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concentric spheres about a centre which they il-
luminate and which illuminates them in turn. These
lamps are then interpretative centres of reading
and response. The more of the main centre they
actually illuminate, the more completely shared
their sphere of orbit must be. This sharing is,
then, what is meant by an objective area of agree-
ment. Subjectivity, on the other hand, is charac-
terized by the illwninating centres sharing only
segiments of a sphere of orbit. Furthermore, the
fewer segments they share, the more subjective will
be the reading and response. This spatial analogy,
being an extra-literary model, may appear to be of
as little use as a linear concept. It seems, how-
ever, that if flexibly understcod the analogy can,
without doubt, be of considerable conceptual wvalue
not only for clarifying the dispute about objective
and subjective criticism, but also as a pointer to
the understanding of the structure of an artistic
ob ject.

The term action will be used in its fullest
possible meaning to embrace outer, external or
physical action as well as inner or mind action.
Where the difference between the two extremes, which
of course overlap in reality, is significant the
more specified term will he employed.

The term theme, though generally used in
literary criticism, will appear to be too vague for
certain argunents in this inquiry. It will be em-
ployed oniy when the strict distinction between its
concrete and ideal qualities is not important. Its
ideal guality will be referred to as universal or
general idea. The concrete element of theme will
have to be suggested by phrases such as "meaning in
the immediate fictional reality of the middle layers."

The terms content, form, and structurs, al-
though widely used, appear to demand a clear defini-
tion for the purposes of the present thesis. Content
here is not understoosd as having any priority to
form except in time, as it is always a content which

demands to be articulated by form. Form is understood
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types that appear again and again in this kind
of fiction: the hero/heroine is contrasted with his
foils, unsuccessful brothers and sisters, usurpers,
or by his enemies. Then here are those beings
supporting the hero, and also the individual:
or people he saves. Whereas the hero in most
cases belongs to our real world, although he may
enter the world of supernatural beings and make
use of their magic powers, his enemies and his
supporters often belong to the world of magic. All
characters in the fairy-tale are represented as
standing in certain distinct relation to the hero,.
They are all clearly divided into good and evil,
beautiful and ugly, rich and pcor, And what has
been said about the general nature of action is
also applicable to the characters, We hear about
the young prince, the old king, and the wicked
witch. They are never given a precise individual
characterization. Sometimes we do not even learn
their names; it is the mere evocation of their
general type that is important,.

The properties, concrete or abstract (a
magic hood or a piece of good advice), also have

his character of genera wvalidity. They do not

need verification through individual and detailed
presentation. They are evoked and the audience
inmediately accepts them. |

The last element, the particular style of
presentation, displays as clearly as the others
this peculiar opennessto clear definitions., We al-
" ways find a rapidly progressing action, mostly of
a single-strand nature. There are stereotyped
phrases (once upon a time ...) and a marked pre-
dilection for certain numbers (three, seven, hundred).
Preference is given to pure and clearly distinguish—.
able colours (white, red, black, golden, silver) |
and to pure metals (gold, silver, copper, iron),
minerals, and glass, BEverything seems to be pro-

jected onto the level of action: the dranatis per-

sonae are mainly characterized through action.
There are no long descriptions of emotions, milieu

or situations. Rules and laws in fairy-tales are very
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'round' character. Prospero, like his friends, re-
mains a 'flat' character, a type. This method pre-
vents the reader from understanding Prospero’s death
as an individual’s fate. On the other hand this wore
abstract handling of characters allows the reader,

in a story of relative complexity such as The ltasque

of the Red Death, to ihterpret Prince Prospero, on a

symbolic level, as a huwnanum genus figure and, thus,

grasp his fate as universally wvalid.

The careless reader who understands The Masque

of the Red Death on the surface level for its effect

of Gothic horror only, misses a great deal of its

more subtle structure. There : a complex pattern of
interrelated symbolic elements which not only add to
the general atmosphere but bear significantly on the
thematic aspects of the story. The "castellated abbey"
itself hints at man’'s flight to castles and churches
in order to have his life of pleasure secured.

The door symnbol as it appears in the "gate of iron"
has the double-meaning of shul ing out and letting in,
The magic number of the seven apartments may suggest,
perhaps, the seven ages of m: . Similar to man’'s ex-
perience in life, "the wvision embraces but little
more than one at a time" while one proceeds from one
chamber to another. The sequer e of the seven apart-
ments, like the seven ages of man, ends with the
black wall of death. This seventh room is "shrouded™"
in black velvet, the colour of death. To enhance this
effect Poe makes the window p: es reflect a "deep
blood color." -

To the modern reader Poe’s obvious effects
here may appear as crude when he has his room re-
flect the symnptoms of the Red eath mentioned at the
beginning of the story. Seen in its historical con-
text, however, Poe’s method in combination with the
mastery of the laws of brevity is a significant step
ahead in the evolution of the short story as an inde-
pendent literary genre. The effect which this seventh
and last apartment has upon the revellers is also
used to foreshadow the outcome of the story. Only
few of the Prince’s friends are'bold enough to set

foot within its precincts at all." The guests’ recoiling

























































113

not capable of grasping how hard he was struck the
narrator reflects in general on the phenomencn of
grief, comparing it to an artist who uses great
variety of instruments "upon which he plays his
dirges for the dead.™ S5till reflecting on the gen-
eral nature of grief he continues, "some natures
it startles; some it stupifies. To one it comes like
the stroke of an arrow ,,, to another as the blow of
a bludgeon, which in crushing benumbs."

After this argunentative generalizing on
the nature of grief the narrator again adopts his
role as direct catalyst between action and audience.
Similarly, when the terrified *urlock stretches his
hand out on the table only to find it empty, the
narrator comments on the ph iomenon of terror
turning to madness , and, thus, motivates Murlock’s
following action. A distinct addressing of the au-
dience by the narrator takes place, when tﬂe reader
is told that "there are few persons living today
who ever knew the secret of that window," and the
narrator concludes, "but I am one, as you shall see."

Later the narrator includes himself in the
circle of the assumed audience and says,”"we may con-
ceive lurlock to have been that way affected," i.e.
benumbed,

All these devices ' are used to make the
audience feel that the narrator stands outside
his story; they give the story an emphasis on
the act of narration rather than on the story
as a written piece of art with an inseparable,
artistic unity.

The incident of death in this short story
is of obvious and prisal significance. The reader is
confronted with three death inci.lents: urlock’s
death, the apparent death of hurlock’s wife, and her
actual death. Murlock’s death "closes the final
chapter of this true story." It is anticipated to

allow the full effect of Murlock’s terrible experi-

1my italics.
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fragments o¢of a personality rather than on a whole
character’s complexity. So the different indirect
devices all reflect the light of the author’s con-
cept of what he wants to create onto a 1im;ted
and graspable yet significant part of the hero’s
personality.

Indirect characterization in the short
story has been achieved to perfection by James

Joyce in his The Sisters. Father Flymn is evoked,

however contradictorily, in the reader’s mind, a
character who does not even appear in the story
(except as a corpse)}. This device has been excel-

lently demonstrated by Henry James in The Ambassa-

dors where the reader receives a very detailed and
convincing portrait of kMrs. Newsome who neither
appears in the action nor is directly described.1
Because of the short story’s brevity Father Flynn's
characterization can never even approach James’s
effect. It is, however, the herc’'s growing
awareness of reality which is important,
not the priest’s character. The short story cannot
afford, like the novel can and does, to employ
subsidiary characters for their own sake. They are
usnually subject to a function which relates them
closely to the hero.

Hemingway’'s objective method of characteri-
zation can perhaps be illustrated convincingly by
comparing the different attitudes of the cook,

George, and Nick in The Killers to the threat of

killing Ole Andreson. The cook’s remark, "'I don’t
even listen to it'" is contrasted with George's
reaction for he admits that it is very bad and
suggests that someone should do something about it.
But it is Nick alone who actually makes an attempt,
heoewever futile, to prevent the imminent disaster.
Here no full characters are presented, only glimpses

of single yet highly significant traits of the three

lcr. also James’s The Middle Years (1893)
and the indirectly presented death of the countess.
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