same word, in this case), he is at the same time building a larger structure, a richer
pattern. So now we can see that the longer rhyming scheme is aaaab cccch. Thematically, the effect is in
concert with the words: the gradual revelation of a larger, more complex world than the one we started with.

Let’s see what comes next.

You used to laugh about

Everybody that was hangin’ out.
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Now you don'’t
talk so loud.

Now you don'’t
seem so proud

About having to be scrounging

for your next meal.

This is a different melody now, and a different verse structure. The rhyming pattern is now ddeefg.
Again, though, Dylan employs the same device, ending the line/verse/sentence with an unmatched rhyme,
leaving us hanging, waiting for closure, wondering how the pattern completes itself.

Now, finally, we hit the chorus.

How does it feel?

How does it feel,

To be without a home,

Like a complete unknown

Like a rolling stone?

Do you see what happened there? “How does it feel” is repeated. The first occurrence rhymes with
the last line of the preceding verse, “For your next meal,” and also rthymes with the second “How does it
feel”. So we end up with a 5-line chorus, with the last three lines rhyming, finally leaving us with no
unfinished business, no unrhymed lines. The whole, intricate pattern, one line dovetailing with the next, has
now been revealed. And it is nothing like what we started with, nothing like a simple children’s song. Look
at the whole rhyming scheme: aaaab ccccb ddeefg gghhh.

And so, of course, having just created one of the most interesting, powerful and unusual verse/chorus
structures in all of rock, Dylan proceeds to get maximum value for it: he repeats it three more times, with
different words, all reinforcing and building on the same story, the same themes, his only variation being
minor deviations from the strict aaaa rhyming scheme of the first two lines.

[The analysis of “Like A Rolling Stone” is taken from the web book
by Herb Bowie “Reason to Rock: Rock Music as Art Form™].

8. The life and poetry of Jim Morrison. The main ideas of People
Are Strange.

James Douglas Morrison (1943-1971) was an American singer,
songwriter, writer, and poet. He was best known as the lead singer and lyricist
No of the popular American rock band The Doors, and is considered to be one of
\\ “ 'f;‘ the most charismatic frontmen in the history of rock music. He was also an

(Y = author of several poetry books, a documentary, short film, and three early
\“ s music videos (“The Unknown Soldier”, “Moonlight Drive”, and “People are
, Strange”). Morrison’s death at the age of 27 in Paris stunned his fans; the
circumstances of his death and secret burial have been the subject of endless
rumours and play a significant part in the mystique that continues to surround him.

Of Scottish and Irish ancestry, Morrison was the son of Admiral George Stephen Morrison and Clara
Clarke Morrison, who met in Hawaii in 1941 where Steve Morrison, then an ensign, was stationed.

Morrison was born in Melbourne, Florida, some two years after his parents met. Six months later,
Clara Morrison moved to Clearwater, Florida along with her infant son to live with her in-laws (Paul and
Caroline Morrison) while her husband returned to the Pacific front for the duration of World War I1.

According to Morrison, one of the most important events of his life occurred when he was a child in
1949, during a family road trip in New Mexico, when he and his parents and grandmother came across the
scene of an accident in the desert. As he recites in the spoken-word bridge of his song “Peace Frog” and
“The Ghost Song”:

“Indians scattered on dawn’s highway bleeding

Ghosts crowd the young child s fragile egg-shell mind.”

Morrison said that he realized the Indians were bleeding to death, and that he was afraid. He came to
believe that the souls of the newly-dead Indians were running around, “freaked out,” and that one had leaped
into him.

Morrison graduated from George Washington High School (now George Washington Middle
School) in Alexandria, Virginia in June 1961. His father was transferred to Southern California that August.
Morrison was sent to live with his paternal grandparents in Clearwater, Florida, where he attended classes at
St. Petersburg Junior College.
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He later transferred to Florida State University (1962—1963), which afforded a favorable tuition but
was still too far away for a reasonable commute. Morrison thus moved close to the Florida State University
(FSU) campus where, for a time, he was a roommate of George Greer, who later became a judge known for
his involvement in the Terri Schiavo case, and appeared in a school recruitment film.

In January 1964, urged on by an FSU professor, Morrison headed for Los Angeles, California where
he completed his undergraduate degree in UCLA’s film school, the Theater Arts department of the College
of Fine Arts in 1965. Jim made two films while attending UCLA. The first one entitled “First Love” is
finally released to the public, unedited at the end of the documentary about the film called “Obscura.”

The Doors (Jim Morrison, Ray Manzarek, Robby Krieger and John Densmore).

The Doors’ sound was a significant innovation, dominated by Morrison’s wispy, sonorous baritone,
against the interplay of Manzarek’s keyboards, Krieger’s classically influenced flamenco guitar style and
Densmore’s crisp, fluid drumming. The Doors were unique in that there was no bass guitar in the lineup.
Manzarek provided bass lines on his newly-released Fender keyboard bass, a small bass-scale version of the
famous Fender Rhodes electric piano. Although the group did augment their studio recordings with bass
players (including Lonnie Mack), The Doors appeared as a four-piece in concert, apart from occasions when
they were joined by special guests such as John Sebastian.

Lyrically, The Doors broke new ground in rock music, with Morrison’s complex, surrealist, allusive
lyrics exploring themes of sex, mysticism, drugs, murder, madness and death. Although Morrison is known
as the lyricist for the group, Krieger also made significant lyrical contributions, writing or co-writing some of
the group’s biggest hits, including “Light My Fire”, “Love Me Two Times” and “Touch Me.”

By the release of their second album, Strange Days, The Doors had become one of the most popular
rock bands in the United States. Their blend of blues and rock tinged with psychedelia had never before been
heard.

Even though Morrison was a well-known singer and lyricist, he encountered difficulty when
searching for a publisher for his poetry. He self-published two slim volumes in 1969, The Lords / Notes on
Vision and The New Creatures. Both works were dedicated to “Pamela Susan” (Courson). These were the
only writings to be published during Morrison’s lifetime.

The Lords consists primarily of brief descriptions of places, people, events and Morrison’s thoughts
on cinema. They often read as short, prose paragraphs strung together by what seems to be little more than
the pages upon which they appear. McClure describes the work as Morrison’s deconstruction of his UCLA
thesis on film. The New Creatures verses are more poetic in structure, feel and appearance. These two books
were later combined into a single volume titled The Lords and The New Creatures.

Much later, two posthumous volumes of poetry were published, both of them selected and arranged
by Morrison’s friend, photographer Frank Lisciandro, and Courson’s parents, who owned the rights to his
poetry. The Lost Writings of Jim Morrison Volume 1 is titled Wilderness, and, upon its release in 1988,
became an instant New York Times best seller. Volume 2, The American Night, released in 1990, was also a
success.

Morrison recorded his own poetry in a professional sound studio on two separate occasions. The first
was in March 1969 in Los Angeles and the second was on December 8, 1970, his 27th birthday. The latter
recording session was attended by personal friends of Morrison and included a variety of sketch pieces.
Some of the tapes from the 1969 session were later used as part of the Doors’ An American Prayer album,
released in 1978. The album reached number 54 on the music charts. The poetry recorded from the
December 1970 session remains unreleased to this day and is in the possession of the Courson family.

Morrison was encouraged in his desire to believe in the value of his poetry by his close friend, and
Beat poet, Michael McClure. McClure would later write the Afterword for Danny Sugerman’s biography of
Morrison in which he laments his friend’s death and his forgotten status as a poet. Danny Sugarman passed
away in January 2005 of lung cancer. McClure and Morrison reportedly collaborated on a number of unmade
film projects, including a film version of McClure’s infamous play The Beard in which Morrison would have
played the role of Billy The Kid.

Morrison moved to Paris in March 1971 with the intention of taking a break from performing and
concentrating on his writing.

He died on July 3, 1971, at age 27. Morrison is buried in the famous Pére Lachaise cemetery in
eastern Paris.

Biographers have consistently pointed to a number of writers and philosophers who influenced
Morrison’s thinking and, perhaps, behavior. Richard Farifia’s 1966 novel Been Down So Long It Looks Like
Up to Me is thought to have inspired the title of the blues song featured on the L.A Woman album. While still
in his teens, Morrison discovered the works of philosopher Friedrich Nietzsche (after Morrison’s death, John
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Densmore opined that the nihilism of “Nietzsche killed Jim”). He was also drawn to the dark poets of the
18th and 19th century, notably the British poet William Blake, and the French poets Charles Baudelaire and
Arthur Rimbaud. Beat Generation writers, such as Jack Kerouac, also had a strong influence on Morrison’s
outlook and manner of expression; Morrison was eager to experience the life described in Kerouac’s On the
Road. He was similarly drawn to the works of the French writer Céline. Céline’s book, Voyage au Bout de la
Nuit (Journey to the End of the Night) and Blake’s Auguries of Innocence both echo through one of
Morrison’s early songs, “End of the Night.” Eventually Morrison got to meet and befriend Michael McClure,
a well known beat poet. McClure had enjoyed Morrison’s lyrics but was even more impressed by his poetry
and encouraged him to further develop his craft.

Other works relating to religion, mysticism, ancient myth and symbolism were of lasting interest,
particularly Joseph Campbell’s The Hero with a Thousand Faces. James Frazer’s The Golden Bough also
became a source of inspiration and is reflected in the title and lyrics of the song “Not to Touch the Earth.”

He apparently borrowed some wording from the King James New Testament. Matthew 7:13-14:
“Wide is the gate, and broad is the way, that leadeth to destruction, and... strait is the gate, and narrow is the
way, which leadeth unto life,” which speaks of death and the afterlife, one of his common themes. Their first
hit single “Break On Through” includes the lines: “Gate is straight, deep and wide — break on through to the
other side.” Though most of “Light My Fire” was written by Krieger, the second verse was written by
Morrison and includes the line “...no time to wallow in the mire,” a wording that could have been borrowed
either from 2 Peter 2:22, which reads: “The dog is turned to his own vomit again; and the sow that was
washed to her wallowing in the mire,” or from Socrates’ deathbed statement, as recorded in Plato’s
“Phaedo”: “...They said that whoever arrives in the underworld uninitiated and unsanctified will wallow in
the mire....”

Morrison was particularly attracted to the myths and religions of Native American cultures. While he
was still in school, his family moved to New Mexico where he got to see some of the places and artifacts
important to the Southwest Indigenous cultures. These interests appear to be the source of many references to
creatures and places, such as lizards, snakes, deserts and “ancient lakes” that appear in his songs and poetry.
His interpretation of the practices of a Native American “shaman” were worked into some of Morrison’s
stage routine, notably in his interpretation of the Ghost Dance, and a song on his later poetry album, The
Ghost Song. The song Wild Child was also inspired by Native American rhythm and ritual, but often
interpreted to be about one of Morrison’s literary influences, Arthur Rimbaud.

Morrison remains one of the most popular and influential singers/writers in rock history, as The
Doors’ catalog has become a staple of classic rock radio stations. To this day, he is widely regarded as the
prototypical rock star: surly, sexy, scandalous and mysterious. The leather pants he was fond of wearing both
onstage and off have since become stereotyped as rock star apparel.

Morrison’s poetry

e The Lords and The New Creatures (1969). 1985 edition.

e An American Prayer (1970) privately printed by Western Lithographers, and an unauthorized
version American Prayer in 1983 by now-defunct Zeppelin Publishing Company. (caution: the
authenticity of the unauthorized edition has been disputed).

e Wilderness: The Lost Writings Of Jim Morrison (1988). 1990 edition.

e The American Night: The Writings of Jim Morrison (1990). 1991 edition.

Seminar 6
James Baldwin’s Sonny’s Blues
Plan

James Baldwin’s biography and major works.

The plot overview.

The socio-historical setting of Sonny’s Blues and characterization of brothers within that context.
The characterization (pay attention to the language of the characters).

The imagery.

The themes.

ogkrwhE
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Literature and Resources

1. Fleischmann Ann, Jones Andy. Lecture on Sonny’s Blues / Anne Fleischmann and Andy Jones. —
Online at : cai.ucdavis.edu/uccp/sblecture.html.

2. James Baldwin. — Online at : en.wikipedia.org/wiki/James_Baldwin_(writer).

3. James Baldwin — Online at : www.kirjasto.sci.fi/jbaldwin.htm.

Text.
James Baldwin. Sonny’s Blues.

I read about it in the paper, in the subway, on my way to work. I read it, and I couldn’t believe it, and
| read it again. Then perhaps | just stared at it, at the newsprint spelling out his name, spelling out the story. |
stared at it in the swinging lights of the subway car, and in the faces and bodies of the people, and in my own
face, trapped in the darkness which roared outside.

It was not to be believed and | kept telling myself that, as | walked from the subway station to the
high school. And at the same time | couldn’t doubt it. | was scared, scared for Sonny. He became real to me
again. A great block of ice got settled in my belly and kept melting there slowly all day long, while | taught
my classes algebra. It was a special kind of ice. It kept melting, sending trickles of ice water all up and down
my veins, but it never got less. Sometimes it hardened and seemed to expand until | felt my guts were going
to come spilling out or that | was going to choke or scream. This would always be at a moment when | was
remembering some specific thing Sonny had once said or done.

When he was about as old as the boys in my classes his face had been bright and open, there was a
lot of copper in it; and he’d had wonderfully direct brown eyes, and great gentleness and privacy. | wondered
what he looked like now. He had been picked up, the evening before, in a raid on an apartment down-town,
for peddling and using heroin. I couldn’t believe it: but what I mean by that is that I couldn’t find any room
for it anywhere inside me. | had kept it outside me for a long time. | hadn’t wanted to know. | had had
suspicions, but | didn’t name them, | kept putting them away. | told myself that Sonny was wild, but he
wasn’t crazy. And he’d always been a good boy, he hadn’t ever turned hard or evil or disrespectful, the way
Kids can, so quick, so quick, especially in Harlem. I didn’t want to believe that I’d ever see my brother going
down, coming to nothing, all that light in his face gone out, in the condition 1’d already seen so many others.
Yet it had happened and here | was, talking about algebra to a lot of boys who might, every one of them for
all 1 knew, be popping off needles every time they went to the head. Maybe it did more for them than algebra
could.

I was sure that the first time Sonny had ever had horse; he couldn’t have been much older than these
boys were now. These boys, now, were living as we’d been living then, they were growing up with a rush
and their heads bumped abruptly against the low ceiling of their actual possibilities. They were filled with
rage. All they really knew were two darknesses, the darkness of their lives, which was now closing in on
them, and the darkness of the movies, which had blinded them to that other darkness, and in which they now,
vindictively, dreamed, at once more together than they were at any other time, and more alone.

When the last bell rang, the last class ended, I let out my breath. It seemed 1’d been holding it for all
that time. My clothes were wet — | may have looked as though I’d been sitting in a steam bath, all dressed up,
all afternoon. | sat alone in the classroom a long time. I listened to the boys outside, downstairs, shouting and
cursing and laughing. Their laughter struck me for perhaps the first time. It was not the joyous laughter
which — God knows why — one associates with children. It was mocking and insular, its intent was to
denigrate. It was disenchanted, and in this, also, lay the authority of their curses. Perhaps I was listening to
them because | was thinking about my brother and in them I heard my brother. And myself.

One boy was whistling a tune, at once very complicated and very simple, it seemed to be pouring out
of him as though he were a bird, and it sounded very cool and moving through all that harsh, bright air, only
just holding its own through all those other sounds.

I stood up and walked over to the window and looked down into the court-yard. It was the beginning
of the spring and the sap was rising in the boys. A teacher passed through them every now and again,
quickly, as though he or she couldn’t wait to get out of that courtyard, to get those boys out of their sight and
off their minds. I started collecting my stuff. I thought I’d better get home and talk to Isabel.

The courtyard was almost deserted by the time | got downstairs. | saw this boy standing in the
shadow of a doorway, looking just like Sonny. | almost called his name. Then | saw that it wasn’t Sonny, but
somebody we used to know, a boy from around our block. He’d been Sonny’s friend. He’d never been mine,
having been too young for me, and, anyway, I’d never liked him. And now, even though he was a grown-up
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man, he still hung around that block, still spent hours on the street corners, was always high and raggy. |
used to run into him from time to time and he’d often work around to asking me for a quarter or fifty cents.
He always had some real good excuse, too, and | always gave it to him. | don’t know why.

But now, abruptly, | hated him. I couldn’t stand the way he looked at me, partly like a dog, partly
like a cunning child. I wanted to ask him what the hell he was doing in the school courtyard.

He sort of shuffled over to me, and he said, “I see you got the papers. So you already know about it.”

“You mean about Sonny? Yes, | already know about it. How come they didn’t get you?”

He grinned. It made him repulsive and it also brought to mind what he’d looked like as a kid.

“l wasn’t there. | stay away from them people.”

“Good for you.” | offered him a cigarette and | watched him through the smoke. “You come all the
way down here just to tell me about Sonny?”

“That’s right.” He was sort of shaking his head and his eyes looked strange, as though they were
about to cross. The bright sun deadened his damp dark brown skin and it made his eyes look yellow and
showed up the dirt in his kinked hair. He smelled funky. I moved a little away from him and | said, “Well,
thanks. But I already know about it and | got to get home.”

“I’Il walk you a little ways,” he said. We started walking. There were a couple of lads still loitering
in the courtyard and one of them said goodnight to me and looked strangely at the boy beside me.

“What’re you going to do?” he asked me. “I mean, about Sonny?”

“Look. | haven’t seen Sonny for over a year, I’m not sure I'm going to do anything. Anyway, what
the hell can | do?”

“That’s right,” he said quickly, “ain’t nothing you can do. Can’t much help old Sonny no more, |
guess.”

It was what | was thinking and so it seemed to me he had no right to say it.

“I’m surprised at Sonny, though,” he went on — he had a funny way of talking, he looked straight
ahead as though he were talking to himself — “I thought Sonny was a smart boy, | thought he was too smart
to get hung.”

“I guess he thought so too,” I said sharply, “and that’s how he got hung. And how about you? You’re
pretty goddamn smart, | bet.”

Then he looked directly at me, just for a minute. “I ain’t smart,” he said. “If | was smart, I’d have
reached for a pistol a long time ago.”

“Look. Don’t tell me your sad story, if it was up to me, 1’d give you one.” Then | felt guiltyguilty,
probably, for never having supposed that the poor bastard had a story of his own, much less a sad one, and |
asked, quickly, “What’s going to happen to him now?”

He didn’t answer this. He was off by himself some place.

“Funny thing,” he said, and from his tone we might have been discussing the quickest way to get to
Brooklyn, “when | saw the papers this morning, the first thing | asked myself was if | had anything to do
with it. | felt sort of responsible.”

I began to listen more carefully. The subway station was on the corner, just before us, and | stopped.
He stopped, too. We were in front of a bar and he ducked slightly, peering in, but whoever he was looking
for didn’t seem to be there. The juke box was blasting away with something black and bouncy and | half
watched the barmaid as she danced her way from the juke box to her place behind the bar. And | watched her
face as she laughingly responded to something someone said to her, still keeping time to the music. When
she smiled one saw the little girl, one sensed the doomed, still-struggling woman beneath the battered face of
the semi-whore.

“I never give Sonny nothing,” the boy said finally, “but a long time ago | come to school high and
Sonny asked me how it felt.” He paused, | couldn’t bear to watch him, | watched the barmaid, and I listened
to the music which seemed to be causing the pavement to shake. “I told him it felt great.” The music stopped,
the barmaid paused and watched the juke box until the music began again. “It did.”

All this was carrying me some place | didn’t want to go. I certainly didn’t want to know how it felt.
It filled everything, the people, the houses, the music, the dark, quicksilver barmaid, with menace; and this
menace was their reality.

“What’s going to happen to him now?” | asked again.

“They’ll send him away some place and they’ll try to cure him.” He shook his head. “Maybe he’ll
even think he’s kicked the habit. Then they’ll let him loose” — he gestured, throwing his cigarette into the
gutter. “That’s all.”

“What do you mean, that’s all?”

But I knew what he meant.
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“lI mean, that’s all.” He turned his head and looked at me, pulling down the corners of his mouth.
“Don’t you know what | mean?” he asked, softly.

“How the hell would I know what you mean?” | almost whispered it, | don’t know why.

“That’s right,” he said to the air, “how would he know what | mean?” He turned toward me again,
patient and calm, and yet | somehow felt him shaking, shaking as though he were going to fall apart. | felt
that ice in my guts again, the dread I’d felt all afternoon; and again | watched the barmaid, moving about the
bar, washing glasses, and singing. “Listen. They’ll let him out and then it’ll just start all over again. That’s
what | mean.”

“You mean-they’ll let him out. And then he’ll just start working his way back in again. You mean
he’ll never kick the habit. Is that what you mean?”

“That’s right,” he said, cheerfully. “You see what | mean.”

“Tell me,” | said at last, “why does he want to die? He must want to die, he’s killing himself, why
does he want to die?”

He looked at me in surprise. He licked his lips. “He don’t want to die. He wants to live. Don’t
nobody want to die, ever.”

Then | wanted to ask him — too many things. He could not have answered, or if he had, | could not
have borne the answers. | started walking. “Well, I guess it’s none of my business.”

“It’s going to be rough on old Sonny,” he said. We reached the subway station. “This is your
station?” he asked. | nodded. I took one step down. “Damn!” he said, suddenly. | looked up at him. He
grinned again. “Damn it if | didn’t leave all my money home. You ain’t got a dollar on you, have you? Just
for a couple of days, is all.”

All at once something inside gave and threatened to come pouring out of me. | didn’t hate him any
more. | felt that in another moment 1’d start crying like a child.

“Sure,” | said. “Don’t sweat.” | looked in my wallet and didn’t have a dollar, | only had a five.

“Here,” | said. “That hold you?”

He didn’t look at it — he didn’t want to look at it. A terrible, closed look came over his face, as
though he were keeping the number on the bill a secret from him and me. “Thanks,” he said, and now he was
dying to see me go. “Don’t worry about Sonny. Maybe I’ll write him or something.”

“Sure,” | said. ““You do that. So long.”

“Be seeing you,” he said. | went on down the steps.

And | didn’t write Sonny or send him anything for a long time. When 1 finally did, it was just after
my little girl died, and he wrote me back a letter which made me feel like a bastard.

Here’s what he said:

Dear brother,

You don’t know how much | needed to hear from you. | wanted to write you many a time but | dug
how much | must have hurt you and so | didn’t write. But now | feel like a man who’s been trying to climb
up out of some deep, real deep and funky hole and just saw the sun up there, outside. | got to get outside.

I can’t tell you much about how I got here. | mean | don’t know how to tell you. | guess | was afraid
of something or | was trying to escape from something and you know | have never been very strong in the
head (smile). I’m glad Mama and Daddy are dead and can’t see what’s happened to their son and | swear if
I’d known what | was doing | would never have hurt you so, you and a lot of other fine people who were
nice to me and who believed in me.

I don’t want you to think it had anything to do with me being a musician. It’s more than that. Or
maybe less than that. | can’t get anything straight in my head down here and | try not to think about what’s
going to happen to me when | get outside again.

Sometime | think I’m going to flip and never get outside and sometime | think I’ll come straight
back. I tell you one thing, though, I’d rather blow my brains out than go through this again. But that’s what
they all say, so they tell me. If I tell you when I’m coming to New York and if you could meet me, | sure
would appreciate it. Give my love to Isabel and the kids and | was sure sorry to hear about little Gracie. |
wish | could be like Mama and say the Lord’s will be done, but I don’t know it seems to me that trouble is
the one thing that never does get stopped and | don’t know what good it does to blame it on the Lord. But
maybe it does some good if you believe it.

Your brother,

Sonny
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Then I kept in constant touch with him and | sent him whatever | could and | went to meet him when
he came back to New York. When | saw him many things | thought | had forgotten came flooding back to
me. This was because | had begun, finally, to wonder about Sonny, about the life that Sonny lived inside.
This life, whatever it was, had made him older and thinner and it had deepened the distant stillness in which
he had always moved. He looked very unlike my baby brother. Yet, when he smiled, when we shook hands,
the baby brother 1’d never known looked out from the depths of his private life, like an animal waiting to be
coaxed into the light.

“How you been keeping?” he asked me.

“All right. And you?”

“Just fine.” He was smiling all over his face. “It’s good to see you again.”

“It’s good to see you.”

The seven years’ difference in our ages lay between us like a chasm: | wondered if these years would
ever operate between us as a bridge. | was remembering, and it made it hard to catch my breath, that | had
been there when he was born; and | had heard the first words he had ever spoken. When he started to walk,
he walked from our mother straight to me. | caught him just before he fell when he took the first steps he
ever took in this world.

“How’s Isabel?”

“Just fine. She’s dying to see you.”

“And the boys?”

“They’re fine, too. They’re anxious to see their uncle.”

“Oh, come on. You know they don’t remember me.”

“Are you Kidding? Of course they remember you.”

He grinned again. We got into a taxi. We had a lot to say to each other, far too much to know how to
begin.

As the taxi began to move, | asked, “You still want to go to India?”

He laughed. “You still remember that. Hell, no. This place is Indian enough for me.”

“It used to belong to them,” | said.

And he laughed again. “They damn sure knew what they were doing when they got rid of it.” Years
ago, when he was around fourteen, he’d been all hipped on the idea of going to India. He read books about
people sitting on rocks, naked, in all kinds of weather, but mostly bad, naturally, and walking barefoot
through hot coals and arriving at wisdom. | used to say that it sounded to me as though they were getting
away from wisdom as fast as they could. I think he sort of looked down on me for that.

“Do you mind,” he asked, “if we have the driver drive alongside the park? On the west side — |
haven’t seen the city in so long.”

“Of course not,” | said. | was afraid that | might sound as though | were humoring him, but | hoped
he wouldn’t take it that way.

So we drove along, between the green of the park and the stony, lifeless elegance of hotels and
apartment buildings, toward the vivid, killing streets of our childhood. These streets hadn’t changed, though
housing projects jutted up out of them now like rocks in the middle of a boiling sea. Most of the houses in
which we had grown up had vanished, as had the stores from which we had stolen, the basements in which
we had first tried sex, the rooftops from which we had hurled tin cans and bricks. But houses exactly like the
houses of our past yet dominated the landscape, boys exactly like the boys we once had been found
themselves smothering in these houses, came down into the streets for light and air and found themselves
encircled by disaster. Some escaped the trap, most didn’t. Those who got out always left something of
themselves behind, as some animals amputate a leg and leave it in the trap. It might be said, perhaps, that I
had escaped, after all, 1 was a school teacher; or that Sonny had, he hadn’t lived in Harlem for years. Yet, as
the cab moved uptown through streets which seemed, with a rush, to darken with dark people, and as |
covertly studied Sonny’s face, it came to me that what we both were seeking through our separate cab
windows was that part of ourselves which had been left behind. It’s always at the hour of trouble and
confrontation that the missing member aches.

We hit 110th Street and started rolling up Lenox Avenue. And I’d known this avenue all my life, but
it seemed to me again, as it had seemed on the day 1’d first heard about Sonny’s trouble, filled with a hidden
menace which was its very breath of life.

“We almost there,” said Sonny.

“Almost.” We were both too nervous to say anything more.

We live in a housing project. It hasn’t been up long. A few days after it was up it seemed
uninhabitably new, now, of course, it’s already rundown. It looks like a parody of the good, clean, faceless
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life — God knows the people who live in it do their best to make it a parody. The beat-looking grass lying
around isn’t enough to make their lives green, the hedges will never hold out the streets, and they know it.
The big windows fool no one, they aren’t big enough to make space out of no space. They don’t bother with
the windows, they watch the TV screen instead. The playground is most popular with the children who don’t
play at jacks, or skip rope, or roller skate, or swing, and they can be found in it after dark. We moved in
partly because it’s not too far from where | teach, and partly for the kids; but it’s really just like the houses in
which Sonny and | grew up. The same things happen, they’ll have the same things to remember. The
moment Sonny and | started into the house | had the feeling that | was simply bringing him back into the
danger he had almost died trying to escape.

Sonny has never been talkative. So | don’t know why | was sure he’d be dying to talk to me when
supper was over the first night. Everything went fine, the oldest boy remembered him, and the youngest boy
liked him, and Sonny had remembered to bring something for each of them; and Isabel, who is really much
nicer than | am, more open and giving, had gone to a lot of trouble about dinner and was genuinely glad to
see him. And she’s always been able to tease Sonny in a way that | haven’t. It was nice to see her face so
vivid again and to hear her laugh and watch her make Sonny laugh. She wasn’t, or, anyway, she didn’t seem
to be, at all uneasy or embarrassed. She chatted as though there were no subject which had to be avoided and
she got Sonny past his first, faint stiffness. And thank God she was there, for | was filled with that icy dread
again. Everything | did seemed awkward to me, and everything | said sounded freighted with hidden
meaning. | was trying to remember everything I’d heard about dope addiction and | couldn’t help watching
Sonny for signs. | wasn’t doing it out of malice. | was trying to find out something about my brother. | was
dying to hear him tell me he was safe.

“Safe!l” my father grunted, whenever Mama suggested trying to move to a neighborhood which
might be safer for children. “Safe, hell! Ain’t no place safe for kids, nor nobody.”

He always went on like this, but he wasn’t, ever, really as bad as he sounded, not even on weekends,
when he got drunk. As a matter of fact, he was always on the lookout for “something a little better,” but he
died before he found it. He died suddenly, during a drunken weekend in the middle of the war, when Sonny
was fifteen. He and Sonny hadn’t ever got on too well. And this was partly because Sonny was the apple of
his father’s eye. It was because he loved Sonny so much and was frightened for him, that he was always
fighting with him. It doesn’t do any good to fight with Sonny. Sonny just moves back, inside himself, where
he can’t be reached. But the principal reason that they never hit it off is that they were so much alike. Daddy
was big and rough and loud-talking, just the opposite of Sonny, but they both had-that same privacy.

Mama tried to tell me something about this, just after Daddy died. | was home on leave from the
army.

This was the last time | ever saw my mother alive. Just the same, this picture gets all mixed up in my
mind with pictures | had other when she was younger. The way | always see her is the way she used to be on
a Sunday afternoon, say, when the old folks were talking after the big Sunday dinner. | always see her
wearing pale blue. She’d be sitting on the sofa. And my father would be sitting in the easy chair, not far from
her. And the living room would be full of church folks and relatives. There they sit, in chairs all around the
living room, and the night is creeping up outside, but nobody knows it yet. You can see the darkness growing
against the windowpanes and you hear the street noises every now and again, or maybe the jangling beat of a
tambourine from one of the churches close by, but it’s real quiet in the room. For a moment nobody’s
talking, but every face looks darkening, like the sky outside. And my mother rocks a little from the waist,
and my father’s eyes are closed. Everyone is looking at something a child can’t see. For a minute they’ve
forgotten the children. Maybe a kid is lying on the rug, half asleep. Maybe somebody’s got a kid in his lap
and is absent-mindedly stroking the lad’s head. Maybe there’s a kid, quiet and big-eyed, curled up in a big
chair in the comer. The silence, the darkness coming, and the darkness in the faces frighten the child
obscurely. He hopes that the hand which strokes his forehead will never stop-will never die. He hopes that
there will never come a time when the old folks won’t be sitting around the living room, talking about where
they’ve come from, and what they’ve seen, and what’s happened to them and their kinfolk.

But something deep and watchful in the child knows that this is bound to end, is already ending. In a
moment someone will get up and turn on the light. Then the old folks will remember the children and they
won’t talk any more that day. And when light fills the room, the child is filled with darkness. He knows that
every time this happens he’s moved just a little closer to that darkness outside. The darkness outside is what
the old folks have been talking about. It’s what they’ve come from. It’s what they endure. The child knows
that they won’t talk any more because if he knows too much about what’s happened to them, he’ll know too
much too soon, about what’s going to happen to him.
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The last time | talked to my mother, | remember | was restless. | wanted to get out and see Isabel.
We weren’t married then and we had a lot to straighten out between us.

There Mama sat, in black, by the window. She was humming an old church song. Lord, you brought
me from a long ways off. Sonny was out somewhere. Mama kept watching the streets.

“l don’t know,” she said, “if I’ll ever see you again, after you go off from here. But | hope you’ll
remember the things | tried to teach you.”

“Don’t talk like that,” I said, and smiled. “You’ll be here a long time yet.”

She smiled, too, but she said nothing. She was quiet for a long time. And | said, “Mama, don’t you
worry about nothing. I’ll be writing all the time, and you be getting the checks...”

“l want to talk to you about your brother,” she said, suddenly. “If anything happens to me he ain’t
going to have nobody to look out for him.”

“Mama,” | said, “ain’t nothing going to happen to you or Sonny. Sonny’s all right. He’s a good boy
and he’s got good sense.”

“It ain’t a question of his being a good boy,” Mama said, “nor of his having good sense. It ain’t only
the bad ones, nor yet the dumb ones that gets sucked under.” She stopped, looking at me. ““Your Daddy once
had a brother,” she said, and she smiled in a way that made me feel she was in pain. “You didn’t never know
that, did you?”

“No,” | said, “I never knew that,” and | watched her face.

“Oh, yes,” she said, “your Daddy had a brother.” She looked out of the window again. “l know you
never saw your Daddy cry. But I did — many a time, through all these years.”

I asked her, “What happened to his brother? How come nobody’s ever talked about him?”

This was the first time | ever saw my mother look old.

“His brother got killed,” she said, “when he was just a little younger than you are now. | knew him.
He was a fine boy. He was maybe a little full of the devil, but he didn’t mean nobody no harm.”

Then she stopped and the room was silent, exactly as it had sometimes been on those Sunday
afternoons. Mama kept looking out into the streets.

“He used to have a job in the mill,” she said, “and, like all young folks, he just liked to perform on
Saturday nights. Saturday nights, him and your father would drift around to different places, go to dances
and things like that, or just sit around with people they knew, and your father’s brother would sing, he had a
fine voice, and play along with himself on his guitar. Well, this particular Saturday night, him and your
father was coming home from some place, and they were both a little drunk and there was a moon that night,
it was bright like day. Your father’s brother was feeling kind of good, and he was whistling to himself, and
he had his guitar slung over his shoulder. They was coming down a hill and beneath them was a road that
turned off from the highway. Well, your father’s brother, being always kind of frisky, decided to run down
this hill, and he did, with that guitar banging and clanging behind him, and he ran across the road, and he was
making water behind a tree. And your father was sort of amused at him and he was still coming down the
hill, kind of slow. Then he heard a car motor and that same minute his brother stepped from behind the tree,
into the road, in the moonlight. And he started to cross the road. And your father started to run down the hill,
he says he don’t know why. This car was full of white men. They was all drunk, and when they seen your
father’s brother they let out a great whoop and holler and they aimed the car straight at him. They was having
fun, they just wanted to scare him, the way they do sometimes, you know. But they was drunk. And | guess
the boy, being drunk, too, and scared, kind of lost his head. By the time he jumped it was too late. Your
father says he heard his brother scream when the car rolled over him, and he heard the wood of that guitar
when it give, and he heard them strings go flying, and he heard them white men shouting, and the car kept on
a-going and it ain’t stopped till this day. And, time your father got down the hill, his brother weren’t nothing
but blood and pulp.”

Tears were gleaming on my mother’s face. There wasn’t anything | could say.

“He never mentioned it,” she said, “because | never let him mention it before you children. Your
Daddy was like a crazy man that night and for many a night thereafter. He says he never in his life seen
anything as dark as that road after the lights of that car had gone away. Weren’t nothing, weren’t nobody on
that road, just your Daddy and his brother and that busted guitar. Oh, yes. Your Daddy never did really get
right again. Till the day he died he weren’t sure but that every white man he saw was the man that killed his
brother.”

She stopped and took out her handkerchief and dried her eyes and looked at me.

“I ain’t telling you all this,” she said, “to make you scared or bitter or to make you hate nobody. I’m
telling you this because you got a brother. And the world ain’t changed.”
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I guess | didn’t want to believe this. | guess she saw this in my face. She turned away from me,
toward the window again, searching those streets.

“But | praise my Redeemer,” she said at last, “that He called your Daddy home before me. | ain’t
saying it to throw no flowers at myself, but, | declare, it keeps me from feeling too cast down to know |
helped your father get safely through this world. Your father always acted like he was the roughest, strongest
man on earth. And everybody took him to be like that. But if he hadn’t had me there — to see his tears!”

She was crying again. Still, 1 couldn’t move. | said, “Lord, Lord, Mama, | didn’t know it was like
that.”

“Oh, honey,” she said, “there’s a lot that you don’t know. But you are going to find out.” She stood
up from the window and came over to me. “You got to hold on to your brother,” she said, “and don’t let him
fall, no matter what it looks like is happening to him and no matter how evil you gets with him. You going to
be evil with him many a time. But don’t you forget what | told you, you hear?”

“l won’t forget,” | said. “Don’t you worry, | won’t forget. | won’t let nothing happen to Sonny.”

My mother smiled as though she was amused at something she saw in my face. Then, “You may not
be able to stop nothing from happening. But you got to let him know you’s there.”

Two days later | was married, and then | was gone. And | had a lot of things on my mind and | pretty
well forgot my promise to Mama until | got shipped home on a special furlough for her funeral.

And, after the funeral, with just Sonny and me alone in the empty kitchen, | tried to find out
something about him.

“What do you want to do?” | asked him.

“I’m going to be a musician,” he said.

For he had graduated, in the time | had been away, from dancing to the juke box to finding out who
was playing what, and what they were doing with it, and he had bought himself a set of drums.

“You mean, you want to be a drummer?” | somehow had the feeling that being a drummer might be
all right for other people but not for my brother Sonny.

“I don’t think,” he said, looking at me very gravely, “that I’ll ever be a good drummer. But | think |
can play a piano.”

I frowned. I’d never played the role of the oldest brother quite so seriously before, had scarcely ever,
in fact, asked Sonny a damn thing. | sensed myself in the presence of something I didn’t really know how to
handle, didn’t understand. So I made my frown a little deeper as | asked: “What kind of musician do you
want to be?”

He grinned. “How many kinds do you think there are?”

“Be serious,” | said.

He laughed, throwing his head back, and then looked at me. “l am serious.”

“Well, then, for Christ’s sake, stop kidding around and answer a serious question. | mean, do you
want to be a concert pianist, you want to play classical music and all that, or — or what?”

Long before | finished he was laughing again. “For Christ’s sake. Sonny!”

He sobered, but with difficulty. “I’m sorry. But you sound so-scared!” and he was off again.

“Well, you may think it’s funny now, baby, but it’s not going to be so funny when you have to make
your living at it, let me tell you that.” | was furious because | knew he was laughing at me and | didn’t know
why.

“No,” he said, very sober now, and afraid, perhaps, that he’d hurt me, “I don’t want to be a classical
pianist. That isn’t what interests me. | mean” — he paused, looking hard at me, as though his eyes would help
me to understand, and then gestured helplessly, as though perhaps his hand would help — “I mean, I’'ll have a
lot of studying to do, and I’ll have to study everything, but, I mean, | want to play with — jazz musicians.” He
stopped. “l want to play jazz,” he said.

Well, the word had never before sounded as heavy, as real, as it sounded that afternoon in Sonny’s
mouth. | just looked at him and | was probably frowning a real frown by this time. | simply couldn’t see why
on earth he’d want to spend his time hanging around nightclubs, clowning around on bandstands, while
people pushed each other around a dance floor. It seemed — beneath him, somehow. | had never thought
about it before, had never been forced to, but | suppose | had always put jazz musicians in a class with what
Daddy called “goodtime people.”

“Are you serious?”

“Hell, yes, I’m serious.”

He looked more helpless than ever, and annoyed, and deeply hurt.

I suggested, helpfully: “You mean — like Louis Armstrong?”
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His face closed as though 1I’d struck him. “No. I’m not talking about none of that old-time, down
home crap.”

“Well, look, Sonny, I’m sorry, don’t get mad. | just don’t altogether get it, that’s all. Name
somebody — you know, a jazz musician you admire.”

“Bird.”

“Who?”

“Bird! Charlie Parker! Don’t they teach you nothing in the goddamn army?”

I lit a cigarette. | was surprised and then a little amused to discover that | was trembling.

“I’ve been out of touch,” | said. “You’ll have to be patient with me. Now. Who’s this Parker
character?”

“He’s just one of the greatest jazz musicians alive,” said Sonny, sullenly, his hands in his pockets,
his back to me. “Maybe the greatest,” he added, bitterly, “that’s probably why you never heard of him.”

“All right,” I said, “I’m ignorant. I’m sorry. I’ll go out and buy all the cat’s records right away, all
right?”

“It don’t,” said Sonny, with dignity, “make any difference to me. | don’t care what you listen to.
Don’t do me no favors.”

I was beginning to realize that I’d never seen him so upset before. With another part of my mind |
was thinking that this would probably turn out to be one of those things kids go through and that | shouldn’t
make it seem important by pushing it too hard. Still, I didn’t think it would do any harm to ask: “Doesn’t all
this take a lot of time? Can you make a living at it?”

He turned back to me and half leaned, half sat, on the kitchen table. “Everything takes time,” he said,
“and — well, yes, sure, | can make a living at it. But what | don’t seem to be able to make you understand is
that it’s the only thing I want to do.”

“Well, Sonny,” T said gently, “you know people can’t always do exactly what they want to do —”

“No, I don’t know that,” said Sonny, surprising me. “I think people ought to do what they want to
do, what else are they alive for?”

“You getting to be a big boy,” | said desperately, “it’s time you started thinking about your future.”

“I’m thinking about my future,” said Sonny, grimly. “I think about it all the time.”

I gave up. | decided, if he didn’t change his mind, that we could always talk about it later. “In the
meantime,” | said, “you got to finish school.” We had already decided that he’d have to move in with Isabel
and her folks. T knew this wasn’t the ideal arrangement because Isabel’s folks are inclined to be dicty and
they hadn’t especially wanted Isabel to marry me. But | didn’t know what else to do. “And we have to get
you fixed up at Isabel’s.”

There was a long silence. He moved from the kitchen table to the window. “That’s a terrible idea.
You know it yourself.”

“Do you have a better idea?”

He just walked up and down the kitchen for a minute. He was as tall as | was. He had started to
shave. | suddenly had the feeling that | didn’t know him at all.

He stopped at the kitchen table and picked up my cigarettes. Looking at me with a land of mocking,
amused defiance, he put one between his lips. “You mind?”

“You smoking already?”

He lit the cigarette and nodded, watching me through the smoke. ““I just wanted to see if I’d have the
courage to smoke in front of you.” He grinned and blew a great cloud of smoke to the ceiling. “It was easy.”
He looked at my face. “Come on, now. | bet you was smoking at my age, tell the truth.”

I didn’t say anything but the truth was on my face, and he laughed. But now there was something
very strained in his laugh. “Sure. And I bet that ain’t all you was doing.”

He was frightening me a little. “Cut the crap,” T said. “We already decided that you was going to go
and live at Isabel’s. Now what’s got into you all of a sudden?”

“You decided it,” he pointed out. “I didn’t decide nothing.” He stopped in front of me, leaning
against the stove, arms loosely folded. “Look, brother. I don’t want to stay in Harlem no more, | really
don’t.” He was very earnest. He looked at me, then over toward the kitchen window. There was something in
his eyes 1’d never seen before, some thoughtfulness, some worry all his own. He rubbed the muscle of one
arm. “It’s time | was getting out of here.”

“Where do you want to go, Sonny?”

“l want to join the army. Or the navy, | don’t care. If | say I’m old enough, they’ll believe me.”

Then | got mad. It was because | was so scared. “You must be crazy. You goddamn fool, what the
hell do you want to go and join the army for?”
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“I just told you. To get out of Harlem.”

“Sonny, you haven’t even finished school. And if you really want to be a musician, how do you
expect to study if you’re in the army?”

He looked at me, trapped, and in anguish. “There’s ways. | might be able to work out some kind of
deal. Anyway, I’ll have the G.I. Bill when I come out.”

“If you come out.” We stared at each other. “Sonny, please. Be reasonable. | know the setup is far
from perfect. But we got to do the best we can.”

“l ain’t learning nothing in school,” he said. “Even when | go.” He turned away from me and opened
the window and threw his cigarette out into the narrow alley. | watched his back. “At least, | ain’t learning
nothing you’d want me to learn.” He slammed the window so hard | thought the glass would fly out, and
turned back to me. “And I’m sick of the stink of these garbage cans!”

“Sonny,” | said, “I know how you feel. But if you don’t finish school now, you’re going to be sorry
later that you didn’t.” | grabbed him by the shoulders. “And you only got another year. It ain’t so bad. And
I’ll come back and I swear I’ll help you do whatever you want to do. Just try to put up with it till I come
back. Will you please do that? For me?”

He didn’t answer and he wouldn’t look at me.

“Sonny. You hear me?”

He pulled away. “I hear you. But you never hear anything | say.”

I didn’t know what to say to that. He looked out of the window and then back at me. “OK,” he said,
and sighed. “I’ll try.”

Then | said, trying to cheer him up a little, “They got a piano at Isabel’s. You can practice on it.”

And as a matter of fact, it did cheer him up for a minute. “That’s right,” he said to himself. “I forgot
that.” His face relaxed a little. But the worry, the thoughtfulness, played on it still, the way shadows play on
a face which is staring into the fire.

But | thought I’d never hear the end of that piano. At first, Isabel would write me, saying how nice it
was that Sonny was so serious about his music and how, as soon as he came in from school, or wherever he
had been when he was supposed to be at school, he went straight to that piano and stayed there until
suppertime. And, after supper, he went back to that piano and stayed there until everybody went to bed. He
was at the piano all day Saturday and all day Sunday. Then he bought a record player and started playing
records. He’d play one record over and over again, all day long sometimes, and he’d improvise along with it
on the piano. Or he’d play one section of the record, one chord, one change, one progression, then he’d do it
on the piano. Then back to the record. Then back to the piano.

Well, | really don’t know how they stood it. Isabel finally confessed that it wasn’t like living with a
person at all, it was like living with sound. And the sound didn’t make any sense to her, didn’t make any
sense to any of them — naturally. They began, in a way, to be afflicted by this presence that was living in
their home. It was as though Sonny were some sort of god, or monster. He moved in an atmosphere which
wasn’t like theirs at all. They fed him and he ate, he washed himself, he walked in and out of their door; he
certainly wasn’t nasty or unpleasant or rude. Sonny isn’t any of those things; but it was as though he were all
wrapped up in some cloud, some fire, some vision all his own; and there wasn’t any way to reach him.

At the same time, he wasn’t really a man yet, he was still a child, and they had to watch out for him
in all kinds of ways. They certainly couldn’t throw him out. Neither did they dare to make a great scene
about that piano because even they dimly sensed, as | sensed, from so many thousands of miles away that
Sonny was at that piano playing for his life.

But he hadn’t been going to school. One day a letter came from the school board and Isabel’s mother
got it — there had, apparently, been other letters but Sonny had torn them up.

This day, when Sonny came in, Isabel’s mother showed him the letter and asked where he’d been
spending his time. And she finally got it out of him that he’d been down in Greenwich Village, with
musicians and other characters, in a white girls apartment. And this scared her and she started to scream at
him and what came up, once she began-though she denies it to this day — was what sacrifices they were
making to give Sonny a decent home and how little he appreciated it.

Sonny didn’t play the piano that day. By evening, Isabel’s mother had calmed down but then there
was the old man to deal with, and Isabel herself. Isabel says she did her best to be calm but she broke down
and started crying. She says she just watched Sonny’s face. She could tell, by watching him, what was
happening with him. And what was happening was that they penetrated his cloud, they had reached him.
Even if their fingers had been times more gentle than human fingers ever are, he could hardly help feeling
that they had stripped him naked and were spitting on that nakedness. For he also had to see that his
presence, that music, which was life or death to him, had been torture for them and that they had endured it,
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not at all for his sake but only for mine. And Sonny couldn’t take that. He can take it a little better today than
he could then but he’s still not very good at it and, frankly, | don’t know anybody who is.

The silence of the next few days must have been louder than the sound of all the music ever played
since time began. One morning, before she went to work, Isabel was in his room for something and she
suddenly realized that all of his records were gone. And she knew for certain that he was gone. And he was.
He went as far as the navy would carry him. He finally sent me a postcard from some place in Greece and
that was the first | knew that Sonny was still alive. | didn’t see him any more until we were both back in New
York and the war had long been over.

He was a man by then, of course, but | wasn’t willing to see it. He came by the house from time to
time, but we fought almost every time we met. | didn’t like the way he carried himself, loose and dreamlike
all the time, and | didn’t like his friends, and his music seemed to be merely an excuse for the life he led. It
sounded just that weird and disordered.

Then we had a fight, a pretty awful fight, and | didn’t see him for months. By and by | looked him
up, where he was living, in a furnished room in the Village, and I tried to make it up. But there were lots of
other people in the room and Sonny just lay on his bed, and he wouldn’t come downstairs with me, and he
treated these other people as though they were his family and | weren’t. So | got mad and then he got mad,
and then I told him that he might just as well be dead as live the way he was living. Then he stood up and he
told me not to worry about him any more in life, that he was dead as far as | was concerned. Then he pushed
me to the door and the other people looked on as though nothing were happening, and he slammed the door
behind me. I stood in the hallway, staring at the door. | heard somebody laugh in the room and then the tears
came to my eyes. | started down the steps, whistling to keep from crying, | kept whistling to myself. You
going to need me, baby, one of these cold, rainy days.

I read about Sonny’s trouble in the spring. Little Grace died in the fall. She was a beautiful little girl.
But she only lived a little over two years. She died of polio and she suffered. She had a slight fever for a
couple of days, but it didn’t seem like anything and we just kept her in bed. And we would certainly have
called the doctor, but the fever dropped, she seemed to be all right. So we thought it had just been a cold.
Then, one day, she was up, playing, Isabel was in the kitchen fixing lunch for the two boys when they’d
come in from school, and she heard Grace fall down in the living room. When you have a lot of children you
don’t always start running when one of them falls, unless they start screaming or something. And, this time,
Gracie was quiet. Yet, Isabel says that when she heard that thump and then that silence, something happened
to her to make her afraid. And she ran to the living room and there was little Grace on the floor, all twisted
up, and the reason she hadn’t screamed was that she couldn’t get her breath. And when she did scream, it
was the worst sound, Isabel says, that she’d ever heard in all her life, and she still hears it sometimes in her
dreams.

Isabel will sometimes wake me up with a low, moaning, strangling sound and | have to be quick to
awaken her and hold her to me and where Isabel is weeping against me seems a mortal wound.

I think I may have written Sonny the very day that little Grace was buried. | was sitting in the living
room in the dark, by myself, and | suddenly thought of Sonny. My trouble made his real.

One Saturday afternoon, when Sonny had been living with us, or anyway, been in our house, for
nearly two weeks, | found myself wandering aimlessly about the living room, drinking from a can of beer,
and trying to work up courage to search Sonny’s room. He was out, he was usually out whenever | was
home, and Isabel had taken the children to see their grandparents. Suddenly | was standing still in front of the
living room window, watching Seventh Avenue. The idea of searching Sonny’s room made me still. |
scarcely dared to admit to myself what 1’d be searching for. | didn’t know what I’d do if | found it. Or if |
didn’t.

On the sidewalk across from me, near the entrance to a barbecue joint, some people were holding an
old-fashioned revival meeting. The barbecue cook, wearing a dirty white apron, his conked hair reddish and
metallic in the pale sun, and a cigarette between his lips, stood in the doorway, watching them. Kids and
older people paused in their errands and stood there, along with some older men and a couple of very tough-
looking women who watched everything that happened on the avenue, as though they owned it, or were
maybe owned by it. Well, they were watching this, too. The revival was being carried on by three sisters in
black, and a brother. All they had were their voices and their Bibles and a tambourine. The brother was
testifying and while he testified two of the sisters stood together, seeming to say, amen, and the third sister
walked around with the tambourine outstretched and a couple of people dropped coins into it. Then the
brother’s testimony ended and the sister who had been taking up the collection dumped the coins into her
palm and transferred them to the pocket of her long black robe. Then she raised both hands, striking the
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tambourine against the air, and then against one hand, and she started to sing. And the two other sisters and
the brother joined in.

It was strange, suddenly, to watch, though | had been seeing these meetings all my life. So, of
course, had everybody else down there. Yet, they paused and watched and listened and | stood still at the
window. “Tis the old ship of Zion,” they sang, and the sister with the tambourine kept a steady, jangling
beat, “it has rescued many a thousand!”” Not a soul under the sound of their voices was hearing this song for
the first time, not one of them had been rescued. Nor had they seen much in the way of rescue work being
done around them. Neither did they especially believe in the holiness of the three sisters and the brother, they
knew too much about them, knew where they lived, and how. The woman with the tambourine, whose voice
dominated the air, whose face was bright with joy, was divided by very little from the woman who stood
watching her, a cigarette between her heavy, chapped lips, her hair a cuckoo’s nest, her face scarred and
swollen from many beatings, and her black eyes glittering like coal. Perhaps they both knew this, which was
why, when, as rarely, they addressed each other, they addressed each other as Sister. As the singing filled the
air the watching, listening faces underwent a change, the eyes focusing on something within; the music
seemed to soothe a poison out of them; and time seemed, nearly, to fall away from the sullen, belligerent,
battered faces, as though they were fleeing back to their first condition, while dreaming of their last. The
barbecue cook half shook his head and smiled, and dropped his cigarette and disappeared into his joint. A
man fumbled in his pockets for change and stood holding it in his hand impatiently, as though he had just
remembered a pressing appointment further up the avenue. He looked furious. Then I saw Sonny, standing
on the edge of the crowd. He was carrying a wide, flat notebook with a green cover, and it made him look,
from where | was standing, almost like a schoolboy. The coppery sun brought out the copper in his skin, he
was very faintly smiling, standing very still. Then the singing stopped, the tambourine turned into a
collection plate again. The furious man dropped in his coins and vanished, so did a couple of the women, and
Sonny dropped some change in the plate, looking directly at the woman with a little smile. He started across
the avenue, toward the house. He has a slow, loping walk, something like the way Harlem hipsters walk,
only he’s imposed on this his own half-beat. | had never really noticed it before.

| stayed at the window, both relieved and apprehensive. As Sonny disappeared from my sight, they
began singing again. And they were still singing when his key turned in the lock.

“Hey,” he said.

“Hey, yourself. You want some beer?”

“No. Well, maybe.” But he came up to the window and stood beside me, looking out. “What a warm
voice,” he said.

They were singing. If I could only hear my mother pray again!

“Yes,” | said, “and she can sure beat that tambourine.”

“But what a terrible song,” he said, and laughed. He dropped his notebook on the sofa and
disappeared into the Kitchen. “Where’s Isabel and the kids?”

“| think they want to see their grandparents. You hungry?”

“No.” He came back into the living room with his can of beer. “You want to come some place with
me tonight?”

I sensed, | don’t know how, that I couldn’t possibly say no. “Sure. Where?”

He sat down on the sofa and picked up his notebook and started leafing through it. “I’m going to sit
in with some fellows in a joint in the Village.”

“You mean, you’re going to play, tonight?”

“That’s right.” He took a swallow of his beer and moved back to the window. He gave me a sidelong
look. “If you can stand it.”

“PIl try,” | said.

He smiled to himself and we both watched as the meeting across the way broke up. The three sisters
and the brother, heads bowed, were singing God be with you till we meet again.

The faces around them were very quiet. Then the song ended. The small crowd dispersed. We
watched the three women and the lone man walk slowly up the avenue.

“When she was singing before,” said Sonny, abruptly, “her voice reminded me for a minute of what
heroin feels like sometimes — when it’s in your veins. It makes you feel sort of warm and cool at the same
time. And distant. And — and sure.” He sipped his beer, very deliberately not looking at me. | watched his
face. “It makes you feel — in control. Sometimes you’ve got to have that feeling.”

“Do you?” | sat down slowly in the easy chair.

“Sometimes.” He went to the sofa and picked up his notebook again. “Some people do.”

“In order,” | asked, “to play?” And my voice was very ugly, full of contempt and anger.
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“Well” — he looked at me with great, troubled eyes, as though, in fact, he hoped his eyes would tell
me things he could never otherwise say — “they think so. And if they think so — 1

“And what do you think?” | asked.

He sat on the sofa and put his can of beer on the floor. “I don’t know,” he said, and I couldn’t be sure
if he were answering my question or pursuing his thoughts. His face didn’t tell me.

“It’s not so much to play. It’s to stand it, to be able to make it at all. On any level.” He frowned and
smiled: “In order to keep from shaking to pieces.”

“But these friends of yours,” | said, “they seem to shake themselves to pieces pretty goddamn fast.”

“Maybe.” He played with the notebook. And something told me that | should curb my tongue, that
Sonny was doing his best to talk, that I should listen. “But of course you only know the ones that’ve gone to
pieces. Some don’t — or at least they haven’t yet and that’s just about all any of us can say.” He paused. “And
then there are some who just live, really, in hell, and they know it and they see what’s happening and they go
right on. | don’t know.” He sighed, dropped the notebook, folded his arms. “Some guys, you can tell from
the way they play, they on something all the time. And you can see that, well, it makes something real for
them. But of course,” he picked up his beer from the floor and sipped it and put the can down again, “they
want to, too, you’ve got to see that. Even some of them that say they don’t some, not all.”

“And what about you?” | asked — I couldn’t help it. “What about you? Do you want t0?”

He stood up and walked to the window and | remained silent for a long time. Then he sighed.

“Me,” he said. Then: “While | was downstairs before, on my way here, listening to that woman sing,
it struck me all of a sudden how much suffering she must have had to go through-to sing like that. It’s
repulsive to think you have to suffer that much.”

I said: “But there’s no way not to suffer — is there. Sonny?”

“I believe not,” he said and smiled, “but that’s never stopped anyone from trying.” He looked at me.
“Has it?” | realized, with this mocking look, that there stood between us, forever, beyond the power of time
or forgiveness, the fact that | had held silence — so long! — when he had needed human speech to help him.
He turned back to the window. “No, there’s no way not to suffer. But you try all kinds of ways to keep from
drowning in it, to keep on top of it, and to make it seem — well, like you. Like you did something, all right,
and now you’re suffering for it. You know?” I said nothing. “Well you know,” he said, impatiently, “why do
people suffer? Maybe it’s better to do something to give it a reason, any reason.”

“But we just agreed,” | said, “that there’s no way not to suffer. Isn’t it better, then, just to take it?”

“But nobody just takes it,” Sonny cried, “that’s what 1’m telling you! Everybody tries not to. You’re
just hung up on the way some people try — it’s not your way!”

The hair on my face began to itch, my face felt wet. “That’s not true,” | said, “that’s not true. | don’t
give a damn what other people do, | don’t even care how they suffer. | just care how you suffer.” And he
looked at me. “Please believe me,” | said, “I don’t want to see you — die trying not to suffer.”

“l won’t,” he said flatly, “die trying not to suffer. At least, not any faster than anybody else.”

“But there’s no need,” | said, trying to laugh, “is there? in killing yourself.”

| wanted to say more, but | couldn’t. | wanted to talk about will power and how life could be well,
beautiful. | wanted to say that it was all within; but was it? or, rather, wasn’t that exactly the trouble? And |
wanted to promise that | would never fail him again. But it would all have sounded-empty words and lies.

So | made the promise to myself and prayed that | would keep it.

“It’s terrible sometimes, inside,” he said, “that’s what’s the trouble. You walk these streets, black
and funky and cold, and there’s not really a living ass to talk to, and there’s nothing shaking, and there’s no
way of getting it out — that storm inside. You can’t talk it and you can’t make love with it, and when you
finally try to get with it and play it, you realize nobody’s listening. So you’ve got to listen. You got to find a
way to listen.”

And then he walked away from the window and sat on the sofa again, as though all the wind had
suddenly been knocked out of him. “Sometimes you’ll do anything to play, even cut your mother’s throat.”
He laughed and looked at me. “Or your brother’s.” Then he sobered. “Or your own.” Then: “Don’t worry.
I’m all right now and I think I’ll be all right. But I can’t forget where I’ve been. | don’t mean just the
physical place I’ve been, | mean where I’ve been. And what I’ve been.”

“What have you been, Sonny?” | asked.

He smiled — but sat sideways on the sofa, his elbow resting on the back, his fingers playing with his
mouth and chin, not looking at me. “I’ve been something I didn’t recognize, didn’t know | could be. Didn’t
know anybody could be.” He stopped, looking inward, looking helplessly young, looking old. “I’m not
talking about it now because | feel guilty or anything like that — maybe it would be better if I did, | don’t
know. Anyway, | can’t really talk about it. Not to you, not to anybody,” and now he turned and faced me.
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“Sometimes, you know, and it was actually when | was most out of the world, | felt that | was in it, that | was
with it, really, and | could play or I didn’t really have to play, it just came out of me, it was there. And | don’t
know how I played, thinking about it now, but I know I did awful things, those times, sometimes, to people.
Or it wasn’t that | did anything to them — it was that they weren’t real.” He picked up the beer can; it was
empty; he rolled it between his palms: “And other times — well, | needed a fix, | needed to find a place to
lean, | needed to clear a space to listen — and | couldn’t find it, and | — went crazy, | did terrible things to me,
| was terrible for me.” He began pressing the beer can between his hands, | watched the metal begin to give.
It glittered, as he played with it like a knife, and | was afraid he would cut himself, but | said nothing. “Oh
well. I can never tell you. | was all by myself at the bottom of something, stinking and sweating and crying
and shaking, and I smelled it, you know? my stink, and | thought 1’d die if | couldn’t get away from it and
yet, all the same, | knew that everything | was doing was just locking me in with it. And I didn’t know,” he
paused, still flattening the beer can, “I didn’t know, I still don’t know, something kept telling me that maybe
it was good to smell your own stink, but | didn’t think that that was what 1’d been trying to do — and — who
can stand it?” and he abruptly dropped the ruined beer can, looking at me with a small, still smile, and then
rose, walking to the window as though it were the lodestone rock. | watched his face, he watched the avenue.
“I couldn’t tell you when Mama died — but the reason | wanted to leave Harlem so bad was to get away from
drugs. And then, when | ran away, that’s what | was running from — really. When | came back, nothing had
changed | hadn’t changed | was just — older.” And he stopped, drumming with his fingers on the
windowpane. The sun had vanished, soon darkness would fall. | watched his face. “It can come again,” he
said, almost as though speaking to himself. Then he turned to me. “It can come again,” he repeated. “I just
want you to know that.”

“All right,” | said, at last. “So it can come again. All right.”

He smiled, but the smile was sorrowful. ““I had to try to tell you,” he said.

“Yes,” | said. “I understand that.”

“You’re my brother,” he said, looking straight at me, and not smiling at all.

“Yes,” | repeated, “yes. | understand that.”

He turned back to the window, looking out. “All that hatred down there,” he said, “all that hatred and
misery and love. It’s a wonder it doesn’t blow the avenue apart.”

We went to the only nightclub on a short, dark street, downtown. We squeezed through the narrow,
chattering, jampacked bar to the entrance of the big room, where the bandstand was. And we stood there for
a moment for the lights were very dim in this room and we couldn’t see. Then, “Hello, boy” said the voice
and an enormous black man, much older than Sonny or myself, erupted out of all that atmospheric lighting
and put an arm around Sonny’s shoulder. “I been sitting right here,” he said, “waiting for you.”

He had a big voice, too, and heads in the darkness turned toward us.

Sonny grinned and pulled a little away, and said, “Creole, this is my brother. | told you about him.”

Creole shook my hand. “I’m glad to meet you, son,” he said and it was clear that he was glad to meet
me there, for Sonny’s sake. And he smiled, “You got a real musician in your family,” and he took his arm
from Sonny’s shoulder and slapped him, lightly, affectionately, with the back of his hand.

“Well. Now I’ve heard it all,” said a voice behind us. This was another musician, and a friend of
Sonny’s, a coal-black, cheerful-looking man built close to the ground. He immediately began confiding to
me, at the top of his lungs, the most terrible things about Sonny, his teeth gleaming like a lighthouse and his
laugh coming up out of him like the beginning of an earthquake. And it turned out that everyone at the bar
knew Sonny, or almost everyonesome were musicians, working there, or nearby, or not working, some were
simply hangers-on, and some were there to hear Sonny play. | was introduced to all of them and they were
all very polite to me. Yet, it was clear that, for them | was only Sonny’s brother. Here, I was in Sonny’s
world. Or, rather: his kingdom. Here, it was not even a question that his veins bore royal blood.

They were going to play soon and Creole installed me, by myself, at a table in a dark corner. Then |
watched them, Creole, and the little black man and Sonny, and the others, while they horsed around, standing
just below the bandstand. The light from the bandstand spilled just a little short of them and watching them
laughing and gesturing and moving about, | had the feeling that they, nevertheless, were being most careful
not to step into that circle of light too suddenly; that if they moved into the light too suddenly, without
thinking, they would perish in flame. Then, while | watched, one of them, the small black man, moved into
the light and crossed the bandstand and started fooling around with his drums. Then — being funny and
being, also, extremely ceremonious — Creole took Sonny by the arm and led him to the piano. A woman’s
voice called Sonny’s name and a few hands started clapping. And Sonny, also being funny and being
ceremonious, and so touched, I think, that he could have cried, but neither hiding it nor showing it, riding it
like a man, grinned, and put both hands to his heart and bowed from the waist.
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Creole then went to the bass fiddle and a lean, very bright-skinned brown man jumped up on the
bandstand and picked up his horn. So there they were, and the atmosphere on the bandstand and in the room
began to change and tighten. Someone stepped up to the microphone and announced them. Then there were
all kinds of murmurs. Some people at the bar shushed others. The waitress ran around, frantically getting in
the last orders, guys and chicks got closer to each other, and the lights on the bandstand, on the quartet,
turned to a kind of indigo. Then they all looked different there. Creole looked about him for the last time, as
though he were making certain that all his chickens were in the coop, and then he jumped and struck the
fiddle. And there they were.

All 1 know about music is that not many people ever really hear it. And even then, on the rare
occasions when something opens within, and the music enters, what we mainly hear, or hear corroborated,
are personal, private, vanishing evocations. But the man who creates the music is hearing something else, is
dealing with the roar rising from the void and imposing order on it as it hits the air. What is evoked in him,
then, is of another order, more terrible because it has no words, and triumphant, too, for that same reason.
And his triumph, when he triumphs, is ours. | just watched Sonny’s face. His face was troubled, he was
working hard, but he wasn’t with it. And | had the feeling that, in a way, everyone on the bandstand was
waiting for him, both waiting for him and pushing him along. But as | began to watch Creole, | realized that
it was Creole who held them all back. He had them on a short rein. Up there, keeping the beat with his whole
body, wailing on the fiddle, with his eyes half closed, he was listening to everything, but he was listening to
Sonny. He was having a dialogue with Sonny. He wanted Sonny to leave the shoreline and strike out for the
deep water. He was Sonny’s witness that deep water and drowning were not the same thing-he had been
there, and he knew. And he wanted Sonny to know. He was waiting for Sonny to do the things on the keys
which would let Creole know that Sonny was in the water.

And, while Creole listened, Sonny moved, deep within, exactly like someone in torment. | had never
before thought of how awful the relationship must be between the musician and his instrument. He has to fill
it, this instrument, with the breath of life, his own. He has to make it do what he wants it to do. And a piano
is just a piano. It’s made out of so much wood and wires and little hammers and big ones, and ivory. While
there’s only so much you can do with it, the only way to find this out is to try; to try and make it do
everything.

And Sonny hadn’t been near a piano for over a year. And he wasn’t on much better terms with his
life, not the life that stretched before him now. He and the piano stammered, started one way, got scared,
stopped; started another way, panicked, marked time, started again; then seemed to have found a direction,
panicked again, got stuck. And the face | saw on Sonny I’d never seen before. Everything had been burned
out of it, and, at the same time, things usually hidden were being burned in, by the fire and fury of the battle
which was occurring in him up there.

Yet, watching Creole’s face as they neared the end of the first set, | had the feeling that something
had happened, something | hadn’t heard. Then they finished, there was scattered applause, and then, without
an instant’s warning, Creole started into something else, it was almost sardonic, it was Am | Blue? And, as
though he commanded, Sonny began to play.

Something began to happen. And Creole let out the reins. The dry, low, black man said something
awful on the drums, Creole answered, and the drums talked back. Then the horn insisted, sweet and high,
slightly detached perhaps, and Creole listened, commenting now and then, dry, and driving, beautiful and
calm and old. Then they all came together again, and Sonny was part of the family again. | could tell this
from his face. He seemed to have found, right there beneath his fingers, a damn brand-new piano. It seemed
that he couldn’t get over it. Then, for a while, just being happy with Sonny, they seemed to be agreeing with
him that brand-new pianos certainly were a gas.

Then Creole stepped forward to remind them that what they were playing was the blues. He hit
something in all of them, he hit something in me, myself, and the music tightened and deepened,
apprehension began to beat the air. Creole began to tell us what the blues were all about. They were not
about anything very new. He and his boys up there were keeping it new, at the risk of ruin, destruction,
madness, and death, in order to find new ways to make us listen. For, while the tale of how we suffer, and
how we are delighted, and how we may triumph is never new, it always must be heard. There isn’t any other
tale to tell, it’s the only light we’ve got in all this darkness.

And this tale, according to that face, that body, those strong hands on those strings, has another
aspect in every country, and a new depth in every generation. Listen, Creole seemed to be saying, listen.
Now these are Sonny’s blues. He made the little black man on the drums know it, and the bright, brown man
on the horn. Creole wasn’t trying any longer to get Sonny in the water. He was wishing him Godspeed. Then
he stepped back, very slowly, filling the air with the immense suggestion that Sonny speak for himself.
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Then they all gathered around Sonny and Sonny played. Every now and again one of them seemed to
say, amen. Sonny’s fingers filled the air with life, his life. But that life contained so many others. And Sonny
went all the way back, he really began with the spare, flat statement of the opening phrase of the song. Then
he began to make it his. It was very beautiful because it wasn’t hurried and it was no longer a lament. |
seemed to hear with what burning he had made it his, and what burning we had yet to make it ours, how we
could cease lamenting. Freedom lurked around us and | understood, at last, that he could help us to be free if
we would listen, that he would never be free until we did. Yet, there was no battle in his face now, | heard
what he had gone through, and would continue to go through until he came to rest in earth. He had made it
his: that long line, of which we knew only Mama and Daddy. And he was giving it back, as everything must
be given back, so that, passing through death, it can live forever. | saw my mother’s face again, and felt, for
the first time, how the stones of the road she had walked on must have bruised her feet. | saw the moonlit
road where my father’s brother died. And it brought something else back to me, and carried me past it, | saw
my little girl again and felt Isabel’s tears again, and | felt my own tears begin to rise. And | was yet aware
that this was only a moment, that the world waited outside, as hungry as a tiger, and that trouble stretched
above us, longer than the sky.

Then it was over. Creole and Sonny let out their breath, both soaking wet, and grinning. There was a
lot of applause and some of it was real. In the dark, the girl came by and | asked her to take drinks to the
bandstand. There was a long pause, while they talked up there in the indigo light and after awhile | saw the
girl put a Scotch and milk on top of the piano for Sonny. He didn’t seem to notice it, but just before they
started playing again, he sipped from it and looked toward me, and nodded. Then he put it back on top of the
piano.

For me, then, as they began to play again, it glowed and shook above my brother’s head like the very
cup of trembling. 1957

Helpful Information

1. James Baldwin’s biography and major works.

James Arthur Baldwin (August 2, 1924-November 30, 1987) was a
novelist, short story writer, playwright, poet, and essayist, best known for his
novel Go Tell It on the Mountain. Most of Baldwin’s work deals with racial and
sexual issues in the mid-20th century United States. His novels are notable for the
personal way in which they explore questions of identity as well as for the way in
which they mine complex social and psychological pressures related to being
black and homosexual, well before the social, cultural or political equality of these
groups could be assumed.

Baldwin was born in 1924, the first of his mother’s nine children. He
never met his biological father and may never have even known the man’s
identity. Instead, he considered his stepfather, David Baldwin, as his only father
figure. David, a factory worker and a store-front preacher, was allegedly very cruel
at home, which the young Baldwin hated. While his father opposed his literary aspirations, Baldwin found
support from a teacher as well from the mayor of New York City, Fiorello H. LaGuardia. At age 14, Baldwin
became a preacher at the small Fireside Pentecostal Church in Harlem. After he graduated from DeWitt
Clinton high school in the Bronx, he moved to Greenwich Village. In the early 1940s, he transferred his faith
from religion to literature. His most important source of support, however, came from his idol Richard
Wright, whom he called “the greatest black writer in the world for me”. Wright and Baldwin became friends
for a short time and Wright helped him to secure the Eugene F. Saxon Memorial Award. Indeed, Baldwin
titled a collection of essays Notes of a Native Son, in clear reference to Wright’s enraged and despairing
novel Native Son. However, Baldwin’s 1949 essay Everybody’s Protest Novel ended the two authors’
friendship because Baldwin asserted that Wright’s novel Native Son, like Harriet Beecher Stowe’s Uncle
Tom’s Cabin, lacked credible characters and psychological complexity. However, during an interview with
Julius Lester Baldwin explained that his adoration for Wright remained: “I knew Richard and I loved him. |
was not attacking him; I was trying to clarify something for myself.”

Another major influence on Baldwin’s life was the African-American painter Beauford Delaney. In
The Price of the Ticket, 1985, Baldwin describes Delaney as “the first living proof, for me, that a black man
could be an artist. In a warmer time, a less blasphemous place, he would have been recognised as my teacher
and | as his pupil. He became, for me, an example of courage and integrity, humility and passion. An
absolute integrity: I saw him shaken many times and I lived to see him broken but I never saw him bow.”
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Baldwin, like many American authors of the time, left to live in Europe for an extended period of
time beginning in 1948. His first destination was Paris where Ernest Hemingway, Gertrude Stein, F. Scott
Fitzgerald, Richard Wright, and many others had lived during their writing careers. When Baldwin returned
to America, he became actively involved in the Civil Rights Movement. He marched with Martin Luther
King, Jr. to Washington, D.C.

In 1962 Baldwin received a George Polk Award for his reporting in The New Yorker.

During the early 1980s, Baldwin was on the faculty of the Five Colleges in Western Massachusetts.
While there, he mentored Mount Holyoke College future playwright Suzan-Lori Parks, who won the Pulitzer
Prize for Drama in 2002.

Baldwin died of cancer in 1987 at the age of 63.

Baldwin’s 1954 play The Amen Corner was the basis for a short-lived 1968 Broadway musical of
the same name.

In 2005 the USPS created a First-Class Postage Stamp dedicated to him which featured him on the
front, and on the back of the peeling paper had a short biography.

One of Baldwin’s richest short stories, Sonny’s Blues, appears in many anthologies of short fiction
used in introductory college literature classes.

Baldwin’s long list of literary accomplishments includes essays, plays, and novels, most of which
were set in the United States or concerned the struggles of people from the United States. In addition to Go
Tell It On The Mountain (1953) and Giovanni’s Room (1956), Baldwin’s novels include Another Country
(1962), Tell Me How Long The Train’s Been Gone (1968), If Beale Street Could Talk (1974), and Just Above
My Head (1979). Among his books of essays are The Fire Next Time (1962), Notes of a Native Son (1955),
Evidence of Things Not Seen (1985), and The Price of the Ticket (1985). His plays include The Amen Corner
(1955) and Blues for Mister Charlie (1964). Baldwin also collaborated on a book of photographs called
Nothing Personal (1964) with his high-school colleague and long time friend Richard Avedon. During the
last decade of his life, Baldwin taught and lectured frequently at various American universities, including
University of Massachusetts, Amherst, Bowling Green State, and University of California, Berkeley.

2. The plot overview.

“Sonny’s Blues” is narrated in the first-person by an unnamed character, Sonny’s brother. An
algebra teacher in a high school in Harlem, this narrator is a stable family man with a wife and two sons. He
is seven years older than Sonny and has tried, at various times during their lives, to parent him and to protect
him. The story opens as the narrator, who has been estranged from Sonny for over a year, is on the subway,
reading about a drug raid in which Sonny has been arrested and jailed. As guilt and sorrow wash over him,
the narrator is approached by one of Sonny’s childhood friends, an addict who blames himself for Sonny’s
addiction and subsequent arrest. The narrator and the friend discuss what has happened to Sonny, and we see
the narrator begin, with anger, to try to understand how and why Sonny has become an addict.

The narrator doesn’t contact Sonny while he is in prison/rehab until his own daughter, Gracie, dies of
polio. When the narrator does finally contact Sonny, Sonny responds immediately, asking for forgiveness,
trying to explain how and why he developed his heroin addiction, and expressing his uncertainty over what
will happen to him when he is released from prison. When Sonny is released from prison, the narrator brings
him back to live with his family in Harlem and begins trying to repair their relationship.

At this point in the story, the narrator flashes back to several scenes that occurred during their young
adulthood. In one scene, their mother asks the narrator to take care of Sonny and to watch out for him when
she dies. She tells him that his own father had had a brother who was very much like Sonny, but who was
killed by drunken whites on a rural road in the South.

In a second flashback, the narrator tells us that following his mother’s funeral, the narrator arranges
for the teenaged Sonny to live with his fiancée Isabel’s family while he is at war. In a third flashback, Sonny
clashes with Isabel’s middle-class family, who don’t understand his passion for music, his desire to “hang
out” downtown with other musicians (both white and black) or his rejection of Isabel’s family’s values and
lifestyle. He runs away and joins the Navy, goes to Greece and returns to live a Bohemian lifestyle in New
York’s Greenwich Village. Presumably, he struggles there as a musician and a heroin addict, maintaining a
fragile and intermittent relationship with his brother until he is picked up the final time on drug charges.
Following these flashback scenes, we see the brothers trying to repair their relationship, threatened still by
Sonny’s addiction, which is under control but hovering in the wings, and by the narrator’s continuing
mistrust and misunderstanding of Sonny’s commitment to his music. As the narrator slowly comes closer to
understanding Sonny, Sonny invites him to a nightclub in Greenwich Village, where he is able to witness
Sonny in his element, playing the music that helps him remain whole and stay sane. Here, at the end of the
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story, the narrator finally begins to understand Sonny’s struggle and how music helps him, and his audience,
endure and perhaps triumph over it.

3. The socio-historical setting of Sonny’s Blues and characterization of brothers within that
context.

a. Growing up in Harlem:

“Sonny’s Blues” takes place during the mid-20"" century, probably during the early 1950s. The
action of the story occurs prior to the gains made by the Civil Rights Movement, during the dark days of
segregation and supposedly “separate but equal” accommodations in public institutions. The narrator and
Sonny have grown up in predominately black and poor neighborhood of Harlem, the sons of a working-class,
embittered father whose pride and optimism have been worn down by his own brother’s violent death at the
hands of rural Southern whites and the ensuing years of struggling to support a family in an overtly racist
Northern urban community. The father has given up trying to move his family out of Harlem: ““Safe!” my
father grunted, whenever Mama suggested trying to move to a neighborhood which might be safer for
children. ‘Safe, hell! Ain’t no place safe for kids, nor nobody’”. As the brothers reach adulthood and the
narrator begins his own family, their material circumstances haven’t changed much; though the narrator is
not impoverished himself and enjoys the comfortable trappings of middle class life, he and his family remain
in impoverished surroundings, probably due to the de facto segregation of the safer, suburban and largely
white communities they might have been able to afford.

The narrator is teaching algebra to boys very much like he and Sonny had been, full of potential but
threatened by the drugs and violence of the urban ghetto, their futures limited by segregation and
discrimination. The narrator describes the boys he teaches, to whom he likens Sonny and himself as boys, in
the following way:

“They were growing up with a rush and their heads bumped abruptly against the low ceiling of their
actual possibilities. They were filled with rage. All they really knew were two darknesses, the darkness of
their lives, which was now closing in on them, and the darkness of the movies, which had blinded them to
that other darkness, and in which they now, vindictively, dreamed, at once more together than they were at
any other time, and more alone”.

Although he doesn’t approve, the narrator begins to understand how such a child can go wrong, or
can become addicted to drugs. He suspects some of his own students to “be popping off needles every time
they went to the head,” and surmises that “maybe it did more for them than algebra could”. The narrator is
aware, then, that in spite of his own success at attaining the valued middle class lifestyle, most of his students
wouldn’t be so lucky.

b. Military service:

The brothers’ military service plays an important role in the socio-historical context of the story. The
narrator refers to being “home on leave from the army” during the war; he remarks that his father “died
suddenly, during a drunken weekend in the middle of the war, when Sonny was fifteen” and he informs the
reader that both he and Sonny served in the military. It is important to notice and understand these references
to the military service of the brothers.

Beginning after their liberation from slavery, black men had tried to prove their patriotism and to
improve their standard of living by serving in the U.S. military. Hoping that service to their country would
prove them worthy of the same respect and opportunities accorded to whites, black men readily enlisted in
the military.

The characters in “Sonny’s Blues” reflect this tendency: as a teenager, Sonny yearns to enlist in the
army or navy because it would take him away from the “killing streets” of Harlem and give him the
opportunity to get a college education on the Gl Bill. That enlistment in the Army during a war might seem
safer or more sane than remaining at home is part of the cruel irony of this family’s urban experience. The
narrator, too, has struggled in spite of his military service to his country to attain
success and safety at home. He dutifully fought the war, returned to become an
algebra teacher and a productive member of the middle class, and yet because of
segregation and discrimination, his family must live in a new but already rundown
housing project, “a parody of a good, clean, faceless life”.

¢. Jazz music, class divisions and racial politics:

In his article entitled “Baldwin, Bebop, and Sonny’s Blues” (in
Understanding Others: Cultural and Cross-Cultural Studies and the Teaching of
Literature, eds. Joseph Trimmer and Tilly Warnock Urbana, IL: NCTE, 1992,
165—176.), Pancho Savery concludes that the story most likely takes place during the
Korean War rather than during World War 1l. Savery argues that the story’s
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discussion of the 1950s jazz music scene illustrates a division in the black community represented by the
brothers themselves. To understand Savery’s argument, we first must understand some of the personality and
philosophical differences between Sonny and his brother. The division within the black community can best
be described as between those of middle class, like the narrator, who downplay the barriers to their success,
who want to believe that they can improve their standard of living in the US, who feel confident that through
hard work, determination and self-denial, they can make their world safe for their children, and who would
readily assimilate into white society if given the chance.

The other group, Sonny’s group, is more radical and less accepting of the status quo. They suspect
that as blacks their struggles will always be fierce, and that, unless drastic social change were to occur, they
will always be shut out from the privileges most whites enjoy.

This opposition can be seen mainly in several conversations between the brothers. First, when the
younger narrator confronts the teenaged Sonny about his plans for the future, Sonny avers that he would like
to become a musician. Seeing this career goal as an impractical and therefore dangerous choice, the narrator
says, “Well, Sonny, you know people can’t always do exactly what they want to do —.”” This quotation sums
up the narrator’s personality: he is cautious, responsible, willing to deny himself the things he might want so
that he can maintain his foothold as a middle class family man. He’s also afraid for Sonny, afraid that Sonny
will fail or, because he doesn’t understand them, that Sonny’s goals are not lofty enough. Sonny responds
with “No, I don’t know that. | think people ought to do what they want to do, what else are they alive for?,”
indicating his unwillingness to subordinate his dreams and goals to someone else’s standard of success.

In another conversation, which takes place during the present day time frame of the story as the
brothers watch an emotionally arresting street singer, Sonny says “it struck me all of a sudden how much
suffering she must have had to go through — to sing like that. It’s repulsive to think you have to suffer that
much”. Sonny here shows the sensitivity and perception of the artist that he is; clearly, he feels other
people’s pain acutely and in thinking about it deeply, is transformed such that he gains an insight into an art
form and how it is produced. The brother responds in a practical, almost dismissive way by saying, “But
there’s no way not to suffer — is there, Sonny?” The narrator has essentially missed Sonny’s point (Sonny
seems to have realized long ago that there’s no way not to suffer).

Sonny’s response — “I believe not, but that’s never stopped anyone from trying, has it?” — shows
what he understands about art, music and even drug use that his brother has not yet understood. Their
conversation here mirrors the early conversation the narrator has with Sonny’s friend by the subway. The
anguished narrator is only beginning to comprehend Sonny’s drug use, his bohemian lifestyle and the risks
he takes to express his true self. He says to Sonny’s friend “Tell me, why does he want to die? He must want
to die, he’s killing himself, why does he want to die?” The friend, surprised by the narrator’s lack of
understanding, responds with “He don’t want to die. He wants to live. Don’t nobody want to die, ever”. What
Sonny and his friend understand, which the narrator misses throughout most of the story, is that living by
another man’s definition of success or, worse, being hemmed in by a discrimination that deprives one of true
freedom, is like being dead. Music, art, and even drugs are avenues out of that social death, even as they are,
in their own ways, dangerous or subversive.

Looking at yet another conversation between the brothers, critic Pancho Savery (in his essay
“Baldwin, Bebop and Sonny’s Blues™) notices the way in which Baldwin uses jazz music as an analogy
for the way the brothers don’t really understand each other and for the distinction between those who
would give up a great deal of independence and personal satisfaction to stay safe and those who would
risk everything to express themselves and to claim their rights. As the narrator and Sonny discuss
Sonny’s career plans, the narrator asks Sonny if he wants to be a jazz musician “like Louis Armstrong.”
Sonny’s reaction is almost violent: “No, I’m not talking about none of that old-time down home crap.” It
turns out that Sonny admires a newer, edgier kind of jazz music, one not yet accepted by mainstream culture,
a fresh sound exemplified by the music of Charlie Parker. This new jazz, also called Bebop, had
revolutionized music by 1952 (Savery 167), but traditionalists like Sonny’s brother, who don’t place a high
value on art, music or African American culture, might not have heard of Charlie Parker. Bebop fans in the
early 50s were looking for a replacement for, in Sonny’s words, “that old-time down home crap” that Louis
Armstrong had pioneered and that white artists like Benny Goodman had subsequently popularized among
mainstream white audiences.

4. The characterization.

Like with so many other stories, in “Sonny’s Blues,” the dramatic action mainly concerns the
characters’ changes or lack of them. The character changes in “Sonny’s Blues” are particularly interesting,
and subtle, in part because the plot features a character’s battle with heroin addiction, and the narrator’s
efforts to come to grips with this character’s addiction and recovery.
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We might begin thinking about characterization in this story by asking ourselves what we think
Baldwin wanted his story to be about, or more specifically, what Baldwin wanted to say about drugs and
addiction in his story.

Is “Sonny’s Blues” a story:

* That moralizes against drug use?

* That tries to explain why people become addicted to drugs?

* About a man’s struggle to kick a drug habit?

* About an artist’s struggle to kick a drug habit?

* About the effects of drug use on a family?

* About the ways in which drug use and self-expression can sometimes serve the same purposes.

Of all of the bulleted items above, only the first is wholly unlikely. Not that Baldwin or his
characters in “Sonny’s Blues” approve of drug use or advocate it, but the story is far more than simply a
cautionary tale warning readers against drugs or exhorting them to “just say no.” In fact, through the
characterizations of the brothers, we see that Baldwin wants to illustrate the answers to the other bulleted
items. That is, “Sonny’s Blues” helps us to understand the various ways people experience pain and
suffering. As a musician and artist, Sonny tries to make known, to speak through his music, the pain he sees
around him. Extremely sensitive to that pain himself, Sonny becomes an addict to try to dull his perception
of it.

The narrator, on the other hand, denies his own pain and hardship, and that of those around him. But
when he is finally forced to see it, he begins to understand Sonny as both an artist and as a recovering addict.

a. Sonny, the artist:

As readers, we realize that our knowledge of Sonny comes only through the narrator, who has acted
largely as Sonny’s guardian, a father figure, rather than a brother-peer. The narrator describes Sonny as
“wild,” but not “crazy.” He says Sonny had “always been a good boy, he hadn’t ever turned hard or evil or
disrespectful, the way kids can, so quick, so quick, especially in Harlem.” He compares Sonny to his
students: dreamy, disenchanted, and obedient, but struggling against the hopelessness their impoverished
lives promise.

Sonny’s one hope is that he can become a musician. Discouraged from that goal by his practical
minded brother, Sonny agrees to finish high school living with Isabel’s family, only because the family has a
piano. But he cannot change who he is to satisfy their expectations. At some level, the narrator writes, all of
the adults understood that “Sonny was at that piano playing for his life.”

When Isabel’s mother discovers Sonny is truant, and “that he’d been down in Greenwich Village,
with musicians and other characters in a white girl’s apartment”, she is frightened for him. The ensuing
confrontation, in which Sonny realizes that they have not appreciated or understood, but only endured, his
efforts to create something from his music, so saddens and angers him that he flees and enlists in the Navy.

This pivotal flashback scene tells us a lot about Sonny and his family. Sonny is desperately trying to
express himself, first to his brother when he reveals his aspirations, and then, through his music. Neither the
narrator nor Isabel’s family really hear him or understand him: “It was as though Sonny were some sort of
god, or monster. He moved in an atmosphere which wasn’t like theirs at all. They fed him and he ate, he
washed himself, he walked in and out of their door; he certainly wasn’t nasty or unpleasant or rude, Sonny
isn’t any of those things; but it was as though he were all wrapped up in some cloud, some fire, some vision
all his own; and there wasn’t any way to reach him.” Perhaps some of you might think that this description
suggests that Sonny was already using drugs at this point; people who are under the influence of mind-
altering substance are often described in such terms. But we have no hard evidence that suggests that Sonny
was already using drugs. In fact, later in the story, Sonny tells his brother that he left Harlem as a teenager to
escape the lure of the drugs; thus we can reasonably assume that music was Sonny’s only drug at this time,
his only way of expressing his hopes and dulling his pain. Rather than seeing Sonny’s difference here as
evidence of a drug altered mind, we should see Baldwin as simply depicting a sensitive, artistic mind and
how it expresses what it perceives. Sonny has a radically different world view than that of the narrator and
Isabel’s family, who are frightened of the disorder, uncertainty, and suffering his artistic nature represents.
Sonny wants to confront his pain and those of others like him, while the narrator wants to deny it.

Because he is arrested for drug use, goes to prison, kicks his drug habit, and returns to society to live
with his brother, we may think of Sonny as the character who changes the most in the story. In fact, it would
be easy to assume, after a cursory reading of the story, that Sonny, the addict, is the character who must
change. But Sonny’s attempts to change are not really the focus of the story. Readers never glimpse Sonny
“high,” or actively struggling with his addiction; we meet him only after he’s served prison time and come
home clean. We also never find out whether he continues to maintain control over his addiction. Therefore,
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we might conclude that to Baldwin, the questions of how Sonny became addicted and how or whether he
reformed are secondary. More important to Baldwin is how the narrator changes as he begins to listen to and
understand Sonny.

b. The narrator:

The narrator of “Sonny’s Blues” is an upstanding man. He’s a dutiful son to his parents, and a caring
husband and father. He has worked hard to attain the trappings of middle-class success. Up until Sonny’s
arrest, he has tried not to think about things that bother him. It’s logical that the narrator would exhibit this
particular trait, as his parents have set a good example for him by not telling him and Sonny about their
uncle’s murder by a group of drunken white men. Certainly the boys had felt the effects of their father’s
great sorrow — the father appears to have been an alcoholic himself, as “he died suddenly, during a drunken
weekend” — but the root of this sorrow had never been spoken in their family.

Because of this generational silence, Sonny grows up virtually alone. Though the narrator and his
parents are physically there for most of Sonny’s childhood, they never really hear him or listen to him. After
Sonny returns from military service, the narrator begins to harbor unspoken suspicions about Sonny’s
lifestyle and the brothers fight whenever they see each other. As we saw in the scene where the narrator
discourages Sonny from becoming a musician, he refuses to accept Sonny for who he is: “I didn’t like the
way he carried himself, loose and dreamlike all the time, and I didn’t like his friends, and his music seemed
to be merely an excuse for the life he led. It sounded just that weird and disordered.” We might understand
this reaction if the narrator were disapproving the drug use. But notice how the brother never explicitly
articulates his fear that Sonny is a drug addict. In fact, we know from the opening paragraphs that the brother
has always pushed that realization aside, never allowing himself to believe it. Only when he reads about
Sonny “being picked up for peddling and using heroin” does the narrator accept the facts: “I couldn’t believe
it: but what | mean by that is that | couldn’t find any room for it anywhere inside me. | had kept it outside me
for a long time. | hadn’t wanted to know. | had had suspicions, but | didn’t name them, | kept putting them
away.” Thus, we get a picture here of the narrator as shutting Sonny out, not because just he’s a drug addict,
but because he can’t face pain and uncertainty of the way Sonny lives.

The narrator does as many of us might do, were we to walk in his shoes. Afraid of the dangers or
misfortune that might befall him, he tries to keep safe. But in trying always to stay safe, the narrator is
always afraid. The story opens with the narrator feeling an icy dread as he reads about Sonny in the paper.
Images of darkness surround him in the subway; he feels “trapped in the darkness that roared outside.” In the
first flashback to his childhood, he remembers family gatherings on Sunday afternoons not with warmth and
nostalgia, but with a recollection of silence and a darkness that settles over everything. He says,

“The darkness outside is what the old folks have been talking about. It’s what they’ve come from.
It’s what they endure. The child knows that they won’t talk any more because if he knows too much about
what’s happened to them, he’ll know too much too soon, about what’s going to happen to him.”

The narrator as a child and now as an adult has tried to ignore or deny those feelings of dread and
despair because he is afraid of them. But Sonny has tried through his blues music to face them. Sonny
doesn’t understand his brother’s fearful reaction, just as the narrator doesn’t understand Sonny’s drug use as
a way of coping with his terror. Sonny accuses the narrator of “sound[ing] so — scared” at the thought of
Sonny becoming a musician.

The narrator begins to end his silence toward Sonny and to try to understand Sonny’s pain when his
own daughter dies. “My trouble,” he says, “made his real.” We see here the narrator beginning to appreciate
not only Sonny’s experience, but also the meaning and purpose of blues music, the music he had scoffed at
and dismissed when Sonny first mentioned to him his interest in it. A blues musician sings of his sorrow and
trouble; listeners are transformed, and their pain is at least momentarily assuaged when they hear another’s
blues.

The narrator begins to realize the importance of breaking his silence toward Sonny and sharing his
own feelings and receiving Sonny’s.

c. The story’s final scenes and how they develop the narrator’s changes:

In the pivotal penultimate scene of “Sonny’s Blues,” the narrator agrees to go with Sonny to the jazz
club and the brothers finally talk about Sonny’s addiction. This scene is pivotal because it demonstrates the
extent of the narrator’s changes, particularly when compared with the flashback of the narrator’s last
conversation with his mother. In the flashback scene, the narrator is cautioned by his mother: “You got to
hold onto your brother...and don’t let him fall, no matter what it looks like is happening to him and no
matter how evil you gets with him. You going to be evil with him many a time. But don’t you forget what I
told you, you hear?”. In this scene, the narrator perfunctorily promises: “I won’t let nothing happen to
Sonny.” His mother smiles as if amused at his naiveté. She knows he can’t prevent Sonny’s struggles, but
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she wants the narrator to be there for Sonny, to help him get through life by listening to him. In almost the
next sentence, the narrator admits that once he left for the war, he “pretty well forgot [his] promise to
Mama.” What we understand, though, when we see how the narrator interacts with Sonny, is not so much
that he’s forgotten his promise, but that he’s never really understood that promise or what his mother was
asking him to do. As a man who denies or tries to ignore what frightens him, what makes him
uncomfortable, and what he doesn’t understand, he has believed that “taking care” of Sonny means trying to
get Sonny to live the way he does. When this strategy doesn’t work, he essentially breaks his promise to his
mother and gives up on Sonny, letting years pass between their meetings.

In the penultimate scene, the narrator shows how far he’s come since Sonny has come back into his
life. As we’ve discussed previously, here the brothers discuss the nature of suffering and how different
people try to overcome it — through song, or art, through drug use, and through denial. Here the narrator
begins to see that his way — denial — is not effective. The narrator thinks to himself that he wants to reassure
Sonny that with “will power” he can conquer his addiction, that “life could be — well, beautiful,” and that he
“would never fail him again”. But the narrator finally realizes here that these promises, because they deny
and ignore Sonny’s true nature and needs, would have been “empty words and lies,” like his first forgotten
promise to his mother. Instead of making these promises publicly, then, the narrator “made the promise to
[him]self and prayed that [he] would keep it.”

He begins right away to keep his promise as Sonny describes his loneliness and alienation.

“It’s terrible sometimes, inside,” he said, “that’s what’s the trouble. You walk these streets, black
and funky and cold, and there’s not really a living ass to talk to, and there’s nothing shaking, and there’s no
way of getting it out — that storm inside. You can’t talk it and you can’t make love with it, and when you
finally try to get with it and play it, you realize nobody’s listening. So you’ve got to listen. You got to find a
way to listen.”

Sonny’s use of the pronoun “you” in the speech above is generic; that is, he is referring to himself
and to addicts and artists in general. But he is also exhorting the narrator himself to listen, and the narrator
does. He draws Sonny out for the first time, asking him “What have you been, Sonny?”

Sonny’s response describes the worst moments of his drug addiction, the way in which heroin
seemed to promise a way “to listen” to himself and to what he, as an artist, wanted to say about his world.
But as his addiction tightened its grip on him, Sonny realized that its promises (like those of the narrator)
were really just false promises that drove him to depths he hadn’t imagined. He ends his speech by warning
his brother (and himself) that his dependence on heroin “can come again.” In the narrator’s response, we see
how far the narrator has come: “‘All right,” I said, at last. “So it can come again, All right’”” Here, the narrator
finally accepts that Sonny’s addiction needs to be faced before it can be dealt with, that Sonny will continue
to struggle with it and with his artistic goals and temperament. To truly help Sonny, the narrator must accept
this bitter battle and fight it with Sonny. As the scene ends, Sonny has turned, as if toward a lodestone (a
magnetized stone used by sailors to find their way on the sea), to the window that looks out onto the Harlem
street. The lodestone image suggests that Sonny is and will be continually drawn to street life, to explaining
the sorrows of the people. The scene ends with Sonny expressing his main concern, the wonder that
motivates his music: “‘All that hatred down there,” he said, ‘all that hatred and misery and love. It’s a
wonder it doesn’t blow the avenue apart’.

The narrator’s realization that he must accept Sonny as he is sets the stage for the narrator’s first trip
to the nightclub where Sonny has played. Here he meets Sonny’s musician friends, who appreciate Sonny in
a way the narrator never has, as a “real musician”. The tables are turned on the narrator and he begins to
understand the value of jazz and blues music. Rather than trying to make Sonny fit into his world, he is now
“in Sonny’s world. Or, rather: his kingdom. Here it was not even a question that his veins bore royal blood”.

In the ensuing scene the narrator begins to understand the language of jazz music, the way in which
it helps artists express their torment and their fear. As he describes the musical scene, the narrator uses
another analogy of the sea, with its threatening deep water.

[The band leader Creole] was having a dialogue with Sonny. He wanted Sonny to leave the shoreline
and strike out for the deep water. He was Sonny’s witness that deep water and drowning were not the same
thing — he had been there, and he knew. And he wanted Sonny to know. He was waiting for Sonny to do the
things on the keys which would let Creole know that Sonny was in the water.

Thus, as Creole tries to get Sonny to put everything into his music, to really express a true emotion,
to abjure his fear, the narrator himself finally sees the benefit of such risk-taking. He learns

“...what the blues were all about. They were not about anything very new. He and his boys up there
were keeping it new, at the risk of ruin, destruction, madness, and death, in order to find new ways to make
us listen. For, while the tale of how we suffer, and how we are delighted, and how we may triumph is never
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new, it always must be heard. There isn’t any other tale to tell, it’s the only light we’ve got in all this
darkness.”

Thus, music has a communal function; it tells the stories of a community of people, it evokes
feelings in performers and in listeners, helping them to heal from the misfortunes of their lives or to at least
find solace in the company of others who are similarly afflicted. The narrator sees that “Sonny’s fingers
filled the air with life, his life. But that life contained so many others”. The music makes the narrator
remember the tragedies that befell his parents, the death of his own daughter and the sorrow of his wife, and
he is moved to tears as he feels the power of the music to evoke his own pain. Somehow, this experience is
transformative, helping the narrator to see into himself at the same time as he connects with Sonny and the
other nightclub patrons.

We might wonder about the final image of the story in which waitress puts a “Scotch and milk on top
of the piano for Sonny”.

We might wonder whether a recovering heroin addict should be drinking an alcoholic beverage.

And what, we might wonder, is the “cup of trembling”? This biblical allusion is to Isaiah 51: 17-22,
which reads as follows:

17. Awake, awake, stand up, O Jerusalem, which hast drunk at the hand of the LORD the cup of his fury;
thou hast drunken the dregs of the cup of trembling, and wrung them out.

18. There is none to guide her among all the sons whom she hath brought forth; neither is there any that
taketh her by the hand of all the sons that she hath brought up.

19. These two things are come unto thee; who shall be sorry for thee? desolation, and destruction, and the
famine, and the sword: by whom shall | comfort thee?

20. Thy sons have fainted, they lie at the head of all the streets, as a wild bull in a net: they are full of the
fury of the LORD, the rebuke of thy God.

21. Therefore hear now this, thou afflicted, and drunken, but not with wine:

22. Thus saith thy Lord the LORD, and thy God that pleadeth the cause of his people, Behold, | have taken
out of thine hand the cup of trembling, even the dregs of the cup of my fury; thou shalt no more drink it
again:

23. But I will put it into the hand of them that afflict thee; which have said to thy soul, Bow down, that we
may go over: and thou hast laid thy body as the ground, and as the street, to them that went over.

In these passages, God tells the Israelites that He knows they have suffered His fury that they have
been afraid of his wrath and of their enemies (“drunken the dregs of the cup of trembling”). God promises
here that they will no longer drink from the cup of trembling or feel His wrath and that the cup of trembling
will instead be put into the hands of their enemies. As an allusion at the end of the story, this passage implies
hope that those, like Sonny and his brother, who have been afflicted with fear and suffering, will no longer
be tormented.

As you can see, the passage’s images of drunkenness and of the street resonate with the plot and
setting of Sonny’s Blues. In the Biblical passage, God speaks to those “afflicted, and drunken, but not with
wine” (verse 21) and promises to assuage their pain by taking away the cup of trembling. Sonny’s drink is
likened to a “cup of trembling” which he sips from as he plays. This seems an ambiguous image. Baldwin
may be saying that the artist/musician can never escape the “cup of trembling,” that his music depends on
feeling, understanding and expressing the fear and sorrow of his people. Or, Baldwin may be saying that
Sonny, in taking from the cup of trembling himself, allows his listeners to abstain; that is, his suffering
translated into music inoculates his audience from feeling the same depths of suffering. We might see a
connection here to the last verse of the Biblical passage: The artist is he who “hast laid [his] body as the
ground, and as the street, to them that went over.”

Taking the analogy further, we can see that, as the artist, Sonny performs a sort of sacrifice; he
internalizes and then expresses all of the anguish and joy of his listeners, as though he were laying his body
down for them to walk over from a stormy emotional state to a place of peace and contentment. Don’t miss
the religious, Christ-like implications of this depiction of the artist’s sacrifice.

Another very persuasive interpretation of the final image of the drink appears in the article “Words
and Music: Narrative Ambiguity in ‘Sonny’s Blues.”” Here, Keith Byerman comments on this final
ambiguous image. He writes that the Scotch and milk drink is “an emblem of simultaneous destruction and
nurture to the system; it cannot be reduced to one or the other. Sonny’s acceptance of it indicates that he will
continue on the edge between the poison of his addiction and the nourishment of his music” (371).

5. The imagery.

Following a story’s prevailing imagery can help us to understand an author’s focus or concerns. A
story can have a pattern of recurring imagery as well as sentences which describe in figurative or imagistic
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language certain concepts, ideas or scenes such that the reader can gain a full understanding of the author’s
intent. This section of the lecture looks at one recurring pattern of images and then asks you to consider how
other images Baldwin uses help him create meaning.

Darkness and light, a recurring pattern of images:

In Sonny’s Blues, Baldwin relies on the opposition between images of darkness and light. We first
see this imagery in the opening scene, where the narrator is contemplating Sonny’s fate in the dark subway.
The “swinging lights of the subway car” allow him to read about Sonny’s arrest, while the “darkness roared
outside”. This image sets up a major plot development in the story, which is the narrator’s growth as he
realizes his duty to Sonny. The coming of a realization or the dawning of knowledge and understanding is
often described as a “light going on.” Depression and fear are often described as “darkness” or “night.” The
narrator has to find a way to absorb and live with this new understanding of Sonny as an addict and as a
blues musician. Similarly, in the final scene of the story, the narrator notices Sonny and the other jazz
musicians standing behind the light of the bandstand. “I had the feeling that they... were being most careful
not to step into that circle of light too suddenly: if they moved into the light too suddenly and without
thinking, they would perish in flame.” Perhaps this description suggests that the musicians like Sonny must
be careful with how they approach the truths of their lives; full awareness of their suffering can be painful
and dangerous.

We might also consider images of darkness and light in terms of race and the historical context of the
story. The narrator refers to his own students and the “darkness of their lives” this imagery in the opening
scene, where the narrator is contemplating Sonny’s fate in the dark subway. The “swinging lights of the
subway car” allow him to read about Sonny’s arrest, while the “darkness roared outside”. This image sets up
a major plot development in the story, which is the narrator’s growth as he realizes his duty to Sonny. The
coming of a realization or the dawning of knowledge and understanding is often described as a “light going
on.” Depression and fear are often described as “darkness” or “night.” The narrator has to find a way to
absorb and live with this new understanding of Sonny as an addict and as a blues musician. Similarly, in the
final scene of the story, the narrator notices Sonny and the other jazz musicians standing behind the light of
the bandstand. “I had the feeling that they... were being most careful not to step into that circle of light too
suddenly: if they moved into the light too suddenly and without thinking, they would perish in flame.”
Perhaps this description suggests that the musicians like Sonny must be careful with how they approach the
truths of their lives; full awareness of their suffering can be painful and dangerous.

6. The themes.

A story’s themes are best and most specifically expressed as complete sentences. Thus, rather than
saying “one theme of Sonny’s Blues is suffering” or even “coping with suffering” we should be more precise
and say: “One theme of Sonny’s Blues is that tragedy and suffering can be transformed into a communal art
form such as blues music.” We might even go further to claim that blues music can be viewed as a catalyst
for change, as the narrator begins to understand not only the music but also himself and his relationship with
Sonny. Similarly, we might explore the theme of brotherhood in Sonny’s Blues, and suggest that the story
implies that we are “our brother’s keepers,” and that a brotherly support amounts to more than control or
coercion. It requires listening and true understanding.

Notice how the themes elaborated above are similar to thesis statements. That is, they make an
assertion about the story, one that is not immediately obvious and one that requires development and
explanation with evidence from the text.

[The materials of Anne Fleischmann and Andy Jones’ lecture on Sonny’s Blues have been used above].

Seminar 7
Richard Bach’s Jonathan Livingston Seagull
Plan

The biography and works of Richard Bach.

The seventies: the social context of his works.

The plot of Jonathan Livingston Seagull.

4. The main themes and symbols.

Questions:

1. With what writer of the 20th century does Bach have much in common?
2. Why did the author use the human names for the seagulls?
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What Christian symbols can be found in the book? How does the author revalue them?

What elements of the Greek and Taoist philosophies can you see here?

What recent American cartoon resembles the plot of Jonathan Livingston Seagull?

Explain how you understand the statements:

a) The gulls who scorn perfection for the sake of travel go nowhere, slowly. Those who put aside travel for
the sake of perfection go anywhere, instantly.

b) If our friendship depends on things like space and time, then when we finally overcome space and time,
we 've destroyed our own brotherhood! But overcome space, and all we have left is Here. Overcome time,
and all we have left is Now. And in the middle of Here and Now, don 't you think that we might see each other
once or twice?

c) You don't love hatred and evil, of course. You have to practice and see the real gull, the good in every one
of them, and to help them see it in themselves. That s what | mean by love.
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1. Bach Richard. Jonathan Livingston Seagull / Richard Bach. — Online at :
www.lib.ru/RBACH/seagullengl.txt.

2. Bach Richard. Jonathan Livingston Seagull / Richard Bach [Audio book]. — TOB “Cimzoxom™, 2004.
3. Richard Bach — Online at : en.wikipedia.org/wiki/Richard_Bach.

4. Richard Bach: A Fan Site. — Online at : http://www.inner-growth.info/main_bach.htm.
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Text

Richard Bach. Jonathan Livingston Seagull.
To the real Jonathan Seagull,
who lives within us all.

Part One

It was morning, and the new sun sparkled gold across the ripples of a gentle sea. A mile from shore
a fishing boat chummed the water, and the word for Breakfast Flock flashed through the air, till a crowd of a
thousand seagulls came to dodge and fight for bits of food. It was another busy day beginning.

But way off alone, out by himself beyond boat and shore, Jonathan Livingston Seagull was
practicing. A hundred feet in the sky he lowered his webbed feet, lifted his beak, and strained to hold a
painful hard twisting curve through his wings. The curve meant that he would fly slowly, and now he slowed
until the wind was a whisper in his face, until the ocean stood still beneath him. He narrowed his eyes in
fierce concentration, held his breath, forced one... single... more... inch... of... curve... Then his feathers
ruffled, he stalled and fell.

Seagulls, as you know, never falter, never stall. To stall in the air is for them disgrace and it is
dishonor.

But Jonathan Livingston Seagull, unashamed, stretching his wings again in that trembling hard
curve — slowing, slowing, and stalling once more — was no ordinary bird.

Most gulls don’t bother to learn more than the simplest facts of flight — how to get from shore to
food and back again. For most gulls, it is not flying that matters, but eating. For this gull, though, it was not
eating that mattered, but flight. More than anything else. Jonathan Livingston Seagull loved to fly.

This kind of thinking, he found, is not the way to make one’s self popular with other birds. Even his
parents were dismayed as Jonathan spent whole days alone, making hundreds of low-level glides,
experimenting.

He didn’t know why, for instance, but when he flew at altitudes less than half his wingspan above
the water, he could stay in the air longer, with less effort. His glides ended not with the usual feet-down
splash into the sea, but with a long flat wake as he touched the surface with his feet tightly streamlined
against his body. When he began sliding in to feet-up landings on the beach, then pacing the length of his
slide in the sand, his parents were very much dismayed indeed.

“Why, Jon, why?” his mother asked. “Why is it so hard to be like the rest of the flock, Jon? Why
can’t you leave low flying to the pelicans, the albatross? Why don’t you eat? Son, you’re bone and feathers!”
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“I don’t mind being bone and feathers mom. | just want to know what | can do in the air and what |
can’t, that’s all. | just want to know.”

“See here Jonathan” said his father not unkindly. “Winter isn’t far away. Boats will be few and the
surface fish will be swimming deep. If you must study, then study food, and how to get it. This flying
business is all very well, but you can’t eat a glide, you know. Don’t you forget that the reason you fly is to
eat.”

Jonathan nodded obediently. For the next few days he tried to behave like the other gulls; he really
tried, screeching and fighting with the flock around the piers and fishing boats, diving on scraps of fish and
bread. But he couldn’t make it work.

It’s all so pointless, he thought, deliberately dropping a hard-won anchovy to a hungry old gull
chasing him. I could be spending all this time learning to fly. There’s so much to learn!

It wasn’t long before Jonathan Gull was off by himself again, far out at sea, hungry, happy, learning.

The subject was speed, and in a week’s practice he learned more about speed than the fastest gull
alive.

From a thousand feet, flapping his wings as hard as he could, he pushed over into a blazing steep
dive toward the waves, and learned why seagulls don’t make blazing steep power-dives. In just six seconds
he was moving seventy miles per hour, the speed at which one’s wing goes unstable on the upstroke.

Time after time it happened. Careful as he was, working at the very peak of his ability, he lost
control at high speed.

Climb to a thousand feet. Full power straight ahead first, then push over, flapping, to a vertical dive.
Then, every time, his left wing stalled on an upstroke, he’d roll violently left, stall his right wing recovering,
and flick like fire into a wild tumbling spin to the right.

He couldn’t be careful enough on that upstroke. Ten times he tried, and all ten times, as he passed
through seventy miles per hour, he burst into a churning mass of feathers, out of control, crashing down into
the water.

The key, he thought at last, dripping wet, must be to hold the wings still at high speeds — to flap up
to fifty and then hold the wings still.

From two thousand feet he tried again, rolling into his dive, beak straight down, wings full out and
stable from the moment he passed fifty miles per hour. It took tremendous strength, but it worked. In ten
seconds he had blurred through ninety miles per hour. Jonathan had set a world speed record for seagulls!

But victory was short-lived. The instant he began his pullout, the instant he changed the angle of his
wings, he snapped into that same terrible uncontrolled disaster, and at ninety miles per hour it hit him like
dynamite. Jonathan Seagull exploded in midair and smashed down into a brickhard sea.

When he came to, it was well after dark, and he floated in moonlight on the surface of the ocean.
His wings were ragged bars of lead, but the weight of failure was even heavier on his back. He wished,
feebly, that the weight could be just enough to drug him gently down to the bottom, and end it all.

As he sank low in the water, a strange hollow voice sounded within him. There’s no way around it. |
am a seagull. 1 am limited by my nature. If | were meant to learn so much about flying, I’d have charts for
brains. If | were meant to fly at speed, 1’d have a falcon’s short wings, and live on mice instead of fish. My
father was right. | must forget this foolishness. I must fly home to the Flock and be content as | am, as a poor
limited seagull.

The voice faded, and Jonathan agreed. The place for a seagull at night is on shore, and from this
moment forth, he vowed, he would be a normal gull. It would make everyone happier.

He pushed wearily away from the dark water and flew toward the land, grateful for what he had
learned about work-saving low-altitude flying.

But no, he thought. I am done with the way | was, | am done with everything | learned. | am a
seagull like every other seagull, and | will fly like one. So he climbed painfully to a hundred feet and flapped
his wings harder, pressing for shore.

He felt better for his decision to be just another one of the Flock. There would be no ties now to the
force that had driven him to learn, there would be no more challenge and no more failure. And it was pretty,
just to stop thinking, and fly through the dark, toward the lights above the beach.

Dark! The hollow voice cracked in alarm. Seagulls never fly in the dark!

Jonathan was not alert to listen. It’s pretty, he thought. The moon and the lights twinkling on the
water, throwing out little beacon-trails through the night, and all so peaceful and still...

Get down! Seagulls never fly in the dark! If you were meant to fly in the dark, you’d have the eyes
of an owl! You’d have charts for brains! You’d have a falcon’s short wings!
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There in the night, a hundred feet in the air, Jonathan Livingston Seagull — blinked. His pain, his
resolutions, vanished.

Short wings. A falcon’s short wings!

That’s the answer! What a fool 1’ve been! All I need is a tiny little wing, all | need is to fold most of
my wings and fly on just the tips alone! Short wings!

He climbed two thousand feet above the black sea, and without a moment for thought of failure and
death, he brought his forewings tightly in to his body, left only the narrow swept daggers of his wingtips
extended into the wind, and fell into a vertical dive.

The wind was a monster roar at his head. Seventy miles per hour, ninety, a hundred and twenty and
faster still. The wing-strain now at a hundred and forty miles per hour wasn’t nearly as hard as it had been
before at seventy, and with the faintest twist of his wingtips he eased out of the dive and shot above the
waves, a gray cannonball under the moon.

He closed his eyes to slits against the wind and rejoiced. A hundred forty miles per hour! And under
control! If I dive from five thousand feet instead of two thousand, | wonder how fast...

His vows of a moment before were forgotten, swept away in that great swift wind. Yet he felt
guiltless, breaking the promises he had made himself. Such promises are only for the gulls that accept the
ordinary. One who has touched excellence in his learning has no need of that kind of promise.

By sunup, Jonathan Gull was practicing again. From five thousand feet the fishing boats were
specks in the flat blue water, Breakfast Flock was a faint cloud of dust motes, circling.

He was alive, trembling ever so slightly with delight, proud that his fear was under control. Then
without ceremony he hugged in his forewings, extended his short, angled wingtips, and plunged directly
toward the sea.

By the time he passed four thousand feet he had reached terminal velocity, the wind was a solid
beating wall of sound against which he could move no faster. He was flying now straight down, at two
hundred fourteen miles per hour. He swallowed, knowing that if his wings unfolded at that speed he’d be
blown into a million tiny shreds of seagull. But the speed was power, and the speed was joy, and the speed
was pure beauty.

He began his pullout at a thousand feet, wingtips thudding and blurring in that gigantic wind, the
boat and the crowd of gulls tilting and growing meteor-fast, directly in his path.

He couldn’t stop; he didn’t know yet even how to turn at that speed.

Collision would be instant death.

And so he shut his eyes.

It happened that morning, then, just after sunrise, that Jonathan Livingston Seagull fired directly
through the center of Breakfast Flock, ticking off two hundred twelve miles per hour, eyes closed, in a great
roaring shriek of wind and feathers. The Gull of Fortune smiled upon him this once, and no one was killed.

By the time he had pulled his beak straight up into the sky he was still scorching along at a hundred
and sixty miles per hour. When he had slowed to twenty and stretched his wings again at last, the boat was a
crumb on the sea, four thousand feet below.

His thought was triumph. Terminal velocity! A seagull at two hundred fourteen miles per hour! It
was a breakthrough, the greatest single moment in the history of the Flock, and in that moment a new age
opened for Jonathan Gull. Flying out to his lonely practice area, folding his wings for a dive from eight
thousand feet, he set himself at once to discover how to turn.

A single wingtip feather, he found, moved a fraction of an inch, gives a smooth sweeping curve at
tremendous speed. Before he learned this, however, he found that moving more than one feather at that speed
will spin you like a riffle ball... and Jonathan had flown the first aerobatics of any seagull on earth.

He spared no time that day for talk with other gulls, but flew on past sunset. He discovered the loop,
the slow roll, the point roll, the inverted spin, the gull bunt, the pinwheel.

When Jonathan Seagull joined the Flock on the beach, it was full night. He was dizzy and terribly
tired. Yet in delight he flew a loop to landing, with a snap roll just before touchdown. When they hear of it,
he thought, of the Breakthrough, they’ll be wild with joy. How much more there is now to living! Instead of
our drab slogging forth and back to the fishing boats, there’s a reason to life! We can lift ourselves out of
ignorance, we can find ourselves as creatures of excellence and intelligence and skill. We can be free! We
can learn to fly!

The years ahead hummed and glowed with promise.

The gulls were flocked into the Council Gathering when he landed, and apparently had been so
flocked for some time. They were, in fact, waiting.
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“Jonathan Livingston Seagull! Stand to Center!” The Elder’s words sounded in a voice of highest
ceremony. Stand to Center meant only great shame or great honor. Stand to Center for Honor was the way
the gulls’ foremost leaders were marked. Of course, he thought, the Breakfast Flock this morning; they saw
the Breakthrough! But | want no honors. I have no wish to be leader. | want only to share what I’ve found, to
show those horizons out ahead for us all. He stepped forward.

“Jonathan Livingston Seagull,” said the Elder, “Stand to Center for Shame in the sight of your
fellow gulls!”

It felt like being hit with a board. His knees went weak, his feathers sagged, there was roaring in his
ears. Centered for shame?

Impossible! The Breakthrough! They can’t understand! They’re wrong, they’re wrong!

“... for his reckless irresponsibility” the solemn voice intoned, “violating the dignity and tradition of
the Gull Family...”

To be centered for shame meant that he would be cast out of gull society, banished to a solitary life
on the Far Cliffs.

“... one day Jonathan Livingston Seagull, you shall learn that irresponsibility does not pay. Life is
the unknown and the unknowable, except that we are put into this world to eat, to stay alive as long as we
possibly can.”

A seagull never speaks back to the Council Flock, but it was Jonathan’s voice raised.
“Irresponsibility? My brothers!” he cried. “Who is more responsible than a gull who finds and follows a
meaning, a higher purpose for life? For a thousand years we have scrabbled after fish heads, but now we
have a reason to live — to learn, to discover, to be free! Give me one chance, let me show you what I’ve
found...”

The Flock might as well have been stone.

“The Brotherhood is broken,” the gulls intoned together, and with one accord they solemnly closed
their ears and turned their backs upon him.

Jonathan Seagull spent the rest of his days alone, but he flew way out beyond the Far Cliffs. His one
sorrow was not solitude, it was that other gulls refused to believe the glory of flight that awaited them; they
refused to open their eyes and see. He learned more each day. He learned that a streamlined high-speed dive
could bring him to find the rare and tasty fish that schooled ten feet below the surface of the ocean: he no
longer needed fishing boats and stale bread for survival. He learned to sleep in the air, setting a course at
night across the offshore wind, covering a hundred miles from sunset to sunrise. With the same inner control,
he flew through heavy sea-fogs and climbed above them into dazzling clear skies... in the very times when
every other gull stood on the ground, knowing nothing but mist and rain. He learned to ride the high winds
far inland, to dine there on delicate insects.

What he had once hoped for the Flock, he now gained for himself alone; he learned to fly, and was
not sorry for the price that he had paid. Jonathan Seagull discovered that boredom and fear and anger are the
reasons that a gull’s life is so short, and with these gone from his thought, he lived a long fine life indeed.

They came in the evening, then, and found Jonathan gliding peaceful and alone through his beloved
sky. The two gulls that appeared at his wings were pure as starlight, and the glow from them was gentle and
friendly in the high night air. But most lovely of all was the skill with which they flew, their wingtips
moving a precise and constant inch from his own. Without a word, Jonathan put them to his test, a test that
no gull had ever passed. He twisted his wings, slowed to a single mile per hour above stall. The two radiant
birds slowed with him, smoothly, locked in position. They knew about slow flying.

He folded his wings, rolled and dropped in a dive to a hundred ninety miles per hour. They dropped
with him, streaking down in flawless formation.

At last he turned that speed straight up into a long vertical slow-roll. They rolled with him, smiling.

He recovered to level flight and was quiet for a time before he spoke. “Very well,” he said, “who are
you?”

“We’re from your Flock, Jonathan. We are your brothers.” The words were strong and calm.
“We’ve come to take you higher, to take you home.”

“Home | have none. Flock | have none. | am Outcast. And we fly now at the peak of the Great
Mountain Wind. Beyond a few hundred feet, | can lift this old body no higher.”

“But you can Jonathan. For you have learned. One school is finished, and the time has come for
another to begin.”

As it had shined across him all his life, so understanding lighted that moment for Jonathan Seagull.
They were right. He could fly higher, and it was time to go home.
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He gave one last look across the sky, across that magnificent silver land where he had learned so
much.

“I’m ready” he said at last.

And Jonathan Livingston Seagull rose with the two starbright gulls to disappear into a perfect dark
sky.

Part Two

So this is heaven, he thought, and he had to smile at himself. It was hardly respectful to analyze
heaven in the very moment that one flies up to enter it.

As he came from Earth now, above the clouds and in close formation with the two brilliant gulls, he
saw that his own body was growing as bright as theirs. True, the same young Jonathan Seagull was there that
had always lived behind his golden eyes, but the outer form had changed.

It felt like a seagull body, but already it flew far better than his old one had ever flown. Why, with
half the effort, he thought, I’ll get twice the speed, twice the performance of my best days on Earth!

His feathers glowed brilliant white now, and his wings were smooth and perfect as sheets of
polished silver. He began, delightedly, to learn about them, to press power into these new wings.

At two hundred fifty miles per hour he felt that he was nearing his level-flight maximum speed. At
two hundred seventy-three he thought that he was flying as fast as he could fly, and he was ever so faintly
disappointed. There was a limit to how much the new body could do, and though it was much faster than his
old level-flight record, it was still a limit that would take great effort to crack. In heaven, he thought, there
should be no limits.

The clouds broke apart, his escorts called, “Happy landings, Jonathan,” and vanished into thin air.

He was flying over a sea, toward a jagged shoreline. A very few seagulls were working the updrafts
on the cliffs. Away off to the north, at the horizon itself, flew a few others. New sights, new thoughts, new
questions. Why so few gulls? Heaven should be flocked with gulls! And why am I so tired, all at once? Gulls
in heaven are never supposed to be tired, or to sleep.

Where had he heard that? The memory of his life on Earth was falling away. Earth had been a place
where he had learned much, of course, but the details were blurred - something about fighting for food, and
being Outcast.

The dozen gulls by the shoreline came to meet him, none saying a word. He felt only that he was
welcome and that this was home. It had been a big day for him, a day whose sunrise he no longer
remembered.

He turned to land on the beach, beating his wings to stop an inch in the air, then dropping lightly to
the sand, The other gulls landed too, but not one of them so much as flapped a feather. They swung into the
wind, bright wings outstretched, then somehow they changed the curve of their feathers until they had
stopped in the same instant their feet touched the ground. It was beautiful control, but now Jonathan was just
too tired to try it. Standing there on the beach, still without a word spoken, he was asleep.

In the days that followed, Jonathan saw that there was as much to learn about flight in this place as
there had been in the life behind him. But with a difference. Here were gulls who thought as he thought, For
each of them, the most important thing in living was to reach out and touch perfection in that which they
most loved to do, and that was to fly. They were magnificent birds, all of them, and they spent hour after
hour every day practicing flight, testing advanced aeronautics.

For a long time Jonathan forgot about the world that he had come from, that place where the Flock
lived with its eyes tightly shut to the joy of flight, using its wings as means to the end of finding and fighting
for food. But now and then, just for a moment, he remembered.

He remembered it one morning when he was out with his instructor, while they rested on the beach
after a session of folded-wing snap rolls.

“Where is everybody, Sullivan?” he asked silently, quite at home now with the easy telepathy that
these gulls used instead of screes and gracks. “Why aren’t there more of us here? Why, where | came from
there were...”

“... thousands and thousands of gulls. I know.” Sullivan shook his head. “The only answer | can see,
Jonathan, is that you are pretty well a one-in-a-million bird. Most of us came along ever so slowly. We went
from one world into another that was almost exactly like it, forgetting right away where we had come from,
not caring where we were headed, living for the moment. Do you have any idea how many lives we must
have gone through before we even got the first idea that there is more to life than eating, or fighting, or
power in the Flock? A thousand lives, Jon, ten thousand! And then another hundred lives until we began to
learn that there is such a thing as perfection, and another hundred again to get the idea that our purpose for
living is to find that perfection and show it forth. The same rule holds for us now, of course: we choose our
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next world through what we learn in this one. Learn nothing, and the next world is the same as this one, all
the same limitations and lead weights to overcome.”

He stretched his wings and turned to face the wind. “But you, Jon,” he said, “learned so much at one
time that you didn’t have to go through a thousand lives to reach this one.”

In a moment they were airborne again, practicing. The formation point-roils were difficult, for
through the inverted half Jonathan had to think upside down, reversing the curve of his wing, and reversing it
exactly in harmony with his instructor’s.

“Let’s try it again.” Sullivan said over and over: “Let’s try it again.” Then, finally, “Good.” And
they began practicing outside loops.

One evening the gulls that were not night-flying stood together on the sand, thinking. Jonathan took
all his courage in hand and walked to the Elder Gull, who, it was said, was soon to be moving beyond this
world. “Chiang...” he said a little nervously.

The old seagull looked at him kindly. “Yes, my son?” Instead of being enfeebled by age, the Elder
had been empowered by it; he could outfly any gull in the Flock, and he had learned skills that the others
were only gradually coming to know.

“Chiang, this world isn’t heaven at all, is it?”” The Elder smiled in the moonlight. “You are learning
again, Jonathan Seagull,” he said.

“Well, what happens from here? Where are we going? Is there no such place as heaven?”

“No, Jonathan, there is no such place. Heaven is not a place, and it is not a time. Heaven is being
perfect.” He was silent for a moment. “You are a very fast flier, aren’t you?”

“I... I enjoy speed,” Jonathan said, taken aback but proud that the Elder had noticed.

“You will begin to touch heaven, Jonathan, in the moment that you touch perfect speed. And that
isn’t flying a thousand miles an hour, or a million, or flying at the speed of light. Because any number is a
limit, and perfection doesn’t have limits. Perfect speed, my son, is being there.”

Without warning, Chiang vanished and appeared at the water’s edge fifty feet away, all in the flicker
of an instant. Then he vanished again and stood, in the same millisecond, at Jonathan’s shoulder. “It’s kind
of fun,” he said.

Jonathan was dazzled. He forgot to ask about heaven. “How do you do that? What does it feel like?
How far can you go?”

“You can go to any place and to any time that you wish to go,” the Elder said. “I’ve gone
everywhere and everywhen | can think of.” He looked across the sea. “It’s strange. The gulls who scorn
perfection for the sake of travel go nowhere, slowly. Those who put aside travel for the sake of perfection go
anywhere, instantly. Remember, Jonathan, heaven isn’t a place or a time, because place and time are so very
meaningless. Heaven is...”

“Can you teach me to fly like that?”” Jonathan Seagull trembled to conquer another unknown.

“Of course if you wish to learn.”

“l wish. When can we start?”

“We could start now if you’d like.”

“I want to learn to fly like that,” Jonathan said and a strange light glowed in his eyes. “Tell me what
to do,”

Chiang spoke slowly and watched the younger gull ever so carefully. “To fly as fast as thought, to
anywhere that is,” he said, “you must begin by knowing that you have already arrived...”

The trick, according to Chiang, was for Jonathan to stop seeing himself as trapped inside a limited
body that had a forty-two inch wingspan and performance that could be plotted on a chart. The trick was to
know that his true nature lived, as perfect as an unwritten number, everywhere at once across space and time.

Jonathan kept at it, fiercely, day after day, from before sunrise till past midnight. And for all his
effort he moved not a feather width from his spot.

“Forget about faith!” Chiang said it time and again. “You didn’t need faith to fly, you needed to
understand flying. This is just the same. Now try again...”

Then one day Jonathan, standing on the shore, closing his eyes, concentrating, all in a flash knew
what Chiang had been telling him. “Why, that’s true! | am a perfect, unlimited gull!”” He felt a great shock of
joy.

“Good!” said Chiang and there was victory in his voice.
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Jonathan opened his eyes. He stood alone with the Elder on a totally different seashore — trees down
to the water’s edge, twin yellow suns turning overhead.

“At last you’ve got the idea,” Chiang said, “but your control needs a little work...”

Jonathan was stunned. “Where are we?”

Utterly unimpressed with the strange surroundings, the Elder brushed the question aside. “We’re on
some planet, obviously, with a green sky and a double star for a sun.”

Jonathan made a scree of delight, the first sound he had made since he had left Earth. “IT WORKS!”

“Well, of course, it works, Jon.” said Chiang. “It always works, when you know what you’re doing.
Now about your control...”

By the time they returned, it was dark. The other gulls looked at Jonathan with awe in their golden
eyes, for they had seen him disappear from where he had been rooted for so long.

He stood their congratulations for less than a minute. “I’m the newcomer here! I’m just beginning!
Itis | who must learn from you!”

“I wonder about that, Jon,” said Sullivan standing near. “You have less fear of learning than any gull
I’ve seen in ten thousand years.” The Flock fell silent, and Jonathan fidgeted in embarrassment.

“We can start working with time if you wish,” Chiang said, “till you can fly the past and the future.
And then you will be ready to begin the most difficult, the most powerful, the most fun of all. You will be
ready to begin to fly up and know the meaning of kindness and of love.”

A month went by, or something that felt about like a month, and Jonathan learned at a tremendous
rate. He always had learned quickly from ordinary experience, and now, the special student of the Elder
Himself, he took in new ideas like a streamlined feathered computer.

But then the day came that Chiang vanished. He had been talking quietly with them all, exhorting
them never to stop their learning and their practicing and their striving to understand more of the perfect
invisible principle of all life. Then, as he spoke, his feathers went brighter and brighter and at last turned so
brilliant that no gull could look upon him.

“Jonathan,” he said, and these were the last words that he spoke, “keep working on love.”

When they could see again, Chiang was gone.

As the days went past, Jonathan found himself thinking time and again of the Earth from which he
had come. If he had known there just a tenth, just a hundredth, of what he knew here, how much more life
would have meant! He stood on the sand and fell to wondering if there was a gull back there who might be
struggling to break out of his limits, to see the meaning of flight beyond a way of travel to get a breadcrumb
from a rowboat. Perhaps there might even have been one made Outcast for speaking his truth in the face of
the Flock. And the more Jonathan practiced his kindness lessons, and the more he worked to know the nature
of love, the more he wanted to go back to Earth. For in spite of his lonely past, Jonathan Seagull was born to
be an instructor, and his own way of demonstrating love was to give something of the truth that he had seen
to a gull who asked only a chance to see truth for himself.

Sullivan, adept now at thought-speed flight and helping the others to learn, was doubtful.

“Jon, you were Outcast once. Why do you think that any of the gulls in your old time would listen to
you now? You know the proverb, and it’s true: The gull sees farthest who flies highest. Those gulls where
you came from are standing on the ground, squawking and fighting among themselves. They’re a thousand
miles from heaven — and you say you want to show them heaven from where they stand! Jon, they can’t see
their own wingtips! Stay here. Help the new gulls here, the ones who are high enough to see what you have
to tell them.” He was quiet for a moment, and then he said, “What if Chiang had gone back to his old
worlds? Where would you have been today?”

The last point was the telling one, and Sullivan was right. The gull sees farthest who flies highest.

Jonathan stayed and worked with the new birds coming in, who were all very bright and quick with
their lessons. But the old feeling came back, and he couldn’t help but think that there might be one or two
gulls back on Earth who would be able to learn, too. How much more would he have known by now if
Chiang had come to him on the day that he was Outcast!

“Sully, I must go back” he said at last. “’Your students are doing well. They can help you bring the
newcomers along.”

Sullivan sighed, but he did not argue. “I think I’ll miss you, Jonathan,” was all he said.

“Sully, for shame!” Jonathan said in reproach, “and don’t be foolish! What are we trying to practice
every day? If our friendship depends on things like space and time, then when we finally overcome space
and time, we’ve destroyed our own brotherhood! But overcome space, and all we have left is Here.
Overcome time, and all we have left is Now. And in the middle of Here and Now, don’t you think that we
might see each other once or twice?”
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Sullivan Seagull laughed in spite of himself. “*You crazy bird,” he said kindly. “If anybody can show
someone on the ground how to see a thousand miles, it will be Jonathan Livingston Seagull.” He looked at
the sand. “Good-bye, Jon, my friend.”

“Good bye, Sully. We’ll meet again.” And with that, Jonathan held in thought an image of the great
gull flocks on the shore of another time, and he knew with practiced ease that he was not bone and feather
but a perfect idea of freedom and flight, limited by nothing at all.

Fletcher Lynd Seagull was still quite young, but already he knew that no bird had ever been so
harshly treated by any Flock, or with so much injustice.

“l don’t care what they say,” he thought fiercely, and his vision blurred as he flew out toward the
Far Cliffs. “There’s so much more to flying than just flapping around from place to place! A... a... mosquito
does that! One little barrel roll around the Elder Gull, just for fun, and I’m Outcast! Are they blind? Can’t
they see? Can’t they think of the glory that it’ll be when we really learn to fly?

“l don’t care what they think. I’ll show them what flying is! I’ll be pure Outlaw, if that’s the way
they want it. And I’ll make them so sorry...”

The voice came inside his own head, and though it was very gentle, it startled him so much that he
faltered and stumbled in the air.

“Don’t be harsh on them, Fletcher Seagull. In casting you out, the other gulls have only hurt
themselves, and one day they will know this, and one day they will see what you see. Forgive them, and help
them to understand.”

An inch from his right wingtip flew the most brilliant white gull in all the world, gliding effortlessly
along, not moving a feather, at what was very nearly Fletcher’s top speed.

There was a moment of chaos in the young bird. “What’s going on? Am | mad? Am | dead? What is
this?”

Low and calm, the voice went on within his thought, demanding an answer. “Fletcher Lynd Seagull,
do you want to fly?”

“YES, | WANT TO FLY!”.

“Fletcher Lynd Seagull, do you want to fly so much that you will forgive the Flock, and learn, and
go back to them one day and work to help them know?”

There was no lying to this magnificent skillful being, no matter how proud or how hurt a bird was
Fletcher Seagull.

“l do” he said softly.

“Then, Fletch,” that bright creature said to him, and the voice was very kind, “let’s begin with Level
Flight...”

Part Three

Jonathan circled slowly over the Far Cliffs, watching. This rough young Fletcher Gull was very
nearly a perfect flight-student. He was strong and light and quick in the air, but far and away more important,
he had a blazing drive to learn to fly.

Here he came this minute, a blurred gray shape roaring out of a dive, flashing one hundred fifty
miles per hour past his instructor. He pulled abruptly into another try at a sixteen point vertical slow roll,
calling the points out loud.

“..eight... nine... ten... see-Jonathan-I’m-running-out-ofairspeed... eleven... l-want-good-sharp-
stops-like yours... twelve... but-blast-it-ljust-can’t-make... - thirteen... theselast-three-points... without...
fourtee ...aaakk!”

Fletcher’s whipstall at the top was all the worse for his rage and fury at failing. He fell backward,
tumbled, slammed savagely into an inverted spin, and recovered at last, panting, a hundred feet below his
instructor’s level.

“You’re wasting your time with me, Jonathan! I’m too dumb! I’m too stupid! I try and try, but I’ll
never get it!”

Jonathan Seagull looked down at him and nodded. “You’ll never get it for sure as long as you make
that pull-up so hard. Fletcher, you lost forty miles an hour in the entry! You have to be smooth! Firm but
smooth, remember?”

He dropped down to the level of the younger gull. “Let’s try it together now, in formation. And pay
attention to that pull-up. It’s a smooth, easy entry.”

By the end of three months Jonathan had six other students, Outcasts all, yet curious about this
strange new idea of flight for the joy of flying.
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Still, it was easier for them to practice high performance than it was to understand the reason behind it.

“Each of us is in truth an idea of the Great Gull, an unlimited idea of freedom,” Jonathan would say
in the evenings on the beach, “and precision flying is a step toward expressing our real nature. Everything
that limits us we have to put aside. That’s why all this high-speed practice, and low speed, and aerobatics...”

...and his students would be asleep, exhausted from the day’s flying. They liked the practice,
because it was fast and exciting and it fed a hunger for learning that grew with every lesson. But not one of
them, not even Fletcher Lynd Gull, had come to believe that the flight of ideas could possibly be as real as
the flight of wind and feather.

“Your whole body, from wingtip to wingtip,” Jonathan would say, other times, “is nothing more
than your thought itself, in a form you can see. Break the chains of your thought, and you break the chains of
your body, too...” But no matter how he said it, it sounded like pleasant fiction, and they needed more to
sleep.

It was only a month later that Jonathan said the time had come to return to the Flock.

“We’re not ready!” said Henry Calvin Gull. “We’re not welcome! We’re Outcast! We can’t force
ourselves to go where we’re not welcome, can we?”

“We’re free to go where we wish and to be what we are,” Jonathan answered, and he lifted from the
sand and turned east, toward the home grounds of the Flock.

There was brief anguish among his students, for it is the Law of the Flock that an Outcast never
returns, and the Law had not been broken once in ten thousand years. The Law said stay; Jonathan said go;
and by now he was a mile across the water. If they waited much longer, he would reach a hostile Flock
alone.

“Well, we don’t have to obey the law if we’re not a part of the Flock, do we?” Fletcher said, rather
self-consciously. “Besides, if there’s a fight we’ll be a lot more help there than here.”

And so they flew in from the west that morning, eight of them in a double-diamond formation,
wingtips almost overlapping. They came across the Flock’s Council Beach at a hundred thirty-five miles per
hour, Jonathan in the lead. Fletcher smoothly at his right wing, Henry Calvin struggling gamely at his left.
Then the whole formation rolled slowly to the right, as one bird... level... to... inverted... to... level, the wind
whipping over them all.

The squawks and grackles of everyday life in the Flock were cut off as though the formation were a
giant knife, and eight thousand gull-eyes watched, without a single blink. One by one, each of the eight birds
pulled sharply upward into a full loop and flew all the way around to a dead-slow stand-up landing on the
sand. Then as though this sort of thing happened every day, Jonathan Seagull began his critique of the flight.

“To begin with,” he said with a wry smile, “you were all a bit late on the join-up...”

It went like lightning through the Flock. Those birds are Outcast! And they have returned! And
that... that can’t happen! Fletcher’s predictions of battle melted in the Flock’s confusion.

“Well sure, O.K. they’re Outcast,” said some of the younger gulls, “but hey, man, where did they
learn to fly like that?”

It took almost an hour for the Word of the Elder to pass through the Flock: Ignore them. The gull
who speaks to an Outcast is himself Outcast. The gull who looks upon an Outcast breaks the Law of the
Flock, Gray-feathered backs were turned upon Jonathan from that moment onward, but he didn’t appear to
notice. He held his practice sessions directly over the Council Beach and for the first time began pressing his
students to the limit of their ability.

“Martin Gull!” he shouted across the sky. “You say you know low-speed flying. You know nothing
till you prove it! FLY!”

So quiet little Martin William Seagull, startled to be caught under his instructor’s fire, surprised
himself and became a wizard of low speeds. In the lightest breeze he could curve his feathers to lift himself
without a single flap of wing from sand to cloud and down again.

Likewise Charles-Roland Gull flew the Great Mountain Wind to twenty-four thousand feet, came
down blue from the cold thin air, amazed and happy, determined to go still higher tomorrow.

Fletcher Seagull, who loved aerobatics like no one else, conquered his sixteen point vertical slow
roll and the next day topped it off with a triple cartwheel, his feathers flashing white sunlight to a beach from
which more than one furtive eye watched.

Every hour Jonathan was there at the side of each of his students, demonstrating, suggesting,
pressuring, guiding. He flew with them through night and cloud and storm, for the sport of it, while the Flock
huddled miserably on the ground.
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When the flying was done, the students relaxed in the sand, and in time they listened more closely to
Jonathan. He had some crazy ideas that they couldn’t understand, but then he had some good ones that they
could.

Gradually, in the night, another circle formed around the circle of students a circle of curious gulls
listening in the darkness for hours on end, not wishing to see or be seen of one another, fading away before
daybreak.

It was a month after the Return that the first gull of the Flock crossed the line and asked to learn
how to fly. In his asking, Terrence Lowell Gull became a condemned bird, labeled Outcast; and the eighth of
Jonathan’s students.

The next night from the Flock came Kirk Maynard Gull, wobbling across the sand, dragging his left
wing, to collapse at Jonathan’s feet. “Help me,” he said very quietly, speaking in the way that the dying
speak. “I want to fly more than anything else in the world...”

“Come along then,” said Jonathan. “Climb with me away from the ground, and we’ll begin.”

“You don’t understand My wing. | can’t move my wing.”

“Maynard Gull, you have the freedom to be yourself, your true self, here and now, and nothing can
stand in your way. It is the Law of the Great Gull, the Law that Is.”

“Are you saying | can fly?”

“l say you are free.”

As simply and as quickly as that, Kirk Maynard Gull spread his wings, effortlessly, and lifted into
the dark night air. The Flock was roused from sleep by his cry, as loud as he could scream it, from five
hundred feet up: “I can fly! Listen! | CAN FLY!”

By sunrise there were nearly a thousand birds standing outside the circle of students, looking
curiously at Maynard. They didn’t care whether they were seen or not, and they listened, trying to understand
Jonathan Seagull.

He spoke of very simple things — that it is right for a gull to fly, that freedom is the very nature of
his being, that whatever stands against that freedom must be set aside, be it ritual or superstition or limitation
in any form.

“Set aside,” came a voice from the multitude, “even if it be the Law of the Flock?”

“The only true law is that which leads to freedom,” Jonathan said. “There is no other.”

“How do you expect us to fly as you fly?” came another voice. “You are special and gifted and
divine, above other birds.”

“Look at Fletcher! Lowell! Charles-Roland! Judy Lee! Are they also special and gifted and divine?
No more than you are, no more than I am. The only difference, the very only one, is that they have begun to
understand what they really are and have begun to practice it.”

His students, save Fletcher, shifted uneasily. They hadn’t realized that this was what they were
doing.

The crowd grew larger every day, coming to question, to idolize, to scorn.

“They are saying in the Flock that if you are not the Son of the Great Gull Himself,” Fletcher told
Jonathan one morning after Advanced Speed Practice, “then you are a thousand years ahead of your time.”

Jonathan sighed. The price of being misunderstood, he thought. They call you devil or they call you
god. “What do you think, Fletch? Are we ahead of our time?”

A long silence. “Well, this kind of flying has always been here to be learned by anybody who
wanted to discover it; that’s got nothing to do with time. We’re ahead of the fashion, maybe, Ahead of the
way that most gulls fly.”

“That’s something,” Jonathan said rolling to glide inverted for a while. “That’s not half as bad as
being ahead of our time.”

It happened just a week later. Fletcher was demonstrating the elements of high-speed flying to a
class of new students. He had just pulled out of his dive from seven thousand feet, a long gray streak firing a
few inches above the beach, when a young bird on its first flight glided directly into his path, calling for its
mother. With a tenth of a second to avoid the youngster, Fletcher Lynd Seagull snapped hard to the left, at
something over two hundred miles per hour, into a cliff of solid granite.

It was, for him, as though the rock were a giant hard door into another world. A burst of fear and
shock and black as he hit, and then he was adrift in a strange strange sky, forgetting, remembering,
forgetting; afraid and sad and sorry, terribly sorry.

The voice came to him as it had in the first day that he had met Jonathan Livingston Seagull,
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“The trick Fletcher is that we are trying to overcome our limitations in order, patiently, We don’t
tackle flying through rock until a little later in the program.”

“Jonathan!”

“Also known as the Son of the Great Gull” his instructor said dryly,

“What are you doing here? The cliff! Haven’t | didn’t I.., die?”

“Oh, Fletch, come on. Think. If you are talking to me now, then obviously you didn’t die, did you?
What you did manage to do was to change your level of consciousness rather abruptly. It’s your choice now.
You can stay here and learn on this level — which is quite a bit higher than the one you left, by the way — or
you can go back and keep working with the Flock. The Elders were hoping for some kind of disaster, but
they’re startled that you obliged them so well.”

“l want to go back to the Flock, of course. I’ve barely begun with the new group!”

“Very well, Fletcher. Remember what we were saying about one’s body being nothing more than
thought itself....?”

Fletcher shook his head and stretched his wings and opened his eyes at the base of the cliff, in the
center of the whole Flock assembled. There was a great clamor of squawks and screes from the crowd when
first he moved.

“He lives! He that was dead lives!”

“Touched him with a wingtip! Brought him to life! The Son of the Great Gull!”

“No! He denies it! He’s a devil! DEVIL! Come to break the Flock!”

There were four thousand gulls in the crowd, frightened at what had happened, and the cry DEVIL!
went through them like the wind of an ocean storm. Eyes glazed, beaks sharp, they closed in to destroy.

“Would you feel better if we left, Fletcher?”” asked Jonathan.

“I certainly wouldn’t object too much if we did...”

Instantly they stood together a half-mile away, and the flashing beaks of the mob closed on empty
air.

“Why is it,” Jonathan puzzled, “that the hardest thing in the world is to convince a bird that he is
free, and that he can prove it for himself if he’d just spend a little time practicing? Why should that be so
hard?”

Fletcher still blinked from the change of scene. “What did you just do? How did we get here?”

“You did say you wanted to be out of the mob, didn’t you?”

“Yes! But how did you...”

“Like everything else, Fletcher. Practice.” By morning the Flock had forgotten its insanity, but
Fletcher had not. “Jonathan, remember what you said a long time ago, about loving the Flock enough to
return to it and help it learn?”

“Sure.”

“I don’t understand how you manage to love a mob of birds that has just tried to kill you.”

“Oh, Fletch, you don’t love that! You don’t love hatred and evil, of course. You have to practice and
see the real gull, the good in every one of them, and to help them see it in themselves. That’s what | mean by
love. It’s fun, when you get the knack of it.

“l remember a fierce young bird for instance, Fletcher Lynd Seagull, his name. Just been made
Outcast, ready to fight the Flock to the death, getting a start on building his own bitter hell out on the Far
Cliffs. And here he is today building his own heaven instead, and leading the whole Flock in that direction.”

Fletcher turned to his instructor, and there was a moment of fright in his eye. “Me leading? What do
you mean, me leading? You’re the instructor here. You couldn’t leave!”

“Couldn’t I? Don’t you think that there might be other flocks, other Fletchers, that need an instructor
more than this one, that’s on its way toward the light?”

“Me? Jon, I’m just a plain seagull and you’re...”

“...the only Son of the Great Gull, | suppose?” Jonathan sighed and looked out to sea. “You don’t
need me any longer. You need to keep finding yourself, a little more each day, that real, unlimited Fletcher
Seagull. He’s your instructor. You need to understand him and to practice him.”

A moment later Jonathan’s body wavered in the air, shimmering, and began to go transparent.
“Don’t let them spread silly rumors about me, or make me a god. O.K., Fletch? I’m a seagull. I like to fly,
maybe...”

“JONATHAN!”

“Poor Fletch. Don’t believe what your eyes are telling you. All they show is limitation. Look with
your understanding, find out what you already know, and you’ll see the way to fly.”
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The shimmering stopped. Jonathan Seagull had vanished into empty air.

After a time, Fletcher Gull dragged himself into the sky and faced a brand-new group of students,
eager for their first lesson.

“To begin with” he said heavily, “you’ve got to understand that a seagull is an unlimited idea of
freedom, an image of the Great Gull, and your whole body, from wingtip to wingtip, is nothing more than
your thought itself.”

The young gulls looked at him quizzically. Hey, man, they thought, this doesn’t sound like a rule for
a loop.

Fletcher sighed and started over. “Hm. Ah... very well,” he said, and eyed them critically. “Let’s
begin with Level Flight.” And saying that, he understood all at once that his friend had quite honestly been
no more divine than Fletcher himself.

No limits, Jonathan? he thought. Well, then, the time’s not distant when 1’m going to appear out of
thin air on your beach, and show you a thing or two about flying!

And though he tried to look properly severe for his students, Fletcher Seagull suddenly saw them all
as they really were, just for a moment, and he more than liked, he loved what he saw. No limits, Jonathan?
he thought, and he smiled. His race to learn had begun.

1973

The New York Times, July 3, 1974

Des Moines, lowa, July 2 — John H. Livingston, the man who inspired the best-selling novel
“Jonathan Livingston Seagull,” died Sunday at the Pompano Beach (Fla.) Airport soon after completing his
last plane ride.

Richard Bach, a former lowa Air Guard pilot, has said his best-selling book about a free-wheeling
seagull was inspired by Mr. Livingston.

Johnny Livingston, as he was known, moved many years ago from lowa to Florida. He was one of
the country’s top pilots during the barnstorming days of the nineteen-twenties and thirties.

From 1928 through 1933, Mr. Livingston won 79 first places, 43 seconds and 15 thirds in 139 races
throughout the country, many of them at Cleveland. He won first place and $13,910 in 1928 in a cross-
country race from New York to Los Angeles.

Helpful Information

1. The biography and works of Richard Bach.

Richard David Bach (b. June 23, 1936, Oak Park, Illinois) is an American writer. He claims to be a
direct descendant of Johann Sebastian Bach. Richard Bach is widely known as the author of the 1972 best-
selling novel, Jonathan Livingston Seagull, and the movie based on the book. He is noted for his love of
flying and for his books related to air flight and flying in a metaphorical context. He has pursued flying as a
hobby since the age of 17.

Richard Bach attended Long Beach State College in 1955. He has authored numerous works of
fiction and nonfiction, including Jonathan Livingston Seagull (1970), Illusions (1977), One (1989), and Out
of My Mind (1999). Most of his books have been semi-autobiographical, using
actual or fictionalized events from his life to illustrate his philosophy.

Richard Bach served in the Air Force Reserve as a pilot, and afterwards
worked a variety of jobs. He later became a barnstormer. Most of his books involve
flight in some way, from the early stories which are straightforwardly about flying
aircraft to his later works in which he used flight as a philosophical metaphor. One
of his greatest books that many pilots love is A Gift of Wings.

In 1972, Jonathan Livingston Seagull, a story about a seagull who flew for
the sake of flying rather than merely to catch food, was published by Macmillan
Publishers after the manuscript was turned down by many other publishers. The
book, which included unique photos of seagulls in flight, became a number one
best-seller on both the fiction and non-fiction lists. The book contained fewer than 10,000 words, yet it broke
all hardcover sales records since Gone with the Wind. It sold more than 1,000,000 copies in 1972 alone. The
surprise success of the book was widely reported in the media in the early 1970s.

In 1973, the book was turned into a movie produced by Paramount Pictures Corporation. The movie
included a soundtrack by Neil Diamond.
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A second book, Illusions: The Adventures of a Reluctant Messiah, published in 1977, tells the story
of the author’s encounter with a modern-day messiah who has decided to quit.

Bach had six children with his first wife, Bette. They divorced in 1970.

Bach married actress Leslie Parrish in 1977, during the making of the Jonathan Livingston Seagull
movie. She was a major element in two of his subsequent books — The Bridge Across Forever and One —
which primarily focused on their relationship and Bach’s concept of soulmates. They divorced in 1999.

Bach was married to his third wife, Sabryna Nelson-Alexopoulos in April 1999.

Bach espouses a consistent philosophy in his books: our true nature is not bound by space or time,
we are not truly born nor truly die, and we enter this world of Seems and Appearances for fun, learning, to
share experiences with those we care for, to explore — and most of all to learn how to love and love again.

2. The seventies: the social context of his works.

Following the social cataclysm of the 1960s and the Vietnam War, Americans turned inward —
initiating a decade of “self-help” and healing that some critics have called the “Me decade.” Richard Bach’s
popular inspirational literature, such as Jonathan Livingston Seagull, is characteristic of this cultural moment
and the associated rise of “New Age” spirituality. A loss of faith in the ability of technocrats to solve the
world’s problems was accompanied by an increase in non-traditional forms of faith.

The New Age (also known as the New Age Movement, New Age spirituality, and Cosmic
Humanism) is a decentralized Western social and spiritual movement that seeks “Universal Truth” and the
attainment of the highest individual human potential. It combines aspects of cosmology, astrology,
esotericism, alternative medicine, music, collectivism, sustainability, and nature. New Age spirituality is
characterized by an individual approach to spiritual practices and philosophies, while rejecting religious
doctrine and dogma.

The main aspects of New Age philosophy and cosmology

Theism

There is a general and abstract idea of God, which can be understood in many ways; seen as a
superseding of the need to anthropomorphize deity. Not to be confused with pantheism.

Spiritual beings

Gods, angels, Ascended Masters, elementals, ghosts, faeries, Spirit guides and extraterrestrials can
spiritually guide a person, if they open themselves to their guidance.

Afterlife

Consciousness persists after death as life in different forms; the afterlife exists for further learning
through the form of a spirit, reincarnation and/or near-death experiences. There may be a belief in hell, but
typically not in the traditional Christian sense or Islamic sense of eternal damnation. Universalist views of
the afterlife are common.

Age of Aquarius

The current time period is claimed by some astrologers to be the dawning of the Age of Aquarius
correlated to various changes in the world and some claim that the early 1960s was the actual beginning of
the Age of Aquarius, though this claim is highly contentious. Common claims about the developments
associated with the Age of Aquarius include, but are not limited to, human rights, democracy, innovative
technology, electricity, computers, and aviation. Esoteric claims are that the Age of Aquarius will see a rise
in consciousness.

Astrology

Horoscopes and the Zodiac are used in understanding, interpreting, and organizing information about
personality, human affairs, and other terrestrial matters.

Teleology

Life has a purpose; this includes a belief in synchronicity — that coincidences have spiritual meaning
and lessons to teach those whom are open to them. Everything is universally connected through God and
participates in the same energy. There is a cosmic goal and a belief that all entities are (knowingly or
unknowingly) cooperating towards this goal.

Interpersonal relationships

There are opportunities to learn about one’s self and relationships are destined to be repeated until
they are healthy.

Intuition

An important aspect of perception — offset by a somewhat strict rationalism — noted especially in the
works of psychologist Carl Jung.

Optimism
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Positive thinking supported by affirmations will achieve success in anything; this is based on the
concept that Thought Creates. Therefore, as one begins focusing attention and consciousness on the positive,
on the “half-filled” glass of water, reality starts shifting and materializing the positive intentions and aspects
of life. A certain critical mass of people with a highly spiritual consciousness will bring about a sudden
change in the whole population. Humans have a responsibility to take part in positive creative activity and to
work to heal ourselves, each other and the planet.

Human Potential Movement

The human mind has much greater potential than that ascribed to it and is even capable of overriding
physical reality.

Spiritual healing

Humans have potential healing powers, such as therapeutic touch, which can be developed to heal
others through touch or at a distance.

Religion and science

Eclecticism

New Age writers argue people should follow their own individual path to spirituality instead of
dogma.

Anti-patriarchy

Feminine forms of spirituality, including feminine images of the divine, such as the female Aeon
Sophia in Gnosticism, are deprecated by patriarchal religions.

Stonehenge and other ancient sites are revered by many who practice New Age spirituality.

Ancient civilizations

Atlantis, Lemuria, Mu, and other lost lands existed. Relics such as the crystal skulls and monuments
such as Stonehenge and the Great Pyramid of Giza were left behind.

Psychic perception

Certain geographic locations emanate psychic energy (sometimes through ley lines) and were
considered sacred in pagan religions throughout the world.

Eastern world practices

Meditation, Yoga, Tantra, Chinese medicine, Ayurveda, martial arts, Tai chi chuan, and other
Eastern practices can assist in realizing one’s potential.

Diet

Food influences both the mind and body; it is generally preferable to practice vegetarianism by
eating fresh organic food, which is locally grown and in season. Fasting can help achieve higher levels of
consciousness.

Mathematics

An appeal to the language of nature and mathematics, as evidenced by numerology, Kabbalah,
Sacred geometry, and gnosticism to discern the nature of God.

Science

Quantum mechanics, parapsychology, and the Gaia hypothesis have been used in quantum
mysticism to validate spiritual principles. The Heisenberg Uncertainty Principle, quantum entanglement,
wave function collapse, or the many-worlds interpretation have been interpreted to mean that all objects in
the Universe are one (monism), that possibility and existence are endless, and that the physical world is only
what one believes it to be.

In medicine, such practices as therapeutic touch, homeopathy, chiropractic, and naturopathy involve
hypotheses and treatments that have not been accepted by the conventional, science-based medical
community through the normal course of empirical testing.

3. The plot of Jonathan Livingston Seagull.

The novel tells the story of Jonathan Livingston Seagull, a seagull who is bored
with the daily squabbles over food and seized by a passion for flight. He pushes himself,
learning everything he can about flying, until finally his unwillingness to conform results
in his expulsion from his flock. An outcast, he continues to learn, becoming increasingly
pleased with his abilities as he leads an idyllic life.

in??}fgs?{én One day, Jonathan is met by two seagulls who take him to a “higher plane of
Seagus existence”, where he meets other gulls who love to fly. He discovers that his sheer
RICHARD tenacity and desire to learn make him “a gull in a million”. Jonathan befriends the wisest

BACH
HOTOGRAPH!

gull in this new place, named Chiang, who takes him beyond his previous learning,
teaching him how to move instantaneously to anywhere else in the universe. The secret,
Chiang says, is to “begin by knowing that you have already arrived”.
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Not satisfied with his new life, Jonathan returns to Earth to find others like him, to bring them his
learning and to spread his love for flight. His mission is successful, gathering around him others who have
been outlawed for not conforming. Ultimately, one of his students, Fletcher Lynd Seagull, becomes a teacher
in his own right and Jonathan leaves to continue his learning.

The novel tells the story of Jonathan Livingston Seagull, a seagull who is bored with the daily
squabbles over food and seized by a passion for flight. He pushes himself, learning everything he can about
flying, until finally his unwillingness to conform results in his expulsion from his flock. An outcast, he
continues to learn, becoming increasingly pleased with his abilities as he leads an idyllic life.

One day, Jonathan is met by two seagulls who take him to a “higher plane of existence”, where he
meets other gulls who love to fly. He discovers that his sheer tenacity and desire to learn make him “a gull in
a million”. Jonathan befriends the wisest gull in this new place, named Chiang, who takes him beyond his
previous learning, teaching him how to move instantaneously to anywhere else in the universe. The secret,
Chiang says, is to “begin by knowing that you have already arrived”.

Not satisfied with his new life, Jonathan returns to Earth to find others like him, to bring them his
learning and to spread his love for flight. His mission is successful, gathering around him others who have
been outlawed for not conforming. Ultimately, one of his students, Fletcher Lynd Seagull, becomes a teacher
in his own right and Jonathan leaves to continue his learning.

4. The main themes and symbols.

Several early commentators, focusing mainly on the first part of the book, see it as part of the
American self-help and positive thinking culture, epitomized by Norman Vincent Peale and by the New
Thought movement. Some have described it as having Christian-anarchist characteristics. It has also been
compared to the children’s tale The Little Engine That Could. But while Jonathan Livingston Seagull may
take the form of a traditional animal fable, and can be enjoyed by young children at that level, its attraction
has extended beyond this group.

In the second part, Jonathan transcends into another society where all the gulls enjoy flying. He is
only capable of this after practicing hard alone for a long time (described in the first part). In this other
society, real respect emerges as a contrast of the coercive force that was keeping the former “Breakfast
Flock” together. The learning process, linking the highly experienced teacher and the diligent student, is
raised into almost sacred level, suggesting that this may be the true relation between human and God. The
author surely thinks that human and God, regardless of the all immense difference, are sharing something of
great importance that can bind them together: “you’ve got to understand that a seagull is an unlimited idea of
freedom, an image of the Great Gull.” He realizes that you have to be true to yourself: the source of
happiness comes from persevering to achieve your own dreams.

The introduction to the third part of the book are the last words of Jonathan’s teacher: “keep working
on love.” In this part Jonathan understands that the spirit cannot be really free without the ability to forgive,
and the way to progress leads through becoming a teacher — not just through working hard as a student.
Jonathan returns to the Breakfast Flock to share his newly discovered ideals and the recent tremendous
experience, ready for the difficult fight against the current rules of that society. The ability to forgive seems
to be a mandatory “passing condition”. “Do you want to fly so much that you will forgive the Flock, and
learn, and go back to them one day and work to help them know?” Jonathan asks his first student before
getting into any further talks. The idea that the stronger can reach more by leaving the weaker friends behind
seems totally rejected. According to some, this contradicts interpretations aligned with the New Age
ideology which were later supported by Bach.

Hence, love, deserved respect, and forgiveness seem to be equally important to the freedom from the
pressure to obey the rules just because they are commonly accepted. The general idea of this book may be
not very far from Christian anarchism ideology.

Seminar 8
Ursula Le Guin’s She Unnames Them
Plan
The appearance of soft science fiction.
Ursula Le Guin’s biography and works.

The main themes of her books.
Changing the fantasy canon: Earthsea series.
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5. The feminist aspects of She Unnames Them
(try to connect the idea of haming in Earthsea series with the idea of unnaming in this story).
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Text
Ursula Le Guin. She Unnames Them

MOST OF THEM ACCEPTED NAMELESSNESS with the perfect indifference with which they
had so long accepted and ignored their names. Whales and dolphins, seals and sea otters consented with
particular grace and alacrity, sliding into anonymity as into their element. A faction of yaks, however,
protested. They said that “yak” sounded right, and that almost everyone who knew they existed called them
that. Unlike the ubiquitous creatures such as rats or fleas who had been called by hundreds or thousands of
different names since Babel, the yaks could truly say, they said, that they had a nhame. They discussed the
matter all summer. The councils of the elderly females finally agreed that though the name might be useful to
others, it was so redundant from the yak point of view that they never spoke it themselves, and hence might
as well dispense with it. After they presented the argument in this light to their bulls, a full consensus was
delayed only by the onset of severe early blizzards. Soon after the beginning of the thaw their agreement was
reached and the designation “yak’ was returned to the donor.

Among the domestic animals, few horses had cared what anybody called them since the failure of
Dean Swift’s attempt to name them from their own vocabulary. Cattle, sheep, swine, asses, mules, and goats,
along with chickens, geese, and turkeys, all agreed enthusiastically to give their names back to the people to
whom — as they put it — they belonged.

A couple of problems did come up with pets. The cats of course steadfastly denied ever having had
any name other than those self-given, unspoken, effanineffably personal names which, as the poet named
Eliot said, they spend long hours daily contemplating — though none of the contemplators has ever admitted
that what they contemplate is in fact their name, and some onlookers have wondered if the object of that
meditative gaze might not in fact be the Perfect, or Platonic, Mouse. In any case it is a moot point now. It
was with the dogs, and with some parrots, lovebirds, ravens, and mynahs that the trouble arose. These
verbally talented individuals insisted that their names were important to them, and flatly refused to part with
them. But as soon as they understood that the issue was precisely one of individual choice, and that anybody
who wanted to be called Rover, or Froufrou, or Polly, or even Birdie in the personal sense, was perfectly free
to do so, not one of them had the least objection to parting with the lower case (or, as regards German
creatures, uppercase) generic appellations poodle, parrot, dog, or bird, and all the Linnaean qualifiers that
had trailed along behind them for two hundred years like tin cans tied to a tail.

The insects parted with their names in vast clouds and. swarms of ephemeral syllables buzzing and
stinging and humming and flitting and crawling and tunneling away.

As for the fish of the sea, their names dispersed from them in silence throughout the oceans like
faint, dark blurs of cuttlefish ink, and drifted off on the currents without a trace.

None were left now to unname, and yet how close | felt to them when | saw one of them swim or fly
or trot or crawl across my way or over my skin, or stalk me in the night, or go along beside me for a while in
the day. They seemed far closer than when their names had stood between myself and them like a clear
barrier: so close that my fear of them and their fear of me became one same fear. And the attraction that
many of us felt, the desire to smell one another’s smells, feel or rub or caress one another’s scales or skin or
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feathers or fur, taste one another’s blood or flesh, keep one another warm, — that attraction was now all one
with the fear, and the hunter could not be told from the hunted, nor the eater from the food.

This was more or less the effect | had been after. It was somewhat more powerful than | had
anticipated, but I could not now, in all conscience, make an exception for myself. I resolutely put anxiety
away, went to Adam, and said, “You and your father lent me this — gave it to me, actually. It’s been really
useful, but it doesn’t exactly seem to fit very well lately. But thanks very much! It’s really been very useful.”

It is hard to give back a gift without sounding peevish or ungrateful, and | did not want to leave him
with that impression of me. He was not paying much attention, as it happened, and said only, “Put it down
over there, OK?” and went on with what he was doing.

One of my reasons for doing what | did was that talk was getting us nowhere; but all the same | felt a
little let down. I had been prepared to defend my decision. And | thought that perhaps when he did notice he
might be upset and want to talk. | put some things away and fiddled around a little, but he continued to do
what he was doing and to take no notice of anything else. At last | said, “Well, goodbye, dear. | hope the
garden key turns up.”

He was fitting parts together, and said without looking around, “OK, fine, dear. When’s dinner?”

“I’m not sure,” 1 said. “I’m going now. With the — | hesitated, and finally said, “With them, you
know,” and went on. In fact | had only just then realized how hard it would have been to explain myself. |
could not chatter away as | used to do, taking it all for granted. My words now must be as slow, as new, as
single, as tentative as the steps | took going down the path away from the house, between the dark-branched,
tall dancers motionless against the winter shining.

1985
Helpful information

1. The appearance of soft science fiction.

Hard science fiction is a category of science fiction characterized by an emphasis on scientific or
technical detail, or on scientific accuracy, or on both. The term was first used in print in 1957 by P. Schuyler
Miller, book reviewer for Astounding Science Fiction. The complementary term, soft science fiction (a back
formation that first appeared in the late 1970s) contrasts the “hardness” of the sciences used in the story: the
“hard” sciences are quantitative or material-based disciplines (physics, chemistry, astronomy) versus the
“soft” social sciences (sociology, anthropology, psychology). In some usages, though, “soft SF” suggests bad
or fake science.

However, the 1960s actually hailed a new era for science fiction, a decade where the realization of
many technological visions brought science fiction some measure of respect, as well as a greater
concentration regarding literary “style” (Aldiss). This style was marked by excess of and an exploration of
choice, and in 1961 Heinlein’s Stranger in a Strange Land exemplified both. The British invasion of
American science fiction shores via New Worlds was not to come until the midpoint of the decade, and new
American writers were exploring the literary lands science fiction encompassed. Perhaps the most notable
were Samuel Delany and Roger Zelazny, storytellers writing with the underpinnings of myth and
semiology in their work.

“The New Wave” was about to break in the science fiction community, but not without some
opposition from hard science fiction writers responding to a backlash against scientific optimism. Lester del
Rey commented, “The philosophy behind New Wave Writing was a general distrust of both science and
mankind. Science and technology were usually treated as evils which could only make conditions worse in
the long run. And mankind was essentially contemptible, or at least of no importance. There was an
underlying theme of failure throughout. Against the universe, the significance of mankind was no greater
than that of bedbugs — if as great.”

2. Ursula Le Guin’s biography and works.

Ursula Le Guin (born October 21, 1929) is an American author. She
has written novels, poetry, children’s books and essays, and is best known for
her science fiction, fantasy novels and short stories.

First published in the 1960s, she is now regarded as one of the best
modern science fiction and fantasy authors, noted for her exemplary style
and for her exploration of Taoist, anarchist, feminist, psychological and
sociological themes. She has received several Hugo and Nebula awards, and
was awarded the Gandalf Grand Master award in 1979 and the Science
Fiction and Fantasy Writers of America Grand Master Award in 2003.

Le Guin was born and raised in Berkeley, California, the daughter of
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the anthropologist Alfred L. Kroeber and the writer Theodora Kroeber. She became interested in literature
when she was very young. At the age of eleven she submitted her first story to the magazine Astounding
Science Fiction (it was rejected).

She received her B.A. (Phi Beta Kappa) from Radcliffe College in 1951, and M.A. from Columbia
University in 1952. She later studied in France, where she met her husband, historian Charles Le Guin. They
were married in 1953.

Her earliest writings (little was published at the time, but some was published in adapted form much
later in Orsinian Tales and Malafrena), were non-fantastic stories of imaginary countries. Searching for a
publishable way to express her interests, she returned to her early interest in science fiction and began to be
published regularly in the early 1960s. She became famous after the publication of her 1969 novel The Left
Hand of Darkness, which won the Hugo and Nebula awards.

Le Guin has lived in Portland, Oregon since 1958. She has three children and four grandchildren.

Major SF works

Novels of the Hainish Cycle: Rocannon’s World, 1966; Planet of Exile, 1966; City of Illusions,
1967; The Left Hand of Darkness, 1969 (winner of the Hugo Award and Nebula Award); The Dispossessed:
An Ambiguous Utopia, 1974 (winner of the Hugo Award and Nebula Award); The Word for World is Forest,
1976 (winner of the Hugo Award); Four Ways to Forgiveness, 1995 (Four Stories of the Ekumen); The
Telling, 2000 (winner of Endeavour Award); Miscellaneous novels: The Lathe of Heaven, 1971 (made into
TV movies, 1980 and 2002); Always Coming Home, 1985, a memoir-as-novel mixed with an anthropological
collection of folk tales, recipes, rituals, poems, glossary, etc.; short story collections: The Wind’s Twelve
Quarters, 1975; The Compass Rose, 1982; Buffalo Gals, and Other Animal Presences, 1987; A Fisherman of
the Inland Sea, 1994; The Birthday of the World, 2002.

Major fantasy works

The Earthsea novels: A Wizard of Earthsea, 1968, The Tombs of Atuan, 1971, The Farthest Shore,
1972 (Winner of the National Book Award), Tehanu: The Last Book of Earthsea, 1990 (Winner of the
Nebula Award), The Other Wind, 2001; The Earthsea short stories: Tales from Earthsea, short story
collection, 2001.

Le Guin is a prolific author and has published many works that are not listed here.

Despite her many awards and her considerable popularity, Le Guin is also notable as one of the few
major science fiction writers of her generation whose major SF and Fantasy works have not as yet been
widely adapted for film or television.

One of Le Guin’s best-known novels, The Left Hand of Darkness, is being developed by Zoetrope
production as a feature film to be released in 2008.

3. The main themes of her books.

As it was mentioned above they are Taoist, anarchist, feminist, psychological and sociological
themes.

Much of Le Guin’s science fiction places a strong emphasis on the social sciences, including
sociology and anthropology, thus placing it in the subcategory known as soft science fiction. Her writing
often makes use of unusual alien cultures to convey a message about our own culture; one example is the
exploration of sexual identity through the hermaphroditic race in The Left Hand of Darkness, which forms
an important plank in the canon of feminist science fiction.

A number of Le Guin’s science fiction works, including her award-winning novels The Dispossessed
and The Left Hand of Darkness, are set in a future, post-Imperial galactic civilization loosely connected by a
co-operative body known as the Ekumen. The Ekumen is very specifically not in any sense a governing
body, but rather a conduit for the exchange of information, goods, and mutual cultural understanding. Novels
such as The Left Hand of Darkness, The Word for World is Forest, and The Telling deal with the
consequences of the arrival of Ekumen envoys (known as “mobiles”) on remote planets and the culture
shock that ensues.

Le Guin is known for her ability to create believable worlds populated by strongly sympathetic
characters (regardless of whether they are technically “human”). Le Guin’s worlds are made believable by
the attention she pays to the ordinary actions and transactions of everyday life. For example, in Tehanu it is
central to the story that the main characters are concerned with the everyday business of looking after
animals, tending gardens and doing domestic chores. Her works often explore political and cultural
themes from a very “un-Earthly” perspective. Le Guin has also written fiction set much closer to home;
many of her short stories are set in our world in the present or the near future.

A notable feature of her conception that sets her work apart from much of mainstream “hard” science
fiction is that neither the old Empire nor the Ekumen possesses traditional faster-than-light travel (the
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Ekumen are developing “churten” technology, a form of instantaneous travel), although the politically
progressive Ekumen thrives where the old Empire has failed mainly because it possesses a means of
instantaneous interstellar communication, through a device called the ansible, the invention and
consequences of which form the main plot of The Dispossessed.

In this loose background scenario, the human species originated on the planet Hain in the distant
past, near the galactic center. A Galactic Empire had expanded far across the galaxy over many millennia
but, because it lacked faster-than-light (FTL) travel or communication, the Empire was finally stretched
beyond its limits by the vast distances involved and it collapsed catastrophically. Thousands of years passed,
during which time the populations of many outlying planets became so isolated from the central galactic
civilization that they lost all knowledge of their origins, reverting to more archaic forms of civilization and
technology.

4. Changing the fantasy canon: Earthsea series.

The world of Earthsea is one of sea and islands: a vast archipelago of hundreds of islands surrounded
by uncharted ocean. It is uncertain whether or not there are other landmasses, though reference is made to
lands “beyond the west” where the dragons have their realm.

One of the most distinctive aspects of the Earthsea universe is Le Guin’s
magic system. Magic is a central part of life, and magic appears in all parts of
Archipelago civilization, from weather workers on ships, fixers who repair boats
and buildings, entertainers and court sorcerers, and most important of all, the staff-
carrying Wizards who are trained on Roke. In general, magic is usually the result of
inborn talent, and with the exception of witches, mostly restricted to men.

Le Guin imagined the magicians of Earthsea as purveyors of an unknown
science, and a strong theme of the stories is the connection of power and
responsibility. There is often a Taoist message: “good” wizardry tries to be in
harmony with the world and to right wrongs, while “bad” wizardry, such as
necromancy, is unbalanced and must be resolved or lead to catastrophe.

Magic on Earthsea is verbal: all objects have a true name, in an old
language related to the Dragon-tongue which is known simply as the Old Speech.
By using this language, it is possible to have power over an object or living thing. To protect themselves
from this, most characters have two names: one for everyday use and one, the true name, known only to
close friends and family. For example, Sparrowhawk (use name) is known as Ged (true name) only to those
closest to him.

One vital aspect of magic is that it is impossible to lie in the old language, so that magic works by
forcing the universe to conform to the words spoken by the mage. For example, to say “l am an eagle” in the
old language means that the speaker becomes an eagle, so that the statement is no longer false. The
consequences of this are dealt with in the most recent Earthsea novel, The Other Wind. “The artist as
magician. The Trickster. Prospero.” So says Le Guin in her article on the writing of the Earthsea stories,
entitled “Dreams Must Explain Themselves.” Her wizards are poets as well as shamans.

The main differences between Le Guin’s fantasy (especially after Tehanu) and the traditional
fantasy:

the Taoism vs. Western religions,

the feminist ideas vs. the patriarchal ones;

a concept of everyday heroism vs. traditional heroism.

“Ursula K. Le Guin has absorbed Tolkien, comprehended him, and gone on in her own direction...
The stories of Earthsea depend on Tolkienian technique, Pacific geography, Oriental philosophy, and tribal
institutions, but there is no question of their Americanness. Underneath its borrowings and adaptations, the
Earthsea trilogy is, as we might expect, another instance of the American archetypal story: the high, lonely
wilderness quest... Nor is it surprising that Le Guin includes in her fantasy world no angels or demons, only
men, in various guises, and nature. We are still in our literature a land without antecedents or intermediaries”
[Attebery B. The Fantasy Tradition in American Literature: From Irving to Le Guin. — Bloomington, IN:
Indiana University Press, 1980. — P. 183].

5. The feminist aspects of She Unnames Them.

“She Unnames Them” is a mashal (mashal — a Hebrew word for a linguistic construct like a parable,
satire or prophecy, but in the ancient sense of language in which words act in the world; so mashéalim that
epitomize past situations educate their hearers in significant ways and satires and prophecies may will future
outcomes) in the sense of a light-toned, highly serious comic satire. “She Unnames Them” ends Buffalo
Gals, and, again, it is, in this context — and helping greatly to establish the context — an (anti)Prophecy, a
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mashal of unmaking: a figurative unbuilding of walls. In this beautiful funny little story, Le Guin is as
sincere as the authors of the “J-Code” in their story of the making: the myth of the Creation of Eden.
Initially, in the J-Code version of Creation, you have a pretty sterile world, because Yahweh had not yet
created farmers and gardeners nor watered the earth. So the Eternal gathers up dust (‘adamah) and animates
it with “the breath of life,” making ‘adam, “man ... a living being” — i.e., dust plus breath (ruach, anima,
spiritus). The body/soul business is a later importation, and, | strongly agree with Le Guin, a very bad idea.
Then,

The Lord God took the man and placed him in the garden of Eden, to till it and tend it. And the Lord God
formed out of the earth all the wild beasts and all the birds of the sky, and brought them to the man to see
what he would call them; and whatever the man called each living creature, that would be its name. And the
man gave names to all the cattle and to the birds of the sky and to all the wild beasts; but for Adam no fitting
helper was found. So the Lord God cast a deep sleep upon the man; and, while he slept, He took one of his
ribs and closed up the flesh at that spot. And the Lord God fashioned the rib that He had taken from the man
into a woman; and He brought her to the man. Then the man said,

“This one at last

Is bone of my bones

And flesh of my flesh.

This one shall be called Woman,

for from man was she taken.”

Hence a man leaves his father and mother and clings to his wife, so that they become one flesh.
(Gen. 2.18-24; Tenakh).

In the more sophisticated P-code (or E-code) version of creation, God makes men and women
together (and perhaps hermaphroditic) and just comes right out and gives us rule, dominion, mastery (Gen.
1.26-28). The more primitive Eden story is more subtle and yokes together consciousness, dominion, and an
ambiguous marriage, soon to become fully patriarchal (Gen. 3.16).

“It is not good for man to be alone,” and in the J-code version of the creation story, there’s just
Adam, in the beginning, and the garden. So the Eternal makes the beasts and birds, and in the first act of
human consciousness Adam names them. Which gives him dominion over the beasts: “Because the name is
the thing... and the true name is the true thing. To speak the name is to control the thing” [Le Guin U.K.
The Rule of Names // The Wind’s Twelve Quarters. — NY: Harper and Row, 1975. — 303 p. — P. 76].
The naming, however, does not give him a proper companion and “fitting helper,” so the Eternal does the rib
trick and gives the man a woman. The woman is an afterthought and created to be a helper, but is still
accepted by a rather poetic and punning Adam as “bone of my bones / And flesh of my flesh.” And, in an
image of innocence, “The two of them were naked, the man and his wife, yet they felt no shame” (Gen.
2.24).

The Hebrew for “naked,” though, ‘arummim, leads to ‘arum, “shrewd” in the next verse, where we
learn that “...the serpent was the shrewdest of all the wild beasts that the Lord God had made” (3.1). And the
rest of the story is the Fall and the establishment first of explicit patriarchal rule of Adam over Eve then
expulsion from the Garden, then the birth of Cain and Abel-and then murder and, by Genesis 11, the Tower
of Babel, civilization, and civilization’s hubristic discontents.

The first act of complicity, then, with the monotheistic Father/Creator God was Man’s unilaterally
naming the beasts. Woman undoes the job, in Le Guin’s version, and does it democratically, indeed, with
good anarchistic participation: “Most of them accepted namelessness with the perfect indifference with
which they had so long accepted and ignored their names. Whales and dolphins, seals and sea otters
consented with particular grace and alacrity, sliding into anonymity as into their element” — water, the
favorite element of the Daoists, perhaps, in its yielding strength, and large bodies of water, representing
Being, the Dao that can be named (if we weren’t giving up naming). There is a problem with yaks for a bit:
“Unlike the ubiquitous creatures such as rats or fleas that have been called by hundreds or thousands of
different names since Babel, the yaks could truly say, they said, that they had a name.” But it’s a name “The
council of elderly females finally agreed that... might be useful to others” but was totally “redundant” from
“the yak point of view”: they didn’t need a name for themselves and had never used it [Le Guin U.K.
Buffalo Gals And Other Animal Presences. — Santa Barbara: Capra P., 1987. Collection. — 196 p. —
P. 194].

Pets were a problem, especially among the “verbally talented individuals” like “some parrots,
lovebirds, ravens, and mynahs” who “insisted that their names were important to them.” The solution here
was getting them to understand “that the issue was precisely one of individual choice, and that anybody who
wanted to be called Rover, or Froufrou... or even Birdie in the personal sense, was perfectly free to do so.”
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What she unnames is not the personal name any animal likes to name itself but “the lower case (or, as
regards German creatures, uppercase) generic appellations poodle, parrot, dog, or bird and all the Linnaean
qualifiers that had trailed along behind them for two hundred years like tin cans tied to a tail.” The insects
and fish give up their names easily, especially the fish, whose names “dispersed from them in silence
throughout the oceans... without a trace” [P. 195]. All this work of unNaming done, she feels closer to the
beasts, far closer than when their names had stood between myself and them like a clear barrier: so close that
my fear of them and their fear of me became one same fear{sic}. And the attraction that many of us felt, the
desire to smell one another’s smells, feel or rub or caress one another’s scales or skin or feathers or fur, taste
one another’s blood or flesh, keep one another warm, — {sic} that attraction was all one with the fear, and the
hunter could not be told from the hunted, nor the eater from the food [P. 195-96].

In fairness, she, the Woman, will not make an exception for herself, so she goes to Adam and says,
“You and your father lent me this — gave it to me, actually. 1t’s been really useful, but it doesn’t exactly seem
to fit very well lately. But thanks very much! It’s really been very useful.” She is embarrassed (it is awkward
to return gifts), but, fortunately perhaps, Adam “was not paying much attention,” and responds to what I’ll
call The Great Divorce with only ““Put it down over there, OK?* and went on with what he was doing.” One
of the reasons she, the Woman, leaves is “talk was getting us nowhere,” but she had been prepared to talk
things over. She “fiddled around a little, but he continued to do what he was doing” — doing being what one
with dominion does — “and take no notice of anything else. At last | said, ‘Well, goodbye, dear. | hope that
garden key turns up.”” And Adam, oblivious, asks “When’s dinner?”

“I’m not sure,” | said. “I’m going now. With the — | hesitated, and finally said, “With them, you
know,” and went on. In fact | had only just then realized how hard it would have been to explain myself. |
could not chatter away as | used to do, taking it all for granted. My words now must be as slow, as new, as
single, as tentative as the steps | took going down the path away from the house, between the dark-branched,
tall dancers motionless against the winter shining [P. 196].

Eve has given up her name, her share of dominion, and Adam and the household of ‘adam, returning
to the woods or forest or line of trees she cannot dismissively name “forest,” or whatever. She has given up
the taxons and binomial nomenclature of Carolus Linnaeus (1707—78), and, more deeply the universals and
categories of Western thought going back to at least Immanuel Kant (1724—1804). Most deeply, she has
redone the Western myth underlying all such naming in the Judeo-Christian-Rationalist West. Now she must
face the world face to face — a truly radical Nominalist — without abstractions, and Le Guin values such
immediate, unmediated contact with the world, however much to the rational (masculinist?) mind, this
relationship with what is may seem like unconsciousness.

Eve’s act, seen this way, is also a méshal for women’s giving up the ease of writing that comes with
working within a tradition they have grown up with: “The beauty of your own tradition,” Le Guin has
written, “is that it carries you. It flies, and you ride it... It frames your thinking and put words in your mouth.
If you refuse to ride, ...you lose that wonderful fluency.” If women are to create their own tradition, they
must drop men’s categories, which means, for at least a while, “...you have to stumble along... like a
foreigner in your own country, amazed and troubled by things you see, not sure of the way, not able to speak
with authority.” | think the lesson is that, like this re-visioned Eve, women must make the attempt in order to
“to speak your own wisdom” [Le Guin U.K. Earthsea Revisioned. — Cambridge, MA: Children’s Literature
New England, 1993. — 26 p. — P. 12].

[From Erlich R.D. Coyote’s Song: The Teaching Stories of Ursula K. Le Guin].
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