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]?laying the Peacemaker 

by Stuart M. Allard 

W
hat do academic and creative prose have in common? 

It might be redundant to say they're both important 

types of writing, but they happen to be true warriors 

of their field, and yet they represent opposite ends of a very large 

spectrum. Their clash is a monstrous assault, and only the cleverest 

of mediators can bring 'harmony to this issue. By finding common 

ties, comparing the writings of several noted authors, and analyzing 

what makes academic and creative prose so very different, we can 

find peace between these two adversarial fields. 

One connecting idiosyncrasy between academic and creative prose is 

the necessity for some sort of structure. Academic writing tends to have a 

set organization, beginning with the introduction and culminating with 

a thesis statement before moving along to the method, then its results, 

and concluding with a statement emphasizing its overall direction. This 

system is somewhat rigid yet very accessible for the reader. Creative prose 

can be freeform but often risks being a jumbled mess; sometimes as a last 

resort the simple introduction-body-conclusion configuration enables 

the writer to make his idea more coherent. Writing a personal account 

in its chronological order could feasibly be seen as both academic and 

creative prose in that it provides us with the best of both worlds: not 

only is it organized but the writer can interpret his back-story from as 

many angles as he wishes. 

Several noted writers have made attempts at blurring the line between 

academic and creative prose. One such example would be Gary Snyder, 

who has instituted a delicate balance between the by-the-numbers world 

>of academic prose with the "wildness" of creative writing. One example of 
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Snyder' swriting that finds this unusual equilibrium is his essay "L anguage 
Goes Two Ways." In this essay, Snyder points out that there are two 

different views towards writing, and though they are hardly agreeable, 

neither is truly right or wrong. 

Snyder interprets the most familiar view oflanguage as a collaborator 

of academic prose. His five rules are: 

1. language is uniquely human and primarily cultural; 

2. intelligence is framed and developed by language; 

3. the world is chaotic, but language organizes and civilizes it; 

4. the more cultivated a language ... the better it will tame the unruly 

world of nature and feeling; 

5. that good writing is "civilized" lang~age. (Snyder 3-4) 

Nevertheless, he turns this dogma upside down to express the doctrine 

of the creative prose: 

language is basically biological; intelligence is framed and developed 

by all kinds of interactions with the world, including human com

munication, both linguistic and nonlinguistic; the world and mind is 

orderly in its own fashion, and linguistic order reflects and condenses 

that order; the more completely the world is allowed to come forward 

and instruct us, the better we can see our place in the interconnected 

world of nature; that good writing is 'wild' language. (4) 

He argues that discipline and freedom are not opponents and that sharing 

both views gives you a larger field to play with. 

The aforementioned delicate balance can also be found in one of the 

greatest pieces ofliterature of the last fifty years, Truman Capote's In Cold 

Blood. Capote turns the true-life account of a grisly murder in 1950's 

Kansas into a fascinating pseudo-novel about good and evil in society 

and how its implications tend to blur themselves; I say "pseudo-novel" 

in that it's a nonfiction account with several various points of view, yet 

has the characteristics of a fictional novel. The good-versus-evil element 

of the story is not treated like the reinvention of the wheel; rather, two 

desperate yet angered souls kill a_family for their money but they get their 

punishment in the end. The story is told from multiple points of view, 

which gives the "story" additional depth. 

Despite the predictable road Capote seemingly takes, he takes histori

cal fact and skews it so that the story becomes informative and fascinating 

without becoming sensational, thus establishing the "nonfiction novel" 

theme of his book. An example of this can be found in the novel's first 

chapter, "The Last to See Them Alive." Capote unveils the story by de

scribing the town of Halcomb, Kansas as a· storybook small town with a 

humble, l'evel-::headed populace. The daily lives of the Clutter family and 

their last days on thkearth are greatly detailed, such as this excerpt from 

their morning routine: "Mr. Clutter had of necessity learned to cook ... 

but he was not a hearty eater; unlike his fellow ranchers, he even preferred 

Spartan breakfasts" (9). Throughout, the book's style constantly breaks 

down and separates literary and "journalistic" journalism in a manner 

not different to Snyder's model. 

Even Dick Hickock, the conspirator of the murder, avoids the villain 

archetype while barely concealing some type of lust; when he is first 

introduced to the story, he appears in reflection by his partner-in-crime 

Perry Smith: "(He) had once observed, 'Every time you see a mirror you 

go into a trance, like you was looking at some gorgeous piece of butt. 

I mean, my God, don't you ever get tired?"' (Capote 15). His lust and 

impulses instantly determine Hickock as the more aggressive and more 

impulsive half of the duo. Though Herbert Clutter and Dick Hitkock 

were real people, a description such as this establishes them as neo-realist 

characters in an imaginary play; they seem authentic yet they could easily 
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be actors on center stage in the theater of the mind, further blurring the 

lines between academic and creative prose. 

Not unlike Capote, even non-fiction in the first-hand account can 

have scholarly and freeforfn connotations. lhe Year ofMagicallhinking, 

the recent memoir by respected essayist, novelist, and playwright Joan 

Didion, is a book-length essay about coming to terms with the death 

of a loved one and the chronic illness of another. Didion, like Capote, 

found her greatest fame as a portrayer of sociopaths and paranoiacs (a 

frequent muse was Charles Manson), but the blunt hammer of mortality 

resulted in a shifting of weight towards personal reflection and away from 

social' and critical analysis. Also like Capote, she finds death as a prickly 

healer of the soul. 

One of the themes of Magicallhinking is the search for sanity and 

clarity, as Didion struggles to stay composed as she fights the delusion that 

her husband of 39 years is not really dead. She recalls her last night with 

] ohn but only gives the important details without Capote's comparatively 

mundane minutiae; they were discussing World War I at the dinner 

table when "his left hand was raised and he was slumped motionless. 

At first I thought he was making a failed joke, an attempt to make the 

difficulty of the day seem manageable. I remember saying 'Don't do 

that"' (Didion 5). 

The hole in the ship of her mental wellness starts to leak shortly 

after the doctor at the hospital dubs Didion a "cool customer" for her 

composure, when in fact she was slowly falling apart from the inside. In 

the days and weeks afterward, Didion is prone to quoting one particular 

segment of the Episcopalian prayer for the deceased ("In the midst of life 

we are in death") and compares the pain of his passing to the unfortunate 

events of the world. Didion is very academic in analyzing this period' of 

her life, but relies on creative prose to save her from .drowning in her 

own temporary insanity. 

Throughout the novel, Didion references the magical thinking, a 

type of non-scientific casual reasoning, to make her breakdown seem 

as if it were the most rational thing she could do. Magical thinking has 

two laws: the law of similarity, where an effect resembles its cause, and 

the law of contagion, where someone maintains a physical contact with 

an object or another person even after physical contact has been severed 

("Magical Thinking"). Didion applies both laws to her state of mind via 

crea,tive nonfiction; she still feels John's presence well after his sudden 

death, yet she sees an unspoken yet strangely casual connection between 

his death, her delusions, and their daughter's illness. 

Perhaps creative nonfiction is just what we need. No other subgenre 

of college writing can withstand the elements of both academic and 

creative prose. As Lynn Z.~Bloom once said, "Every writer of creative 

nonfiction is an Ishmael who alone has lived to tell the tale-the true 

story only he or she can tell" (278). Anyone can jot down something 

that happened in real life and still find a creative bent to their writing; 

it's all about the point of view. It can be written from the first person 

as in Didion's book or from a detached narrator's voice akin to that of 

Capote (the third person narrative should best be used only in the fiction 

spectrum). The rule applies just as long as there's a viable relationship 

between the reader and the raconteur. 

After much arguing, a cautious peace has been found where there was 

once a metaphorical battlefront. Despite its many differences, academic 

and creative prose has revealed several common bonds through a series 

of notable writings whose result is the laying down of arms. They will 

remain parallels in the writing spectrum, and yet somehow they found an 

alliance in their differences and shook hands; perhaps accepting conflicts 

and celebrating differences made these two warriors of the genre realize 

that there was hardly anything to fight about. 
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Johnson's Amazing Translation: Imbedded Literary 
Criticism in Rasselas 

by Kayla Aylward 

I
. n the field of eighteenth-century novel studies, scholars like 

Willis J. Monie and George Justice insist that Rasselas is Sa~uel 

. Johnson's attempt to create a noveL Botli of these authors beheve 

that Rasselas is one of the first philosophical novels and representative 

of Johnson's idea of what a novel should be. Conversely, looking 

at the circumstances of Rasselas' existence as well as Johnson's idea 

of the novel, I believe that Johnson wrote Rasselas as a complex 

philosophical tale that comments on the novel genre. By looking at 

allegories as well as Johnson's formula for proving his novel criteria's 

superiority, readers can see that this text in itself is a commentary on 

Johnson's contemporary view of the state of the novel genre. 

Johnson's own attitudes regarding _the novel, reflected in The 

Rambler essays, are bittersweet at best. His stance is at once glorification 

and damnation of the novel genre and what has been done with it. In 

Johnson's periodical The Rambler no. 4, he expresses his ideas of the new 

genre quite clearly: 

The works of fiction, with which the present generation seems more 

particularly delighted, are such as exhibit life in its true state, diversified 

only by accidents that daily happen in the world, and influenced by 

passions and. qualities which are really to be found in conversing with 

mankind. (35) 

This quote suggests that Johnson did not dislike this new form. After 

discoursing on contemporary fiction, Johnson goes on to critique the 

good and bad qualities of these new "narratives." The fact that Johnson 
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does not mention the term novel in this article only brings up the fact 

that Johnson did not consider these new texts to be novels. He seemed 

to consider them works in progress that needed his criteria to become 

this intense new genre. Although he does criticize contemporary novels, 

he saw great possibilities: 

For this reason these familiar histories may perhaps be made of greater 

use than the solemnities of professed morality, and convey the knowl

edge of vice and virtue with more efficacy than axioms and definitions. ~ 

But if the power of example is so great, as to take possession of the 

memory by a kind of violence, and produce effects almost without the 

intervention of the will, care ought to be taken that, when the choice 

is unrestrained, the best examples only should he exhibited; and that 

which is likely to operate so strongly, should not be mischievous or 

uncertain in its effects. (37) 

In this passage, we can see that Johnson praises this form for first being able 

to influence people on a greater scale because of the realistic depictions 

andsecond, for the opportunity to use the best specimen of humankind 

and human work to influence the reader in a positive way. It is impor

tant to note that during novels of this time, the novelists were creating 

characters that were representing the horrible things that humans can 

do to themselves and others. Johnson felt that novels could be of better 

use as examples of the goodness of humanity, rather than testaments to 

all that is wrong with the race. 

Johnson's criteria for what can be called the Johnsonian novel are 

important to consider. According to The Rambler no. 4, Johnson believed 

first and foremost that novels should have a purpose: they should use 

their influential power to convey morality; therefore novels should be of 

morally consequential subject matter (3 7). They should have plots, events 

and characters that are all at once original, delightfully surprising, and 
< 

realistic. In order not to divert attention from the moral lesson, narration 

of inconsequential actions should be eliminated as well as digressiqn due 

to overdevelopment of the inner turmoil of charactets. A~cording to 

Johnson, this digression could lead to readers losing "the abhorrence of 

their faults, ·because they do not hinder our pleasure" (38). 

Given Johnson's thoughts on the novel as suggested by his essays 

in The Rambler, Rasselas can be read as a revelation of his philosophy of 

the new genre, the novel. Particularly, Rasselas proves that Johnson can 

write in a familiar genre---,-the romance-and comment on the new novel 

genre at the same time. This idea is very satirically critical and is not far 

from the literary personality of]ohnson. In Rasselas, Johnson creates two 

allegories, the Happy Valley and Imlac, to set the stage. He also uses 

romance characters and situations to navigate this philosophical tale in 

a novelesque way. 

The Happy Valley, according to Monie, is "an allegory orthe in

nocence of youth or simply an obviously impossible situation"(41). I 

agree that the Happy Valley is an impossible situation. If this tale is 

a commentary on the novel, then the Happy Valley might represent 

the romance or the inadequate novels of]ohnson's contemporaries. The 

Happy Valley can be interpreted as the romance; an impossible place that 

is unrealistic and forthatreason oppressive -it is boring and by Johnson's 

criteria, it is not influential. For example, one aspect of the Happy Valley 

is there are no books. All of the stories and information are passed down 

orally and therefore all the.plots are similar and boring. The oral tradition 

of the Happy Valley cap. only be carried on through memory and are all 

variations on similar plots and characters. According to Johnson's argu

ments about the novel, why wouldn't Rasselas want to leave? A symbol 

of the romance's inability to teach realistic morality is the proposal of the 

fantastic mechanical wings. This improbable machine fails miserably and 

symbolizes the futility offantasy. The Happy Valley can also represent the 
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inadequate novels of contemporary novelists. For example, in the Happy 

Valley there is nothing that requires or .deserves full attention. This is a 

deliberate jab at the conventions other novelists were using to create their 

novels. The character Rasselas dismisses all activities in the Happy Valley 

as unfulfilling and repetitive. This represents Johnson's criticism of the 

contemporary novel's lack of substantive subject matter. Also, the lack of 

diversity of enjoyments for the inhabitants of the Happy Valley represents 

Johnson's criticism oflack of invention in contemporary novelists' works. 

Therefore he is expressing the fact that his contemporaries' hovels lack 

the correct Johnsonian criteria to be a novel. 

Johnson's second allegory is his most developed character, lmlac. 

lmlac can be seen as the purpose of the novel. He is the driving force 

behind this text. He influences all the action in this tale. Most importantly, 

he inadvertently provokes Rasselas to leave the Happy Valley. This can be 

seen as the purpose of the novel genre, the superior genre. That is, liberat

ing readers from the imperfect genre that is the romance. lmlac guides the 

characters throughout their adventures, making sure they understand the 

morality behind every type of human existence they come across. One of 

Johnson's criteria for a novel is that it teaches morality. As the purpose of 

the novel, lmlac must provide the characters/readers with moral wisdom 

as well as a moral look at every situation they come across. 

These two allegories set up a sort ofbackground·to the episodes that 

Johnson creates around these ideas. These episodes use romance settings 

and' characters in a novelistic way. For example, in chapter twenty, lmlac 

and the rest of the characters stumble upon a palace in a thick wood. 

This type of setting is common in a romance. A reader would next expect 

it to be enchanted or a dragon to be guarding it. Johnson turns that 

expectation· on its head. He simply allows that a rival is threatening the 

palace owner. This situation is realistic, .but the setting is not. Johnson 

is using his novel criteria that the situations should,not be improbable, 

-------------

but realistjc. Johnson is picking and choosing in an interesting way to 

.. show how a romance-like component can destroy any reader's ability to 

relate to a text, but a realistic situation can save it, causing a reader to be 

able to understand and learn from the text. In the very next chapter, the 

characters travel to a hermit's cave to see if this is tb.e key to happiness. 

The hermit and his cave are items that are so decidedly romance-like that 

Johnson commented on them himself in The Rambler no.4. He states: 

I remember a remark made by Scaliger upon Pontanus, that all his 

writings are filled with the same images; and that if you take from him 

his lilies and his roses, his satyrs and his dryads, he will have nothing 

left that can be called poetry. In like manner, almost all the fictions of 

the last age will vanish, if you deprive them of a hermit and a wood, a 

battle and a shipwreck. (35) 

This use of the hermit in Rassefas is a romance reference. Instead of creating 

the hermit to be stereo typically grumpy and content to be alone, Johnson 

goes on to make the hermit a nice host who wants to rejoin society. 

This pattern of a romance component or stereotype introduced first and 

then a realistic situation explained next is interwoven throughout this 

tale. Chapter thirty-one has foreboding pyramids that turn out to not 

be characteristically haunted, chapter thirty-eight has Arab kidnappers 

who turn out to be good people just trying to make money and finally 

and most romance-like of all in this tale, in chapter forty-nine, all of the 

characters find what they want to do in life and what would make them 

happy. Inexplicably, they simply reject it and go back to the Happy Valley. 

Illogical, yes, but realistically, humans are not always logical. 

According to eighteenth-century scholars Willis J. Monie and 

George Justice, this text is simply an early novel. By looking at the devices 

that Johnson is using in Rassefas to bestow upon the reader his defini

tion of the novel, we can see the conversation between the two genres 
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represented in this piece. This conversation is indicative of a need to use 

a familiar genre in a complex way. We can see that Johnson is using a 

familiar genre-the romance-to comment on the new genre, the novel. 

This complex rendering of literary theory illustrates Samuel Johnson's 

prodigious ability as a writer and a literary thinker. 
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Unforgivable, in Every Way, Unforgivable, 
That's How You'll Stay ... Maybe Not 

by Eleanore Benin 

" B ut Faustus' offence can ne'er be pardoned!' (Scene 14). In Dr. 

Faustus by Christopher Marlowe, the title character Faustus 

refers to the act of selling one's soul to the Devil as being 

an unforgivable sin that would curse one to Hell. The common notion 

is that Faustus sold his soul to the Devil, and therefore he suffers eternal 

damnation at the end of the play. -One might even support this notion 

by citing Leviticus 24:15--16 that states "Tell the Israelites: Anyone who 

curses his God shall bear the penalty of his sin; whoever shall blaspheme 

the name of the Lord shall be put to death." (While in context of the 

story given in the Biblical passage, ·the penalty of die "sin" is being put 

to death by the people, theologically it has also been interpreted that 

the penalty of "sin" is everlasting death, or rather, damnation.) True, 

Faustus' offense can never be pardoned. However, it is not the selling 

of his soul that caused him to be damned. His unforgivable sin was that 

he refused to repent. 

Some Christians have gone to·the extent of saying that blaspheming 

the name of the Lord and/ or selling one's soul to the Devil is a sin that can 

be forgiven with repentance. In terms of the Old Testament, atonement 

for sin required a bloody sacrifice as a sin offering as illustrated in Leviticus 

17:11, "since the life of the living bodyisinits blood, I have made you put 

it on the altar, so that atonement may thereby be made for your own lives 

[ ... ] " Perhaps this is why the Old Man tells Faustus to "break heart, drop 

blood, and mingle it with tears" (Scene 13). Doing so may be considered 

to be a clear sign of repentance. It would also be in accordance with the 
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sacrificial principle that.states that there can be no forgiveness without 

sacrifice (bloodshed). Aside from theology, textual evidence within the 

play exists that hints to Faustus having the opportunity to be saved and 

forgiven had he repented. Such evidence includes the manifestations of 

the good angel that tries to change Faustus' heart after he "sold" his soul 

and th.e imploring by of the Old Man. This evidence also encompasses 

the existence of a loophole in the contract with Mephistophilis. At the 

very least, -th's textual evidence indicates that it was not impossible for 

Faustus to get out of the binds he placed himself into by handing over 

his soul to the Devil. 

Others have argued that soul-selling falls under the category of an 

"unforgivable sin" which is discussed in the New Testament gospels, 

particularly in Matthew 12:31, that stat~s that blasphemy against the 

Holy Spirit will. not be forgiven,. Moreover, the verses that follow state 

that "whoever speaks a word against the Son of M;m will be forgiven; 

but whoever speaks against the Holy Spirit will not be forgiven, either 

in this age or in the age to come." Accordingly, Faustus was stuck in his 

bipd no matter what. 

Pope John Paul II interprets those passages slightly differently in his 

encyclical, or letter, of1986 on the Holy Spirit and maintains, "blasphemy 

does not properly consist in offending against the Holy Spirit in words; it 

consists rather in the refusal to accept the salvation which God offers to 

ma!J through the Holy Spirit, working through the power of the Cross." 

He dra.ws his logic from Saint Thomas Aquinas who states that the only 

unforgivable sin is one in which a person refuses to be forgiven. Thus, just 

because Faustus spoke offensive words of blasphemy does not mean that 

he couldn't have been forgiven if he decided to turn to God again. 

This is not necessarily to put the Catholic Church above all other 

denominations. One very well could argue that just because the Church 

believes this to be true does not necessarily make it true. Even if the 
It' 

--------- _, _____ ·-

Catholic Church isn't necessarily correct on this topic of forgiveness 

of sins, the appearance of the a.ngels in the play support this notion of 

forgiveness expressed by the (:hurch. A good angehppears-several times 

throughout th.e play, and even after Faustus "sold" his soul to the Devil, 

the angel tried to get Faustus to repent as evidenced by, "Faustus, repe11t; 

yet_God will pity thee" (Scene 5), "Never too late; if Faustus can repent" 

(Scene 5), and finally "Repent, and they shall never raze thy skin" (Scene 

5). Assuming that the angel is good because it is a messenger of God and 

therefore proclaims the truth, these quotes would imply that Faustus can 

be saved from hell even th.ough he handed his soul over to Lucifer. Yet, 

in each of those particulw instances, Faustus did not change his ways, 

and therefore he was not forgiven. 

To coun_ter th<J.t,'however, some may argue about the validity of the 

angels. They might subscribe to the idea that everything is of God and 

therefore claim that God sent both angels to Faustus so that he could 

choose. Therefore, one could say that God wasn't out tb help Faustus. 

However, making. the claim that God sent the evil angel, too, would be 

going against scripture. A story exists in Matthew 12 in which Jesus drives 

out demons. The Pharisees think that Jesus is doing that in the name of the 

Devil, but Jesus replied to them that "Every kingdom divided against itself 

will be laid to waste, and no town or house divided against itself will stand. 

.And if Satan.drives.out Satan, he is divided against himself; how, then, 

will his kingdom stand?" While Jesus talks about Satan specifically in this 

story, the same would hold true for the kingdom of God. Every kingdom 

divided against itself will be laid to waste. Accordingly, God could not 

send an evil angel because that would be contrary to his kingdom, and 

thus some other .force such as the Devil had to send it, and God ·had to 

·have allowed for it to happen. 

Yet another argument against the entire angel idea could be that 

neither of the angels: exists and that these "angels" are just Marlowe's 
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dramatic and creative expression to show the audience Faustus' id and 

superego at war. After all, no other person in the play sees these angels 

appear to Faustus, so one could easily argue that these angels represented 

his internal struggle. 0 ne could say that the bad angel was just a manifesta _ 

tion of Faustus' desires which included· wealth and power, while the good 

angel was just his conscience kicking in. To this end, a Christian would 

liken the id and the superego to good and evil for<;:es at war. We are all 

in a fallen state because of original sin. These primitive desires are of the 

id, and since they can be sinfut then they must be of Satan. On the other 

hand, although we are fallen, Christians maintain that they still have 

the spirit of Christ in them. This concept is dearly stated, in several New 

Testament passages including Galatians 2:20, II Corinthians 13:5, and 

others. Since the superego is the part of the mind that more or less acts 

as a conscience, a Christian would liken this to sofnething that comes 

from Christ. Therefore, even if the angels did not physically manifest to 

Faustus, the Devil and God were still at war over Faustus' soul. 

Whether the angels were celestial bodies or a dramatist's creative 

deV"ice of illustrating an internal struggle, one cannot questiorr·the appear

ance of the·Old Man at the end of the play. He, too, entreats Faustus to 

change his ways·and turn to God. While many might look at that as an 

ordinary event, others may argue that the appearance of the Old Man at 

the end of the play is the last of God's divine interventions to try to get 

Faustus to change. This stems from the idea that God is in charge of all 

events that occur and that with Him, all things are possible. One may find 

examples of this idea in·the gospels as well. For example, who would have 

expected that the son of the carpenter Joseph would turn out to be God's 

Son incarnate who would, in turn, save the world by offering himself up 

as a final sacrifice for all of the world's sins? Another example could be the 

revelation that Mary's cousin, Elizabeth·, will conceive a child·even though 

she had been barren for years. A persori would no~t typically expect these 

events to happen, but they did. Similarly, no one would· expect the Old 

Man in Dr. Faustus to be part of God's divine intervention, but he very 

well could have been an intervention, especially since the man seem.s to be 

wor~ing for the forces of good. This is supported by the devils tormenting 

and trying his faith. If the Old Man was working for the forces of evil 

d}~re would have been no need for devils to torment him, and the Old 

Man would not have been trying to get Faustus to turn back to God since 

it would be contrary to Satan's kingdom. 

Another way Faustus could ·have freed himself from l.ucifer would 

have'been to recognize and claim that a loophole existed in the contract 

that he drew up with Mephistophilis. According to the text, when Faustus 

made the contract, he had given the Devil his soul on conditions. These 

conditions were that he would be a.spirit, that Mephistophilis would be 

his servant, that Mephistophilis will do and bring him whatever he wants, 

that he would be invisible in his house, and that Mephistophilis will 

appear to Faustus il). whatever form he desires. Note, Faustus named that 

"Mephistophilis shall do for him and bring him whatsoever he desires" 

(Scene 5). It is also very important to note that there is nothing that 

was said or written in this contract that Mephistophilis will do and give 

Faustus everything, so long as it is according to the Devil' swill. Moreover, 

he said that he gives Lucifer his soul after twenty-four years provided that 

"the articles above-written [are] inviolate" (Scene 5). Consequently, one 

could consider the contract void if any of these· terms were violated, and 

one of the terms was violated with the very first request Faustus made. 

Thus, Lucifer would not be able' to have his soul, and even if he tried to 

take it anyway, had Faustus realized this loophole, repented, and turned 

to God, God would have intervened on Faustus' ·behalf. 

This contract is nullified by the request of a wife from Mephistophilis. 

Instead, Mephistophilis brings Faustus "a devil, drest like a WOMAN 

witp fire-works" (Scene 5). He tells Faustus that "Marriage is but a 
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ceremonial toy'; If thou ·lovest me, think no more of it. I'll cull thee out 

the fairest courtesans[ ... ]" (Scene 5). While Mephistophilis could bring 

him women and demons to have sex with, he could not give him a wife 

because to have a wife would imply marriage, and marriage during that 

time was something that churches did; thus, it was something of God. 

This contract being violated, Faustus' soul no longer technically belonged 

to Lucifer. One could argue that because Faustus did not know it was 

there it is just as good as if it did not exist. AI; a result, the fact that there 

was a loophole in the contract would have no bearing on Faustus because 

he did not know about it and could' not claim it. Although Faustus was 

unaware of its existence, God had to have known about it since He 

is all-knowjng and sends an angel to Faustus in the play when he has 

moments of conscience. Perhaps God is intervening by sending the angel 

to try to get Faustus to change his heart. Hypothetically speaking, if this 

occurred, God would have been able to deny Lucifer's claim on Faustus' 

soul, and He could have protected Faustus from being taken by Satan. 

The Devil, however, must have also been aware of this breach oecause 

with every manifestation of the good angel, an evil angel appears that 

plays upon Faustus' doubts and fears or distracts him so that he will not 

turn to God. 

The fact of the matter remains that Faustus was damned in the 

,end, if not for handing his soul over to Lucifer, for the other deadly 

sins he-commits in the play. Selling one's soul, after all, is not the only 

way the Devil can get a person's soul. From the very beginning one sees 

evidence ofFaustus' covetousness and desire for fame in his statement "Be 

a physician, Faustus, ,heap up gold, and be eterniz' d for some wondrous 

cure" (Scene 1). Other examples are shown when Faustus blasphemes 

God in summoning Mephistophilis in Latin because he prays to the 

Devil. He ignores several divine interventions that are sent to him to try 

to keep him from selling his soul such as the manifestation of-the good .,. 

angel who tells him to stop reading evil books, his blood congealing as 

he tries to draw up a contract with Mephistophilis, and the appearance 

of the words Homo fuge on his arm. He is wrathful in drawing up the 

contract by wanting Mephistophilis to slay his enemies and also at the 

end by telling Mephistophilis to plague the Old Man with devils. In 

causing the Pope mischief, he -is uncharitable. He envies the things he 

cannot have, such as "all the answers" or the Kingdom of Heaven in the 

end. He lusts over Helen. Perhaps his most deadly sins that contributed 

to his downfall were his pride and insolence. Due to his insolence, he 

,believed that God could not·hurt him so long as he had Mephistophilis 

at his side. He· refused to face the consequences of his sinful actions. Also, 

it was because of his pride that he never sincerely repented. "My heart's 

so hardened, I cannot repent," he says in the -fifth scene, despite the good 

angel's implorations for him to come back to God and despite the Old 

Man's encouragement for him to repent. 

One could argue that Faustus does repent. He even says, "Accursed 

Faustus, where is mercy now? I do repent; and yet I do despair [. · .]" 

(Scene 13). Yet just because one says something does not necessarily 

mean that the individual means what he or she says. This seems to be the 

case when after Faustus claims that he repents, he turns around and tells 

Mephist~philis "Sweet Mephistophilis, entreat thy lord to pardon my 

unjust ~resumption, and with my blood again I will confirm my former 

vow I made to Lucifer" (Scene 13). One could also say that his entire 

last monologue in the play was a monologue of repentance. However, 

within that monologue, Faustus still asks Lucifer to spare him, and then 

he mindlessly curses his parents before taking it back. Both of those are 

sins, too, which diminishes the idea that his repentance is sincere and 

from his heart. He does not humble himself- to the very end he blames 

Lucifer for depriving him of heaven, when in all honesty, he deprived 

himself because of the sins he committed. Faustus makes no other sign 
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-of contrition for his otheNins either, and because there is no atonement 

for the sins, he is damned to hell. 

Dr. Faustus serves as a cautionary tale against not only the surface

level idea· of selling your soul to the Devil, but also against pride and 

insolence. Because of .Faustus' excessive pride and insolence he was 

incapable. of repenting from his many sins. As a result, he will suffer the 

consequences in hell for eternity. Likewise, the reader is cautioned against 

excessive pride. If the reader refuses to be humble and to be penitent for 

his or her sins, he or she may end up like Faustus-damned to hell. It 

warns the reader not to have a hard heart, to repent for sins while one 

has the time, and to accept the sacrifice of Christ, by which He made 

redemption available to all. 

It was not impossible for Faustus to be saved frol1J Helh at the 

conclusion of the play. Just because Faustus thought that his offense 

coukl not be pardoned did noc necessarily mean he was correct, even 

though he was a very learned scholar. Theology aside, textual evidence 

supports that Faustus could have been saved had he repented. In addition, 

Faustus could have escaped Satan's grasp if he was clever enough to see 

the loophole in the contract, but in doing so he only would have been 

able to escape that time constraint of twenty-four years. He still would 

have needed to repent for the many sins he committed, not simply the 

selling of his soul. Since he did not see theJoophole, nor did he atone 

for any those sins, Faustus was damned to Hell. Faustus, like Lucifer, fell 

because of his pride and his insolence. He ignored divine interventions 

that attempted to. prevent him from handing his soul over to the Devil, 

and then he ignored divine interventions that attempted to save him 

after the sale. 
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The Difference Between the Hopeless and the 
Hopeful: It All Depends on the Sound 

by Danielle Duvick 

A 
The Sound and The Fury comes to a close, Faulkner 

rings the focus onto Dilsey, the poor :black servant of the 

ompson family. Why? After .Faulkner has centered on. the 

lives of the three Compson· brothers, the contrast s<;:ems marked and 

odd. The chapter emphasizes Dilsey's similarities to the boys whom 

she has raised, but it also elaborates on the m9st obvious difference 

between them. Each of the boys seems focused solely on one aspect 

of their lives and the more they rely on that one thing, the more 

self-serving they are shown to be. Benjy, the youngest, relies on 

the consistency of his sche<,iule. Dilsey, too, has a schedule that she 

follows .every day. Quentin is always worried about time, abstract as 

it is. Dilsey's abstract reliance is a little different-she depends on 

her religion. Both Jason and Dilsey trust in their bodies and' their 

physical strength to get them through each day. Dilsey shares in each 

of the boys' reliances, but it is the fact that she combines them (not 

focusing solely on one) while adding a loving and generous spirit to 

die mix, that makes her a hopeful character. She is not going to fail 

like the three brothers; instead she will persevere apd go on ,to live 

a better life. 

Benjy's narrative opens the story. It is extremely confusing to get 

through, because it is told from the perspective of the family "idiot" 

and tends to jump all over Benjy's life. One moment, Benjy is in the 

present: 

Through the fence, between the curling flower spaces, I could see 
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them hitting. They were coming toward where the flag was d I an went 

along the fence ... while Luster was hunting in the gras "L· s. · · Isten at 

you, now." Luster said. "Aint you something, thirty three years old, 

going on that way. After I done went all the way to town to buy you 

that cake." (3) 

Pages later, Benjy is small• and "Caddy knelt down and p t h u er arms 

around me and her cold bright face against mine" (9) So t fi · · a rst It seems 

that it is his thirty-thirdrbirthday, but suddenly he is small enough that 

his sister has to kneel to hug him. Benjy is able to jump fluidly around 

berween the present and the past with no transitions Evetythi'n · g seems 

to be happening for Benjy in the present. It is that very schedule and 

the monotonous repetition that make his life bearable, because when 

everything is the same, he is able to think about the past and the present 

simultaneously. In the first quote, Benjy is watching a golf game and at 

hearing the word "caqdie" he remembers his sister Caddy. He links these 

instances and.theref~re, is not really conscious of the fact that Caddy no 

longer lives with him. The more he sees the golf course and hears "caddie," 

the more he remembers his sister. This is why Benjy's schedule is such a 

~ecessity. Without the schedule, things disappear for Benjy. If something 

Is not h · · d w ere It IS suppose to be, Benjy gets upset. For example, Benjy 

tells us "The cushion went away ... and I cried. Then the cushion came 

back" (64). It is the same when Benjy is castrated-"! got undressed and 

I looked at myself, and I began to cry. Hush, Luster said. Looking for them 

aint going to do no good. They're gone" (73). Both of these instances show 

~~at when he notices that something is missing, it throws him off. Though 

It s hard to blame hilll because he is mentally challenged, this behavior 

does show that Benjy is concerned about himself and what is different 

for him, not with the benefit for someone else. 

Lik B · ·1 e enJy, DI sey also has a routine to keep. Each morning, she 

: ~. 

must get up, get Benjy ready for the day and prepare the breakfast for the 

household (along with any other chores that come along). When Mrs. 

(:ompson asks her if breakfast is ready: and warns her that Jason isn't 

happy when breakfast is late, Dilsey si1p.ply responds, 'Tll tend to dat 

too .. .I ca)lt do but one thing at a time" (271). She is continually asked 

to do many things, but she takes it ol)e step at a time. However, unlike 

Benjy's self-centered schedule, Dilsey schedules her time around other 

people and the tasks that she is performing for them. She knows that 

Jason likes his breakfast on time, she knows wb.en to get Benjy ready, 

she knows that Miss Quentin always sleeps in on Sundays. She stands 

up for Quentin, saying, "You leave her alof\e n9w, Jason ... ~he gits up 

fer breakfast ev'y week mawnin, en Miss Cahlindets her stay in bed ev'y 

Sunday. You knows dat" (278). Sleeping in is part ofQue11tin' s schedule, 

so Dilsey has worked it into her own. She plans that Quentin will not be 

awake and sets aside food for her. Dilsey forms her schedule around the 

others' schedules and tries to keep it the best she can. 

Quentin, the oldest Compson brother, is obsessed with time. When 

he was younger, his father passed on to him a pocket watch that had 

belonged to his grandfather and told him "I give you the mausoleum of 

all hope and desire .. .I give it to you not that you may remember time, 

but that you might forget it now and the11 for a moment and not spend 

all your breath trying to conquer it" (76). Quentin doesn't quite take this 

advice-all through the chapter, he is trying to conquertime. Early on, 

he breaks the watch and "[turns] the face up, the blank dial with little 

wheels clicking and clacking behind it, not knowing any better" (80). 

By breaking off the hands, he tries to institute his own time. He pities 

the watch, because it keeps going, though it doesn't know any better 

because it doesn't know that he is trying to be in charge of his own 

time. He doesn't want any time but his own to dictate his life. But he 

slips the watch, still ticking, into his pocket. He is constantly reminded 
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of what time it is, from walking by a watch shop, to seeing his shadow 

vary throughout the day, to inquiring after a clock tower or a factory 

whistle in a small town and always hearing that ticking in his pocket. His 

life depends on making his own time, and since he can't control time, 

Quentin decides on the ultimate selfish act-suicide. In taking his life, 

he would have absolute control over his time. Oddly enough, his death 

is still dependant on the world's time: as "the last note sounded" (178) 

at a quarter till the hour, Quentin gathers up his dress clothes, puts his 

broken pockecwatch in his roommate's room and goes out the door to 

drown himself. His time is over. 

Time is not a concrete object and neither is religion or faith. Dilsey 

faithfully attends the black church in the community and seems to rely 

on this as much as Quentin depends on his abstract time. After the Easter 

service "Dilsey sat bolt upright beside, crying rigidly and quietly in the 

annealment and the blood of the remembered Lamb ... Dilsey made no 

sound, her face did not quiver as the tears took their sunken and devious 

courses.· .making no effort to dry them away even" (297). The preacher 

touches Dilsey' s heart enough ~to make her cry and she doesn't seem to 

be ashamed of crying. Indeed, it affects ner so much that she tells her 

daughter, "''ve seed de first en de last ... I seed the beginnin, en now I 

sees de endin" (297). Her'faith enables her to see both where she has 

come from and wher h · · · · h e s e Is gomg-u gtves er a sense of peace that she 
can depend on. 

Jason can't rely on something as abstract 'as time or scheduled 

regularities. He depends on what he's got; his hands, his feet, his head. 

He knows the strength that he has and doesn't hesitate to use it. He is 

constantly taking issues into his own hands, quite literally, as his hands 

seem to be the most active part of him. Early in his section, he warns his 

mother that he will take care of Quentin and see that she is in school 

if only his mother will "just say so and keep [her] hands off" (181). He 

••• 
! 

doesn't want his mother to get involved-;:-he wants his own hands to 

take care of the problem, because that way he knows how it will be done. 

To get Quentin's attention, he "grabbed her by the arm ... She slapped at 

me. I caught that hand too and held her like a wildcat" (183). Later, he 

beats her knuckles on a desk. He is using his hands to control Quentin's 

motions and to force her both to listen to him and to obey him (while 

he's within arm's reach, of course). He teases Luster, holding show tickets 

over the fire and asking him if he wants' to buy them for a nickel apiece. 

When Luster says that he can't, Jason tells us, "I dropped one of them 

in the stove" (255).1hen he burned the other one as well. Jason uses his 

hands to manipulate others, their" actions, and their lives. He depends 

on his own two feet to carry him: "I may not be sitting with my feet on 

a mahogany desk but I am being payed for what I do inside this building 

,and ifl cant manage to·live a civilised life outside of it I'll go where I can. 

I can stand on my own feet; I dont need any man's mahogany desk to 

prop me up" (211). His own physical strength is what is most important 

to him and he doesn't need anyone to help·him out. But when his body 

does not follow his plans, it frustrates him. Jason's headaches feel·"with 

every step like somebody was walking along behind me, hitting me on 

the head with a club" and that the blood "would go into my.head like it 

would e~plode any minute" (240). His headaches mainly come when he 

is chasing Quentin around (when he has lost control of her) and because 

he is not a man to lose control, lie denies to his mother that he even had 

a headache that day. "Headache?" he lies at dinner, "No, it didn't show 

up. We stayed so busy this afternoon that I forgot about it" (258). Jason 

depends on his body to help him remain in control not only of his life, 

but also of the lives of the others who live in his house. Unfortunately, 

he doesn'-t just rely on his strength, but rather on his brute' strength, to 

control others for his purposes and to hold himself up. 

Dilsey, too, depends upon her own physical strength, though not 
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for the same rea5ons that Jason does. She does not need t · 0 manipulate 
situations, or take control of them, but only to accompl" h h Is t e tasks 
that she has been given. She is not' very strong, but she works · h h 

Wit w at 
sl}e has. In the morning, Dilsey "toiled painfully up the steps h 1 's ape ess, 
breathing heavily" and can be heard "descending the stairs with a SOrt 

of painful and terrific~slowness that would have become maddening had 

it not presently ceased beyond t.\le flapping diminishment of the pantry 

door" (267-68). She gets tired, but pushes on, because she is doing it 

for someone else. She is climbing those stairs to help Mrs. Compson be 

more comfortable and to get Benjy ready for the day. She tries to get 

Luster to help her with small tasks, like with Benjy and carrying wood, 

but he runs off many times and,she must do those jobs too. But Dilsey 

doesn't complain. 

Dilsey manages to rely on all the same things that the brothers depend 

on but she is clearly the hopeful character. Why isn't she self-absorbed like 

Benjy, Quentin, and Jason? Why does she care for other people? Dilsey 

has love-she loves others and she depends on scheduling, religion, and 

strength in an attempt to make things better for others. Dilsey shows the 

love she has for the members of the family throughout the novel. Dilsey 

buys a cake for Benjy on his birthday, even though no one else would 

have thought to do it. She tells Benjy, "You all go ahead- and eat this 

cake, now, before Jason come. I dont want him jumping on me about 

a cake I bought with my own money. Me baking a cake here, with him 

counting every egg that comes into this kitchen" (56-'--57). She is willing 

to spend her own money and time to buy a cake for Benjy to have on 

his birthday. This is something that even his own mother doesn't do for 

him. Dilsey is willing to protect Miss Quentin from Jason, even though 

Quentin doesn't respect her at all. After Dilsey tells her, "Uason] aint 

gwine so much as lay his hand on you" while Ise here," Quentin tui:ns 

around and calls her a "damn old nigger" (185)'. Dilsey loves Quentin in ' 
I~ 
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spite of the contempt shown for her. She protects Quentin, and is willing 

to do it again the next time Quentin is threatened. She isn't concerned 

with personal injury to herself, just so long as others are safe. 

From all of her church-going years, Dilsey has probably heard the 

verse, found in First Corinthians, that says, "If 1.. .have not love, I am 

only a resounding gong or a clanging cymbal." Both a resounding gong 

and a clanging symbol are loud annoying things that no one would like to 

listen to for any length of time. It is symbolic then, that Dilsey is described 

as either singing or working when everything around her is silent. In the 

kitchen, "she sang, to herself at first, somethingwithout particular tune or 

words, repetitive, mournful and plaintive, austere, as she grou11d a faint, 

steady snowing of flour onto the bread board" (270) and then later, "as 

she moved back and forth she sang, a hymn. She sang the first two lines 

over and over to the complete tune" (301). Though Dilsey may not have 

the most beautiful voice or the best memory of all the words, she still sings 

along to a melody. She doesn't clang or clash. At other times when she 

is in the house, "There was no sound anywhere" (298). Both the singing 

and the silence contrast with the din of the cymbal and gong. Dilsey' s love 

is shown not only by her generous actions and protection of the family, 

but also, sy!fibolically, by her singing and silence. While Benjy, Quentin 

and Jason show only selfishness and self-love through their dependences 

on schedules, time and strength respectively, Dilsey relies on those things 

solely to show he; love for others. Dilsey has hope, because she is love 

or a song and a silence, while the brothers are the clanging cymbals and 

the resounding gongs-the Sound and 'Dle Fury. 
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Theoretic Themes in "Sebastian" 

by Victoria M. Hohenzy 

W:en the reality of culture itself has been denied, the 

eality presented in literature may succeed in reflecting 

hat reality by becoming itself unreal; however, the 

theory that supports this unreality continues on. Literature (or all 

art) acts as a mirror to society and reflects this unreal reality that 

has developed from modern reality. Mary Caponegro's novella

length short story "Sebastian," which is the climax of The Star Cafi, 

itself imitates the theory that supports this unreality. Within the 

story, the two central characters both serve as an echo of various 

schools of theory. The title character, Sebastian, reverberates the 

voice of a modernist perspective, while his fiance, Sarah, exemplifies 

a postmodernist viewpoint. The characters serve not so much as 

humanist characters with which one can identify, but rather as 

personified elements of particular ideas. As there is no stringent 

definition of either modernism or postmodernism, but features of 

both can be identified, specific charaCteristics can be illustrated within 

such fictional works and demonstrated as character preferences and 

personality traits. In personifying such fundamental differences, the 

· author is able to not only exhibit the obvious elements of theory, 

but also the more complex intricacies of the conflict and coexistence 

of the theories. The relationship between Sebastian and Sarah may 

function as an allegory for the relationship between modernist and 

postmodernist thought. While there are no direct references to either 

theory within the story there are recurrent indications of theoretical 

elements within the language and personas of both characters. 

' I 
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Although there were several realist elements to "Sebastian," the 

majority of the text evoked more surrealistic themes. As Brian 

McHale explains in Postmodernist Fiction, "Modern experimental 

texts ... having renounced story and narrative, depend much more 

heavily on the reader's ability to locate thematic propositions capable 

of giving their disjunctive, fragmentary, and refractory details some 

exemplary meaning and coherence" (McHale 221). By illustrating an 

"unreal reality" in "Sebastian," Caponegro created a postmodernist 

fiction that conveys significant theoretic themes throughout. 

One techn,ique that Caponegro employs in order to create this 

"unreal reality" in "Sebastian" is through utilizing the erotic relation

ship between Sarah and Sebastian as a creative model. As John Bayley 

expl~i11s in The Characters of Love, "It has become difficult to imagine 

literature without love" (Bayley 3). Love and erotic relationships between 

fictional characters are a primary aspect of literature. As Bayley goes on 

to explain, love is capable of functioning in literature as an object of 

representation. By utilizing this fundamental genre of western fiction, 

the author is able to create a false reality that readers can identifY with. 

The narratives "seduce" their readers and seize their attention as they 

endeavor to manipulate the relationship (McHale 222). In "Sebastian," 

it transpires that the erotic relationship between Sarah and Sebastian 

becomes the fundamental basis on which the entirety of the theoretical 

forma~ion is based. The story would not function to the s,ame purpose 

without the tension that is implied by their relationship to one another. 

The elements of theory implied in each character cease to have the same 

compelling effect without the dynamic of the relationship between them. 

Through creating characters that enforce suggested theoretical elements 

and perpetuate ideas, the author "seduces" the reader with an invitation 

of further assumptions and analysis. In the instance of "Sebastian," the 

relationship between characters implies a relationship between theories. 

.I 

Different theoretical constructs do not eJi:ist independent of each other, 

but rather coexist, interact, and conflict with one another in a manner 

similar to that of the interactions between those involved in an erotic 

relationship.Through inferences to Sarah and Sebastian as Ulustrations of 

theory, the text additionally implies a relationship between those theories. 

Nonetheless, these relationships are never explicitly acknowledged and 

the "reality" of the text must be identified by the reader. In a surrealistic 

text such as The Star Caft, Capo negro creates a reality that the reader can 

manipulate and make personal. 

In The Politics of Postmodernism, Linda Hutcheon explains that in 

some areas of theory, there are arguments that there is a rupture rather 

than continuity in the fundamental differences between the modernist 

and postmodernist arguments. She maintains that these differences can 

be found in: socio-economic organization; in the concept of knowledge 

arid its relation to power; in philosophical orientation; in the aesthetic 

and moral position of the artist; in the notion of where meaning inheres 

in art (and) in the relation of message to addressee/addresser (Hutcheon 

27). In "Sebastian" there is a discrepancy established between Sarah 

and Sebastian in each of these areas. Several times throughout the text, 

Sebastian takes note of the differences :between· Sarah and himself and 

refers to them as black and white, but ever melded. Sebastian is aware of 

the discrepancies in their relationship, but like the iced cookie that he 

parallels to their personalities, he realizes they are two parts of a whole 

(Caponegro 113). 

Specific patterns in the socio-economic standards that both characters 

live by become an obvious aspect of their personas. Sebastian possesses 

a certain idea of the standard of living that he should have. He was 

educated at Oxford, drives a Jaguar, writes solely with his Mont Blanc 

pen, and wears a Rolex watch. Sarah disparages these items and mocks 

him that his Rolex is a '"Funny piece of jewelry for a Marxist,' alluding 
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to certain theoretical interests he'd espoused during university" (9S). 

While it seems that Sebastian would never acknowledge his elitism, it 

seems to be an essential component of him. Sarah on the other hand 

prefers unique possessions. She makes her own clothing and jewelry 

and ridicules Sebastian's constraint to expensive trademarks. While both 

characters seem to live in middle class comfort, it seems that Sarah does 

not care for these ideals and refers to Sebastian's possessions as having 

"some bourgeois ostentation, affection; not a twinning linked to order 

and aesthetics" (137). 

An additional topic that Sebastian and Sarah's notions deviate on 

is through their concept of knowledge and its relationship to power. 

Sebastian fixates on the importance oflanguage. He demonstrates that he 

believes that language itself hold power as well as using language properly 

gives one power. He laments at times that "all he understands is words, 

what can be gleaned from a dictionary's definition" (117). Sebastian 

expresses that Americans simply don't take language seriously and he finds 

this obscene. Sebastian is so tied to language that when the sign on the 

door of the cleaners says that they will return, "He feels he somehow owes 

it to language to wait" (97). Correspondingly, Sebastian feels that he has 

power over others when he uses language in conversation or arguments. 

By confusing 'the other person or speaking above them, Sebastian may 

believe this gives ·him power. As Sarah ask him,< "Run that by me again, 

S.B.-only man whose jokes need footnotes" (96). However, it appears 

that Sarah becomes aware of the power oflanguage over Sebastian as she 

begins to utilize it through "mispronouncing" his Jag-u-ar as Jag WAR in 

.the stereotypical American pronunciation. She also begins to play with 

language in arguments in order to fully disconcert Sebastian, such as when 

she creates an elaborate mobile in order to call him a misogynist. Through 

this elaborate production, Sarah is not only able to harness Sebastian's 

power oflanguage, but her own power of art as well. Similarly, Sarah uses 

Sebastian's name as a language of play and constantly changes, abbrevi

ates,and manipulates his name. Sarah's power is in her role as an artist. 

Through different artistic expressions, Sarah can manipulate perceptions. 

She aspires to conceive of new uses and views on anything conceivable 

and finds power not in a central, divine interpretation, but rather in the 

presumption that there is no solitary idea or interpretation. 

1he philosophical orientation of both characters develops in a man

ner that is closely related to their perceptions of power. Sebastian "found" 

organized religion later in life and felt that it failed his expectations and 

necessities and soon abandoned it. In the place of organized religion, 

Sebastian has "faith" in two things: Language and Sarah. He states specifi

cally that the dosest thing he has to religion is to take language seriously 

(97). Because of the emphasis that Sebastian has placed' on language and 

education to order 'his life, Sebastian admits that his "worst fear is that 

thought, thinkin.g, upon which he relies to create order, might be the 

very thing which leadshifn to chaos" (120). Sebastian also refers to how 

Sarah satisfies him so completely that he resents her for it, but later goes 

on to describe sex with Sarah as a somewhat religious experience saying, 

"And how he wishes he could, at this moment, partake; communion 

with that flesh as sacred, to Sebastian, as he once felt thin round bread 

upon his tongue" (113). He literally compares sexual intercourse with 

Sarah to taking communion, something that would be considered quite 

a blasphemous idea in any church. 

Sarah, however, sees religion and philosophy as something to be 

flippant about. Slie explains that she was raised Jewish, but she regularly 

talks about aspects of eastern religions such as karma, and is fascinated 

with Christian saints and uses their images regularly in her art. In the same 

way that Sarah finds power in freedom of play in language and art, her 

attention drifts from one religion or philosophy to the next. She appears 

to benefit more from dabbling in many religions instead of focusing all of 
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her energy into one. Similarly, this allows her a more objective viewpoint 

with which to theorize about the various philosophies. When Sebastian 

is in Sarah's studio and viewing her art, he wonders: 

How serious can she be about her own tradition; her relation seems 

unsophisticated, like an adult's memory of nursery rhymes, fairy tales: 

sentimental value. When she sings or recites what she recalls from 

sacred books, Scripture, she cannot even translate into English. How 

can you understand the meaning, then, he asks, but she insists the 

meaning is the ritual. (150) 

Sarah does not see any religion as containing some divine truth, but sees 

the importance of the ritual practice of a religion itself. It is not significant 

what is necessarily taugh~, but that people believe in it and practice it. 

The last components of the fundamental differences between 

modernist and postmodernist theory as presented by Linda Hutcheon 

are all related to personal perception of art. They are: the aesthetic and 

moral position of the artist,, the notion of where meaning inheres in 

art, and in the relation of message to addressee/addresser. fu art is as 

prominent a subject in "Sebastian" as language is (and language may 

be considered an art form), the outlook that one has in relation to art 

becomes an important indication of the theory with which one may 

identifY (Hutcheon). In different ways, Sarah and Sebastian both see 

themselves as artists. Sarah creates functional art such as jewelry and 

clothing as well as literal art, in a more conventional view, which could 

be shown .in a gallery. Sebastian views himself as an artist because he 

feels that he has sud.1 impressive control of language that he must "have 

a book in him." Sebastian feels that in order to create art, he must be 

able to create a masterpiece that is complex and intricate, while Sarah 

"seems to find no idea to trivial, too whimsical to invest her energy and 

craft" (Capo negro 124). Sebastian wants to become a great author that is 
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recognized and revered for his universal interpretations oflife, while·Sarah 

does not appear to believe in universals. In some sense, Sarah believes in 

universals only through the implication that art and life are completely 

intertwined and one becomes the other. She is art, and art is her. fu she 

explains to Sebastian, "I mix up my life with my art; I can't help it. It's 

ak f h. s the way 1 make sense of the world. At the way I m e sense o t mg , 

least try to. It's hard. to explain to someone who's ·not an ·artist, because 

there's a special relationship to imagination that's incredibly intense" 

(172). At this point; Sebastian regrets that he has not disclosed to Sarah 

his ambitions as a writer, but still does not seemingly understand, or at 

the very least apply her philosophy. 

Sarah and Sebastian also diverge in their philosophy on the purpose of 

art and its creation. Sebastian finds it odd that contemporary artists such 

as Sarah will study the "ancient masters, but their products bear not the 

leastresemblance to the works of the latter" ( 169). Sarah sees these works 

as inspiration for her own imagination and does not attempt to replicate 

them, but draw from them and expand upon the impression that they 

have made on her. Sebastian finds it quite frustrating when he is unable 

. . f rt and know the absolute meaning because he is denied to view a piece o a 

such a privilege with contemporary art. He prefers the "~aster:ieces". tha~ 
depict specificideas and events and have no discrepancy m the me.anm~. 
Sarah wants people to draw their own .ideas from her art and may identifY 

with the postmodern thought that, "The most important thing is always 

the contemporary element, because it is most purely reflected in ourselves, 

as we are in it" (Hassan, "POSTmoderniSM" 33). 

Th h "S b ti·an" the characters as well as the theoretical roug out e as ' 

elements that their personalities reflect, interact with one another. Just 

as Sebastian and Sarah's relationship does not exist independent of the 

differences in their personaliry, neither do the theories that they represent. 

Additionally, as the couple interacts and conflicts with one another, by 
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proxy, so do ,those theoretical elements they represent Mode · · rmsm and 

postmodernism exist in such a way that each becomes tontin gent on the 

other in some forrrL Postmodernism will continue to react to m d . o ern1st 

thought, as· well ·as to its own environment For Sarah and S b · · e ast1an, 

their relationship is similarly formed. Sarah's art and use of 1 anguage 

is contingent on her interactions with Sebastian and vice versa. Each 

character requires interaction with the other in order to continue to 

develop in the same way as before. And in a similar way, neither can 

exist in a completely constant manner, as each must continue to evolve. 

It is through coexistence and conflict that this change occurs. In the 

conclusion of the story, it appears that Sarah will never really "change" 

her ways, as her ways of doing and seeing things are already in a constant 

state.of change. Sebastian, on the other hand, becomes very reliant on 

Sarah in the end. He becomes afraid that.she will abandon him and this 

would leave him completely disoriented. He begins to try and escape the 

elevator that brings him away from her and attempts to get back to Sarah, 

to just be near her and "quietly observe" (Caponegro 179). Sebastian 

becomes stuck in the darkness somewhere between Sarah and the ground 

and begins to engage-in a dialogue with himself about what he would do 

in hypothetical scenarios and eventually decides that he will "Surrender 

to words, or surrender from, to embrace the abyss? He would prefer it be 

the former, but fears, the latter'' (180). Sebastian ultimately realizes that 

he must change in order to come to an understanding and.be able to learn 

and that he needs Sarah's guidance in order to accomplish that. H~ knows 

he must change or he will always feel incomplete without some greater 

understanding. It is through this "unreal reality" of Sarah and Sebastian's 

relationship, that the reader is seducedinto looking for charge because one 

becomes aware that change is necessary for the relationship to thrive. A1; 

the conflict of personality is obvious, in order for their relationship to con

tinue to progress, compromise must be reached and-change must occur. 

Sebastian ultimately comes to the same conclusion. Hassan theorizes that 

"Perhaps Love is one way we experience change. How then can we live 

without love of change?" (Hassan, "POST moderniSM" 25). Sarah has 

always seemed to trust in this idea, and Sebastian has come to understand 

it, but not necessarily practice it. Additionally, as this change of character 

occurs, it reflects in the character theory. k Sebastian's modernist views 

develop, so does the theory he represents. While postmodernist theory 

does not exist entirely independent of post-modernist thought, it does 

take it in a different direction. It develops new ideas and challenges old 

thought, but neither truly exists without the other. Just as Sebastian does 

not want to evolve into Sarah, but wants to be with her and to observe 

her, modernist thought does not necessarily become postmodernist, but 

strives to understand it. 
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Dumbledore and Hermione: From Book to Film 

by Heather Marie Kosur 

U 
than a month after the June 1997 British publication 

Harry Potter and the Philosopher's Stone by Bloomsbury, 

arner Brothers Studio purchased the rights to create a film 

adaptation of the novel ("Harry"; Nel, "Text" 244). As expected; 

diehard Harry Potter fans expressed mixed reactions to the movie 

version, which was released in American theaters as Harry Potter 

and the Sorcerer's Stone in November 2001. In general, as Philip 

i.: 

' ' 

" 

'i 

Nel reports in "Bewitched, Bothered, and Bored: Harry Potter, ( 

The Movie," most moviegoers "felt that the movie was not as good 

as the book even if ... they 'did enjoy the money that was spent on 

making Hogwarts castle look real"' (172). In an attempt to explain 

the reactions of the novel's fans to the movie, Nel states, "The movie 

was not enough like the book and, at the same time, very much 

like the book" ("Bewitched" 172). Some film viewers felt the movie 

distorted the story too much from the original book while others 

ardently disagree ("Bewitched" 172). I agree with Doug Thomas 

in his editorial review of the Harry Potter and the Sorcerer's Stone 

DVD for Amazon: "The greatest strength of the film comes from its 

faithfulness to the novel. .. " 

When creating a movie from a novel, both the screenwriter and the 

filmmaker must condense the story to fit in the allotted running time, 

usually somewhere between an hour and a half and two and a half hours. 

In adapting the book, however, the story is more often that not simplified 

(Nel, "Bewitched" 172). Therefore, the challenge for Steve Kloves and 

Chris Columbus in filming Harry Potter and the Sorcerer's Stone is to 
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"condc::f\se the source [text] in a way that retains the central experience 

or [meaning] of the original" (Nel, "Bewitched" 172). Even when special 

attention is given to creating the same story in the film as in the book, 

moviemakers often overlook the most important element of any piece 

of literature: the characters. However, I feel that the film adaptation of 

Harry Potter and the Sorcerer's Stone transcends the problems associated 

with creating a movie from a book, especially the concern of maintaining 

the original characters of the novel. 

The loss of carefully and fully developed characters due to the dazzle 

of special effects and elaborate scenery is one major problem with adapting 

a novel into a film (Winerip; Nel, "Bewitched" 172). k Nel writes in 

"Bewitched" about dialogue, "It is what the characters say, not how they 

look, that enables us to make an emotional connection with them" (172). 

Many of the characters' defining traits that Rawling narrates are lost 

when the characters are transferred from book to screen. Most notably, 

Dumbledore's sense ofhumor is largely missing from the film. From the 

beginttJng of the book, page ten of chapter one to be exact, Dumbledore is 

shown as a wi,zard with an interesting sense of humor (Nel, "Text" 253). 

When McGonagall asks ifVoldemort is really gone, Dumbledore replies, 

"It certainly seems so ... We have much to be thankful for. Would you 

care for a lemon drop?" (Rawling 10). McGonagall seems appalled, "as 

though she didn't think this was the moment for lemon drops" (Rawling 

11). Consistent with N el' s statement in "Bewitched," readers learn about 

Dumbledore's personality through his dialogue (172). He is a wizard 

with a sense of humor. 

k shown with the lemon drop, Dumbledore frequently uses his 
' 

quirky humor to alleviate serious or stressful situations, inclyding when 

the end ofVoldemort's reign of terror is questioned. Another striking 

example is when Dumbledore, McGonagall, and Hagrid discuss baby 

Harry's scar from theAvada Kedavra curse. McGonagall asks, "Couldn't 

you do something about [the scar], Dumbledore?" Dumbledore replies, 

"Even ifl could, I wouldn't. Scars can come in handy. ·I have one myself 

above my left knee that is a perfect map of the London Underground." 

.(Rawling 15). A third Dumbledore absurdity appears during Harry's 

first banquet at Hogwarts. Dumbledore says, "Welcome to a new year at 

Hogwarts! Before we begin our banquet, I would like to say a few words. 

Andheretheyare: Nitwit! Blubber! Oddment! Tweak!" Confused, Harry 

turns to Percy and asks, "Is he--'--a bit mad?" Percy replies, "Mad? ... He's a 

genius! Best wizard in the world! But·he is a bit mad, yes" (Rowling123). 

Although Percy explains Dumbledore to Harry, his explanation is un

necessary for readers because Dumbledore shows himself as both brilliant 

and insane through his dialogue. 

The conversation between Harry and Dumbledore during the Mirror 

ofErised episode is a fourth and final example ofDumbledore revealing 

his quirky personality through his actions. Harry says, "Sir-Professor 

Dumbledore? Can I ask you something?" Dumbledore smiles and replies 

in his Dumbledore way, "Obviously, you've just done so ... You may 

ask me one more thing, however." Only Dumbledore can sound clever 

when repeating that cliche! Harry then asks, "What do you see when 

you look in the mirror?" Dumbledore answers, "I? I see myself holding a 

pair of thick, woollen socks." When Harry gives him a bewildere~ look, 

Dumbledore continues, "One can never have enough socks ... Another 

Christmas has come and gone and I didn't get a single.pair. :People will 

insist on giving me books" (Rawling 214). Although this reply bewilcfers 

both Harry and Harry Potter readers alike, it also reveals another aspect 

of Dumbledore's sense of humor and personality. Socks are apparently 

important to this unusual wizard! 

But Dumbledore does not offer McGonagall a lemon drop, point out 

the practicality of scars, make strange proclamations, or voice his opinion 

on socks in the movie. The film Dumbledore is portrayed as predomi-
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nantly serious until the last twenty minutes when he visits Harry in the 

hospital wing (Nef, "Bewitched" 172). Dumbledore's sense of humor 

makes-appearances three times during,this one scene. First, Dumbledore 

wittily points out that gossip, especially Voldemon-possessed-teacher

attempting-to-steal-Sorcerer' s-Stone gossip, travels quickly: "What 

happened down in the dungeons between you and Professor Quirrell is 

a complete secret. So naturally, the whole school knows" (DVD). Then, 

when Harry asks how he got the Stone from the Mirror, Dumbledore 

makes fun of himself by revealing that his ideas are not always perfect: 

"You see, only a' person who wanted to find the Stone, find it, but not 

use it, would be able to get it. That is one of my more brilliant ideas. And 

between you and me, that is saying something" (DVD). Dumbledore's 

subtle wit, which is prominent throughout the book and lacking in the 

movie, is apparent in these examples. 

Ultimately, Dumbledore's lemon-drop-scar-map sense of humor, 

which is completely nonexistent during the first seven-eighths of the 

screen adaptation, finally bursts out in the hospital wing. After an intense 

discussion about the fate of the Sorcerer's Stone, Dumbledore explains 

why Quirrell disintegrated at Harry's touch: 

Harry, do you know why Professor Quirrell couldn't bear to have 
' 

you touch him? It was because of your mother. She sacrificed herself 

for you. And that kind of act leaves a Ihark. No, no this kind of mark 

cannot be seen. It lives in your very skin. (DVD) 

Harry asks, "What is it?" Dumbledore smiles and replies, "Love, Harry. 

Love" (DVD). He then lightens the intense moment in his quirky 

Dumbledore fashion. He picks up a box of Bertie Bott's Every Flavor 

B d " ' eans an says, I was most unfortunate in my youth to come across 

a vomit flavor one. Since then I'm afraid I've lost my liking for them. 

But I think I could be safe with a nice toffee" (DVD). He chooses a 

"golden-brown bean into his mouth," pops the piece in his mouth, pauses, 

and then declares, "Alas! Earwax!" (Stone301; DVD). Once again, what 

Dumbledore says reveals who Dumbledore is (Nel, "Bewitched" 172). 

The changes made to Dumbledore in the film significantly alter 

the character. Dumbledore's actual appearances are shortened due to 

time considerations in creating a two and a half hour film out of a three 

hundred-page book. Even though Dumbledore' s sense of humor appears 

to be largely missing from the movie adaptation, so too is much of his 

more serious dialogue. Dumbledore in the novel is not missing from 

the film, but rather, he is condensed for the allotted time period. The 

movie includes less of both Dumbledore's humor and seriousness. But, 

in proportion to the book, the film accurately portrays Dumbledore as 

mostly serious with a dash of absurd wit. His series of jokes with Harry in 

the hospital wing ate enough to counterbalance the lack ofDumbledore 

humor in the first part of the film. Second, the omission of some of 

Dumbledore's scenes and discourse is only a disappointment to hardcore 

Harry Potter fans who know exactly what Dumbledore says and when h.e 

says it or for fans who enjoy Dumbledore as an odd, humorous character. 

Although some devoted fans criticize the absence of minute details present 

in the book (Nel, "Bewitched" 172), the changes made to Dumbledore's 

dialogue do not change Dumbledore's personality. 

Hermione, like Dumbledore, is another key character who trans

forms from the book to the film. As Michael Winerip states in his'February 

1999 .book review of Harry Potter and the Sorcerer's Stone for The New 

York Times, "] .K. Rawling has a gift for keeping the emotions, fears and 

triumphs ofher characters on a human scale, even while the supernatural is 

popping out all over." As opposed to the film adaptation of the character, 

Hermione at first glance seems more real and believable in the book as 

an eleven-yea,r-old girl. In the movie, she only gives help and never needs 

help. For example, when Harry and Ron rescue her from the mountain 
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troll on Halloween in the movie, Hermione is frightened but still ends 

up instructing Ron to "swish and flick" his wand to .perform the spell 

correctly (DVD). In the book, however, Hermione is so paralyzed with 

fear that Harry cannot even pull her out of the bathroom: 

Harry yelled at Hermione trying to pull her toward the door, but 

she couldn't move, she was still flat against the wall, her mouth open 

with terror ... Hermione had sunk to the floor with fright. (Rowling 

175-76) 

As Winerip .points out, Hermione reacts like a normal eleven-year-old 

girl in the book when threatened by an enormous troll. She freaks out 

and needs help from her two friends. In the film, however, she crouches 

next to a broken sink and gives instructions to. Ron. Unlike the panicky 

book Hermione, who is much more believable as a person, she plays a 

huge part in saving herself from the mountain troll. 

Super-woman film Hermione appears again during the Devil' s Snare 

incident after the trio dro.ps through the trapdoor to rescue the Sorcerer's 

Stone. In the book, like with the trqll, Hermione panics when she realizes 

she needs warmth and light to save Harry and Ron from the deadly 

plant: 

"So light a fire!" Harry choked. 

"Yes-of course-but there's no wood!" ·Hermione cried, wringing 

her hands. 

"HAVE YOU GONE MAD?" Ron bellowed. "ARE YOU A WITCH 

OR NOT?" 

"Oh, right!" said Hermione ... (Rowling 278) 

She is too busy worrying and panicking to calmly remerpber that she is a 

witch who can conjure a jet ofbright blue flames with her wand (Rowling 

191, 278). Once Ron reminds her, she pulls out her wand~and saves her 

!Jl 
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friends. In the film, though, Hermione does not go to pieces during the 

Devil's Snare scene. While Ron is fumbling with the plant's tendrils, 

Hermione shouts to Harry, "We've got to do something!" (DVD). She 

then recalls her Herbology reading ("Devil's Snare. Devil's Snare. It's 

deadly fun but will sulk in the sun"), whips out her wand, shouts "Lumos 

Solem," and saves ·Ron (DVD). She does not need any help from her 

friends but only helps them. Once again, the book Hermione is much 

more believable as an eleven-year-old witch than the film Hermione 

because no preadolescent never needs help. 

However, once again due to time constrictions, two important scenes 

in the book involving Hermione were cut from the film. Because the 

midnight wizard's duel was not included• in the movie, Hermione does 

not have a chance to warn Harry and Ron not to sneak out of Gryffindor 

tower at l).ight (Nel, "Text" 260)~ She also does not get to rightly say, 

"Malfoy tricked you ... You realize that, don!tyou? He was never going 

to meet you-Filch knew someone was going to be in that trophy room, 

Malfoy must have tipped him off" (Rowling 159). Basically, she is not 

given this opportunity to be a bossy know-it-all. The second important 

Hermione scene not included in the film is when she solves Snape's logic 

puzzle (Nel "Text" 260). After the purple and black flames trap her and 

Harry in the chamber, she reads a "roll of paper" lying next to seven bottles 

and exclaims, "This isn't magic-it's logic-a puzzle" (Rowling 285). 

Like Dumbledore, Hermione is more condensed in the film than 

in the book. Instead of panicking with the.troll and then proving herself 

right about Malfoy, both traits are combined in·the troll scene. Hermione 

fearfully hides behind a broken sink but also tells Ron how to correctly 

perform the spell. Likewise, both Hermione's cunning and fear are com

bined during the Devil' s Snare incident. She shouts at Harry that they 

need to do something to help Ron, but then remembers her knowledge 

of the plant and rescues her friend. ·Four ofHermione' s important scenes 
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are comb~ned into two ip. order to keep the movie version at a reasonable 

length. Like with Dumbledore, her personality is not that different in 

the movie than the book, just more condensed. Hermione is still an 

intelligent, yet sometimes bossy young witch who helps her friends from 

danger. 

But even- though her personality remains the same during the transi

tion from book to movie, Hermione does suffer from the visual focus 

of Hollywood film (Nel, "Bewitched" 1 72). As f.irst described in Harry 

Potter and the Sorcerer's Stone, Hermione has "a bossy sort of voice, lots 

of bushy brown hair, and rather large front teeth" (105). Hermione is 

quite bossy throughout both the book and movie. Even when she is 

threatened by a "fully grown mountain troll," she still manages to tell Ron 

how to correctly perform the spell' ("swish and flick") (DVD). But the 

film Hermione is a lot cuter than the book Hermione. Emma Watson, 

the young actress who·1portrays the character, is definitely prettier than 

the somewhat homely Hermione of the novel. Emma's front teeth are 

not "rather large," and her hair is not quite as bushy or unmanageable 

as the book implies (Rawling 105). However, because het; personality is 

much more important to the story, the minor alterations in Hermione's 

appearance do not change the character but only annoy devoted Harry 

Potter fans. 

Although the film versions ofDumbledore and Hermione in Harry 

Potter dnd the Sorcerer's Stone vary from the book, the changes are not 

significant enough to affect the characters' personalities or the story as 

a whole. All of the important details about the characters are present in 

the film, just in a more. condensed manner because of time limits (Nel, 

"Bewitched" 172). Dumbledore is still the brilliant wizard-with a witty 

sense ofhumor just as Hermione reacts to danger like any eleven-year-old, 

but then pulls herself together to help her friends. And even though 

some ardent Harry Potter fans criticize the minor alternations (Nel, 
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"Bewitched" 172), the screen adaptation of Harry Potter and the Sorcerer's 

Stone successfully solves the problems associated with creating a film based 

on a popular book and faithfully portrays the original Dumbledore and 

Hermione from the novel. 
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Post-Modern Construction of Ethos" 

by Joseph Lorenzini 

The ideas that arise from the academy are the principal 

reasons that the general public view academia as an ivory 

.. tower. The persuasiveness of the academic's rhetorical appeal 

is in many cases not even understood by people outside academic 

discourse. And if ethos is the " .... proofs that rely on community 

assessments of a rhetor's character or reputation" then academia has 

a serious credibility problem with the general public (Crowley and 

Hawhee 163). However, ironically enough post-modern discourse 

(arguably the· most misunderstood academic theory of all) possesses 

ideas about ethos and reality that can prove useful for understanding 

and critiquing arguments in general. While understanding post

modern discourse may have no exigency to the general public, 

being able to understand and analyze arguments do. Through an 

analysis of three post-modern texts concerning truth, language, and 

authorship I will demonstrate how post-modern rhetoric can -give 

rise to rhetorical strategies that will allow people to better analyze 

arguments in our dominant cultural discourses. 

To begin, American culture is dominated by modernist ideology 

which severely retards a person's ability to effectively analyze argu

ments. One of the major contributions that post-modernism offers to 

rhetorical analysis is to highlight the failure of modernist ideology to 

understand any argument that is not modernist and offer a solution for 

this failure. Zygmunt Bauman argues in "Postmodernity, or Living with 

Ambivalence" that at the core of the modernist master narrative was the 

self-deception that" .... whatever is not universal in its particularity is but 

55 

I 
I 

. I 
I i! 

I i 



56 

not-yet-universal, that the project of universality may be incomplete but 

remains most definitely on" (Bauman 1 0). The purpose of modernism is 

to universalize rational order based upon universal truth, which in turn 

creates absolute certainty. The enemies of this project are ambivalence and 

contingency, these are the "not-yet-universal." The post-modern condi

tion is modernity's realization that absolute certainty and its foundation 

of rationa,l order and universal truth is a self-deception. And that realizing 

that the universalization that modernity strived for achieved nothing 

more than differentiation (Bauman 11). Inasmuch as an argument is 

made within modernist discourse, a modernist will have no problem 

understanding the nature and purpose of the argument. However, the 

moment something deviates from modernist's norms a problem arises. 

Instead of this being a new type of argument it is viewed by definition 

as a wrong way of knowing and speaking. 

Consequently, the modernist is unable to ever truly understand 

anything outside his discourse beyond a simple binary of right or wrong. 

And as long as this modernist self-deception reigns in someone' s analysis, 

they will attempt to bring uniformity to all ambiguities and contingencies 

within the arguments they analyze. Yet it is modernity's very quest of 

absolutiSII;l that led to modernism's downfall, for by attempting to find 

Absolute Truth they delivered something quite different: 

... they [social science] informed of contingency while believing 

themselves to narrate necessity, of particular locality while believing 

themselves to narrate universality .... of the provisionality of the 

human condition while believing themselves to narrate the certainty 

of the world, or' the ambivalence of man-made design while believing 

themselves to narrate the order of nature. (Bauman 10) 

The fragmentation of this totalizing system creates ,an opportunity to 

become aware of truth's contingent nature. This in turn leads to a choice. 

On the one hand, you can accept contingency as fate by grudgingly 

tolerating otherness until such time Absolute Truth is rediscovered giving 

the necessary justification to annihilate tpe Other. This stance uneasily 

straddles the line between the modern and post-modern conditions and 

it suffers from the same problem of perspective that modernism does. 

On the other hand, you could transform the contingency of the 

human conditic;m into a destiny by embracing this fate through choice. 

'J:his contiqgency as destiny makes possible emancipation from totalizing 

systems of Western thought, ,providing ways of knowing and relating 

to people that are prohibited by modernism. No longer ~ill the Other 

be either right or wrong, sud~ simplistic judgments will give way to 

the equalization of differe.nce in rhetorical analysis. This emancipation 

demands " ... the acceptance that are other places and other times that 

may be with equal justification ... preferred by members of other societies, 

.and that however differel)t they are, the choices cannot be disputed by 

referc::nce to anything more solid ... than preference and the determination 

to stick to the preferred" (BaumaQ 13). Modernity treats differentiation 

as a threat, post-modernism treats difference as the basis for human 

relationships and understanding. 

However, accc::ptance through toleration is not enough; to effectively 

use the emancipatory effects ofcontingencyas destiny in rhetorical analysis 

one-must respect the Other because of that very Otherness. It is through 

respecting Otherness that a " ... commonality of destiny ... " is reveal\;d 

for" ... joint destiny requires solidarity" (Bauman 14). Through solidarity 

argumentation traqsforms from a battle overT ruth aJ}d Right and Wrong 

and becomes a mode of understanding and community not in spite of 

ideological differences but because of them. One of solidarity's most 

important differences from modernity's totalizing system of uniformity is 

its refusal to use the " .. .language of necessity-the language of estrange

ment, discrimination and humiliation" (Bauman 15). Furthermore, this 
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solidarity must itself.be contingent in order to have its emancipatory 

effect, since embracing a life of contingency" ... means living without a 

guarantee with just a provisionally, pragmatic, Pyrrhonic, until-further

notice certainty" (Bauman 15). And most importantly this emancipation 

is " ... the emphatic disavowal and rebuttal of the power struggle aimed at 

ultimate domination" by ending the expectation and desire of empower

ment-through-knowledge (Bauman 16). 

The scope and depth of this provisional certainty has created new 

ways of analyzing and discerning meaning in the rhetoric of texts. In 

particular, I will show that post-modern concepts change the nature of 

eth<;>s. I would argue that since ethos is derived from textual meaning 

it necessarily means that the nature of the text's ·meaning dictates the 

ethos. In an essay titled "The Death of the Author," Roland Barthes 

argues that a text's meaning lies not with the author but the reader 

which " ... is the space on which all the quotations that make up a writing 

are inscribed .... [which] holds together in a single field all the traces by 

which the written text is constituted" (Barthes). Barthes is challenging 

conventions within literary cridcism that "tyrannically centered on the 

author" in which "all explanation of a work is always sought in· the man or 

woman who produced it" resulting in one accepted meaning for the text. 

Barthes says, " ... a text's unity lies not in its origin but its destination."' 

This has far-reaching implications for the nature of invented ethos. 

Invented ethos is a tactic in which the rhetor creates an identity through 

text or words to persuade an audience of his/her argument. This tactic 

will always conform to the particular rhetorical situation (Crowley and 

Hawhee 167). If the meaning of a text lies with the reader then a rhetor's 
' 

ethos is never invented by him/her, it is invented by the audience. This 

means that invented ethos coming from the rhetor is nothing more than 

the cultural perception that individuals have the agency to create ethos. 

By accounting for this fact, a rhetorician could analyze the ethos of a text 

in terms of how the audience constructs ethos for the rhetor as opposed 

to the rhetor constructing ethos for the audience. 

Essenti.ally, it is conceding that agency and the control over a rhe

torical situation are dictated by the ideologies of the audience, and the 

effectiveness of an ethos lies in the rhetor's ability to conform to these 

ideologies. This directly conflicts with modernist individualism, which 

sees the individual as inherently superior to, more powerful than, and 

more important than the groups she comes from. Every failure or success 

that an individual has is attributed to the individual, and this perspec

tive holds for rhetoric as well. It is this model of blameworthy agency 

that would perceive a failure of a rhetor's ethos to persuade as solely a 

shm:t-coming on the part of.the individual. Consider the ethos that an 

Mrican-American woman such as Condoleeza Rice has with an audience 

that is comprised of members from the Ku Klux Klan. Is her problem of 

ethical appeal solely or even primarily Ms. Rice's fault? Modernity would 

argue as such. Yet in reality it may be the case that an audience simply 

refuses to concede a rhetor ethos because of the audience's ideology. 

Consequently, to conceive of authorial intention as the only meaning 

.of the text is nonsense. In addition, if it is nonsense to derive The One 

True Meaning of a text from the writer then it is also nonsense to derive 

the ethos of the text only from the writer. For there is no person that 

invests meaning in the text which is then transmitted to the reader, instead: 

meaning is created by the act of reading the text. And if you remove 

the Author as the source of all meaning you by definition " ... utterly 

transform the modern text" (Barthes). When the Author was the source 

of meaning, she was thought of as the past of her own text, in " ... the 

same relation of antecedence" as a mother is to her child (Barthes). In 

contrast, the author becomes what Barthes calls the "modern scriptor" 

whose identity is created simultaneously with the meaning since the 

scriptor " ... is not the subject with the book as predicate" but instead the 
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meaning that the reader invests in the language. 

Yet while the scriptor may no longer·be all powerful, he certainly 

has some power. It lies in understanding that writing is a performance 

of language, a performance that can only take place at and be animated 

by the read~r. It is a" ... multidimensional space in which a variety of 

writings, none of theiJ:l original, blend and clash" (Barthes). The power a 

writer has then is to "mix writings, to counter ones with others" and that 

whatever meaning·the writer thinks he is communicating is " ... a ready 

formed dictionary ... " (Barthes)·. And this dictionary is only explainable 

through other words, which is to say language performs and acts not the 

writer. Once the Author is removed as "the ultimate meaning," it becomes 

an amorphous structure that can only exist in the mom~nt in which a 

text is read. And since ethos arises from textual meaning it mimics the 

fluidity of meaning. 

As a result, since a text cannot be deciphered and neither can ethos, 

there is no· code to break that will allow access to a single core of meaning 

or ethos. Writing becomes a multiplicity of different threads which can be 

disentangled, " ... a structure that can be followed, 'run' (like the thread 

of a stocking) at every point and at every level" but which will never lead 

to a core of meaning since there is nothing to be led' too. This leads a 

rhetorician to ask: How many different ethoses are there? How does the, 

audience's ideology construct ethos for the text? How do these ethoses 

interact with one another? Do they contradict or reinforce one another 

or both? How do these multiplicities of different ethoses affect the overall 

rhetoric of the text? 

With that said Barthes's murder of authorial meaning obscures an 

important point in that the author still serves a crucial function in our 

discourse and by extension in ethos as well. Michel Foucault problema

tizes the idea that the death of the author means the end to the author's 

existence within discourse in his essay "Who Is The Author?" He uproots 

the idea of authorial death by asserting that it is nothing but empty 

slogans to say "the author has disa.ppeared," when in the space in which 

the author once resided still affects discourse. In order to move ·beyond 

empty slogans we must" ... reexamine the empty spaceleft by the author's 

disappearance" (121). From this study we can learn not what an author 

intended but the function of an author's name, for the question of who 

the author is rests not in God-like theological meaning as Roland Barthes 

describes it, but as a discursive function in our culture (Foucault 121). 

The author function " ... serves as a means of classification" in which 

an author's .. name " ... characterizes a particular manner of existence of 

discourse" which is regulated by our culture through the status and recep

tion· that we give the author's name (Foucault 123). Foucault isolated 

three discursive norms that authored texts have, which are relevant to the 

construction of ethos. First, there is the commodification of authored 

texts, in which the text is owned and regulated by legal code. By the text 

becoming " ... a possession caught in a circuit of property values ... " it 

gained " ... the forceful imperative of literature" (Foucault 125). In this 

way; society regulates this authorial discourse by dictating the natufe and 

value of a text through law. 

And if law .in part dictates the value of a text it by definition must in 

part valorize ethos. Consider that a text which is authored by someone 

who is a perceived authority wilLbe taken more seriously than someone 

who is not regardless of the arguments made. For example, a published 

academic will have far greater ethos in academia and the general public 

than I would. And this renown is established by published works, which 

is determ}fled and regulated by law, which creates authority for the rhetor 

ifi discourse. An academic no matter how good his arguments will not be 

an authority unless he is published; This in essence embodies the adage 

publish or perish. With this frap1eworkin mind, a rhetorical analysis could 

ask such questions as: What are the conditions necessary for publication? 
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How many and what kind of publications do you need to be considered 

an authority? Who determines what·should and should not be published 

and how does the law impact those decisions? And considering the fact 

that we live in a culture of modernity, how do these norms of publication 

create access to certain ideas, ways ofknowing and discourses while hiding 

or silencing others which may contradict accepted norms? 

Once the name of an author gains authority in academia it becomes 

what Foucault calls the author function, which transforms the ethos of 

such texts into the norms which shape discourse. However, that does not 

mean that any text that has an author is by definition considered credible. 

As .the law regulates the creation and maintenance of authority through 

publication, discursive operations exist to determine what works should 

belong to the particular authority's ,name. The discursive operations do 

this by analyzing a list of works attributed to a single author and then 

eliminates works from that list which do not fit the criteria it sets. 

To begin with, the name of the autl].or is used to define a" ... standard 

level of quality ... " for texts by eliminating works attributed to the author 

-that are inferior to the rest of what the author has created (Foucault 128). 

In addition, the author is defined " ... as a certain field of conceptual 

or theoretical coherence" by eliminating works with the author's name 

that conflict " ... with doctrine expressed in the other works" with ·the~ 

same name (Foucault 128). Furthermore, the author's name· is used 

to eliminate works that have its name but stylistically deviate from a 

perceived uniformity in the author's overall lexicon and style. This leads 

to rhetoricai analysis of academic ethos such as: How does the author 

function establish its.standard1level of quality, coherence and style? Why 

is there a standard for these? What agents have a ·vested interest in these 

standards and how does that exclusivity shape the discourse upon which 

the text arises from? And of course to what extent are agents dictating 

these standards as opposed to the discourse itself? 

Considering everything I have just written, does my theorizing on 

ethos actually work in practice? Inasmuch as my ideas couldrbe accepted 

by the general public they would first have to be considered worthy in an 

academic setting. And based upon a discussion with Dr. Amy Robillard, 

a professor of rhetoric and composition, the answer would seem to be 

no. She explained that she's been trained to see ethos as the academy sees 

it, and .that this ethos arises from an ideology of individualism and the 

idea of the unified person. Furthermore, I asked whether postmodern 

theory conceives of and uses ethos differently in academic discourse. Dr. 

Robillard's response was, "My initial response is no. It's established in 

many of the same ways." This is in essence a traditional concept of ethos, 

one which exists even in a heavily postmodern English Studies depart

ment. Ethos, as Dr. Robillard and the present day academy conceive of 

it, is the credibility of the author through reputation. It's connected to 

one's i'dentity and success as an academic. The author then is a unified 

person, a· causal agent with free will, which through specific discursive 

moves can establish or destroy their ethos. In the academy, the author 

is an Author. She or he establishes their ethos by, in Dr. Robillard's 
' 

words, "Knowing the other work in the field ... and doing something 

differently with it." 

Yet nothing contradicts my thesis more so then the registers of the 

very articles I analyzed. Aside from Foucault's essay in which he refers 

to his work or addresses the audience in making a point, there is no 

prominent use of first and:second person pronouns or in fact any instance 

of them at all. All three essays are chocked full of prepositions, high 

frequency of nouns, longer words, lexical variety, attributive adjectives 

and present tense verbs. Consider such examples from Barthes as anti'

phrastical, capitalistic, epitome, positivism, culmination, intransitively, 

performative, and unilaterally, or Foucault when he used words such 

as discursive, theoretical, interiority, deployment, conception, efface-
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ment, quibbling, confrontations, obliteration, ecriture, transcendental, 

reapportionment, authentification, or J?auman when he uses words 

such as contingency, locality, universality, mentality, extraterritorial, 

extratemporal, emancipation, autonomously, ;,~,pqdictic, obligatory, dif

ferentiation, universalization, Pyrrhonic, solidarity. The non-narrative, 

information features of these essays are by far the most prominent and 

hence most relevant to the rhetorical appeal of its language. Regardless of 

the content of these essays all three authors talk like Authors, which is to 

say they talk as if they are modernists. To what extent this was inescapable 

living in a culture of modernism which shapes the language is unclear. 

Cer_tainly one must write to a certain extent like a modernist to even be 

unqerstood. However, what would writing like a postmodernist sound 

like? What n;gisters would they have and how would the language reflect 

that concept of ethos in their rhetoric? 

Foucualt' s point a]:JOut the discursive function of the author's name 

may serve to solve this enigma. In part, the author's name serves its 

discursive function by its appearance as something which it is not, an 

Author who is a unified individual and progenitor of the text. In the same 

way, the discursive function of ethos works by appearing to conform to 

our ideas of the ideology of individualism. And inasmuch as you hold 

to modernity that is all that you will" see ethos as. It is only when you 

embrace Bauman's concept of contingency as destiny that ethos becomes 

both more and less than what it was. lt is the realization that in fact ethos 

has a contradictory nature, fragmented by a culture that is conflicted by 

certainty and doubt concerning ways of knowing and seeing. Truth is 

truth; it is contingent as is meaning as is ethos. Ethos is both modern and 

post-modern. The difference between the former concept and thdatter 

is the realization that ethos is not universal but simply a different ways of 

arguing. Practically then this brings us to the following rhetorical analysir 

What meaning does the audience invest in ethos? What components of 

modernism and post-modernism lie in the audience's ideology? And what 

type of ethos is most effective to them? 
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Convergences, Divergences, and Occurrences 

by Jeff Miner 

W
ile reading Behind the Lines by Andrew Carroll, a 

mgle statement is observed that seems to encompass 

most, if not all, of the letters within the chapter entitled 

"Forever Yours." As written by Harry Kipp to his future fiancee, this 

statement reads: "Now I do want to be two persons" (Carroll 49). 

In examining this statement, a concept of a duality, or two selves, is 

identified as a desire among troops in periods of war. Yet, one can 

not help but wonder for what reasons one would wish to become two 

persons or how this feat is accomplished and, furthermore, whether 

or not the device, of merging of two persons into one person, is 

able to occur and in what context. Through analyzing the letters 

contained within "Forever Yours," the best explanation is that desire 

to ·be two persons arises in various forms and as a result of reasons 

respective to each collective individual, as they would symbolically 

be two persons in one collective whole. 

Naturally, the first writings to be examined-will be Harry Kipp's, for 
~ 

his statement is the basis for analyzing others' letters. The aforementioned 

statement by Kipp is continued in his writing: "[n]ot so I could love you 

[Norma] and someone else too, but so that both of me could love you" 

(49). AI; this statement brings fonh, one possible reason for his desire to 

be two persons lies within his desire to love Norma more than he could 

as one person. In other words, his inability to fulfill his desires as a single 

person has caused him to desire becoming two persons. 

However, the reason Kipp desires to love Norma more and, thus, 

become two persons is obscured. This obscuration is seen when he 
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interprets Norma's statement of, "if you answer this letter I will send 

you another." Here it appears as though he uses both persons in his 

reasoning: "did you mean another picture or another letter? I hope you 

meant both for I would enjoy looking at my pin-up girl in two different 

moods" (48). In Kipp's reasoning, these two different moods with which 

he would view Norma's picture are implied to be an arguably, pure love, 

or admirable love, and one of a sexual nature. In this regard, one could 

then look at his unification of these moods into "I [him]" and the two 

persons he is to become would be the severance of these moods upon 

two entities: one concerned with love, the other with sex. Unfortunately, 

this severan.ce remains ambiguous and his true reasoning for becoming 

two person~ is 4nclear, as seen in the final line of his last letter which 

reads: "I am going to give you the greatest, biggest hug you have ever 

heard about 'cause I love you, I love you, Norma" (54). Indeed, this is 

an ambiguous statement in relation to th~ previously mentioned possible 

reasons for his becoming,two,persons, but does serve to further attribute 

these reasons, ultimately, to love and the tremendous size he claims the 

hug will be reinforces his becoming two persons, as the hug may then 

be two arm-spans long. 

This yearning for an ability to become two persons in order to love 

someone more is present within another letter, but, therein, this love 

is displaced within a shroud of hate. AI; Mary Ellen writes to her sister, 

she states "I don't want to hate Brad, I want to love him" (61). Within 

this statement, the duality of two alternate personas, one of which is an 

occurrence and" the other being a desire, can be identified: one who hates 

Brad, whilst the other iloves Brad. In order for the latter to be present, the 

former must already be true and this is clarified when she says "1 am very 

hurt and disappointed Brad has not written ... I am so hurt that if we were 

not married, he'd be history even though I Love him very much" ( 61). By 

looking at these lines, it can be seen that the reason for her hate of Brad is 

-----------~------,·' 

that he has not expressed concern for her, but these lines also bring forth 

that there is a reminiscence oflove present; it is merely a reminiscence of 

love because her current state is to hold a hate for Brad and the fact that 

all of the dispositions leading to her hate are in the present. In examining 

this reminiscence with regard to the aforementioned lines, it is apparent 

that her love for Brad stems from the obligation of marriage, whereas the 

hate resides solely outside this derived obligation. 

Within Mary Ellen's letter to her sister there is a possible explanation 

for her desire to be two persons protruding from her lines: the shrouding 

of emotion. This emotional shroud enveloping her is first seen when she 

says "over here I am called CPT Frosty because I hide what ever emotion 

I am feeling" (61). So, as she resides in a land of war, wherein emotion 

is not necessarily a positive attribute, she is unable to convey her feelings 

in the moment. AI; she further states, though, "the only connection any 

of us [soldiers in war] have with our personal selves is provided through 

mail" (61). This statement identifies that her true self, rather selves, is 

shown within her letter, for her emotion is only conveyable through a 

written medium to her origins. Thus it is reinforced that she truly hates 

Brad, but her emotional desire, in the form of a second self, is to love 

·him and, furthermore, her true self is triumphant, eventually, as she does 

divorce Brad when she returns to her origins (62). 

U nforrunately, hate is not the darkest of emotions within the becom

ing of two persons; in observing the letter of Katherine to her potentially 

deceased husband, Conrad, death is responsible for her despair causing 

her to merge both her life and Conrad's life together. This is seen in her 

statement "now I feel sad-'-empty-immeasurably lonely-and sick at 

the waste of so marvelous a life, the waste ofboth our lives together" (71). 

When looking at this statement, it appears as though she has identified 

the existence of their "lives" as being a singular aspect, or" a life." In doing 

so, it is implied that they are, in a sense, two separate entities living as 
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one. Yet, as she is writing under the pretext of believing her husband to 

be dea<;l, she further states "I am making,plans for my life-our lives [her 

and her children's] without you." The significance of this statementlies in 

the separation from her husband and ·her merged life by now identifying 

the life as "my" (71). Though this alteration from one merged life to 

her separate life stems from the supposed, and correctly so, death of her 

husband, the former statement claims "both our lives" in which one can 

see that her separate life existed in conjunction with their merged life. 

Similarly, Katherine acknowledges Conrad's existence as a separate 

,person prior to his death. As stated by Katherine, "the love you [Conrad] 

gave me, the happiness, the joy, the magnificent son---'could be copied 

in no one in a full lifetime" (73). Through this statement, the qualities 

he brought to her life, their now collective life, are not able to be fulfilled 

by any separate ·person other than him. If these qualities are unfilled 

by anyone else, then the initial pe,rson who fulfills them is, therefore, a 

unique, separate person. 

Oddly, though, through the separation of her life and Conrad's 

life one can see that she and Conrad were, indeed, a combined entity at 

some point prior to his death, out perhaps that his death has caused her 

to see them as two persons conjoined only after his death. This notion 

·is identified by her claim that "I [Katherine] want a normal life, with a 

husband who knows my life was you" (72). Thus, the combination of her 

life with Conrad's is identified as a thing of the past, prior to his death, 

despite the. aforementioned signification of their lives beirig joined only 

after death. However, the indicative nature of her statement is wrought 

with her search for "a normal life," wherein lies the true reason for her 

identifYing their combined composition:, which is clarified when she 

says, "you may be dead to others, but you will live forever in my heart" 

(73). If Conrad lives in her heart, rather than in her self, then she has 

congregated their conjoined life after his death. Unfortunately, there 

. . d 'thin her letters to support the possibility that this post-death IS ht e WI 

· is a result of the admonishment of their joined selves, but congregauon 

she does, nevertheless, hint at the possibility of this. 

Another letter may be looked at to assert the plausibility ofKatherine 

and Conrad's two separate selves joined prior to his death: the letter from 

Jim to his fiancee, Mary. Within this-letter, Jim writes: 

And if I am able to bring you the peace and happiness that I want 

you to have, then I, too, will be happy, for we will no longer be just 

Mary Parkman and Jim Colman-two separate people. For you will 

be me, and I will be you, and there will be only one where two existed 

before. (75) 

From this statement, it is identified that the two separate people he speaks 

of are he and Mary prior to their marriage; after they are married, he 

claims that they will be merged into one person from two .. Beyond this, 

he states that: 

Perhaps you may see somewhere the life together tliat wilr he yours 

and mine and our children's. Life that will be filled with tenderness 

and understanding and lo~e, and that particular bit of happiness that 

we both have fought for so long to possess. (75) 

The beginning segment of this quotation is seen as an expansion upon 

his previous statement, in that their separate selves will join to form 

one self, and the second segment allows for his reasons for making this 

presupposition that their separate bodies will become joined in marriage. 

In addition to his reasons, he states they have wanted to "possess" them 

~nd, hence, will accomplish this through possessing each others' lives in 

an intertwined relativity; the continuity of marriage allows the presup

position of their joining to take place within separate, simultaneous acts 

driven by things of love. This aspect is dually important in relation to 

~ ,' 
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Katherine's and Conrad~ s life, as well, for they were married prior to his 

death and would have accomplished an identical, or, at least, similar 

position. 

Another aspect of "importance within Jim's letter to Mary is the 

possibility of children being within the conjoined person after marriage. 

& indicated by Jim in the latter passage, "our children's [lives]" are 

merged within his and' Ma:r' s "life together" (75). Yet, one could wonder 

how children are to be part of a person, who originates from two separate 

persons, prior to their birth. Jim's claim can be held in comparison to a 

statement made by Katherine to Conrad that regarding their s~n, which 

reads "his [Katherine and Conrad's son] nose is an exact duplicate of the 

one you arrived with according to your baby pictures" (69). If the nose of 

their child is a duplicate ofConrad's, then it, therefore, is unable to be a 

duplicate of-Katherine's and, thus, the child is, in a sense, only Conrad; 

it is .ttot a part of the merged persons of Katherine and Conrad for it 

exhibits only Conrad, In addition to her identification of their son as 

being a sole representation of Conrad, Katherine notes "he is the.spitting 

image of you" (71). Again, as their child is the spitting image of Conrad, 

it is unable to be the spitting image ofKatherine and is, therefore, separate 

from their combined selves. 

Within Katherine's claims arises the possibility of the child being, 

in a sense, a separate person combining only with Conrad' to form a 

singular entity from the natural occurrence of birth. When looking at 

this notion with the firmly noted possibility that Katherine and Conrad 

were a single person only after his death, the possibility that the child 

would be a part only of Conrad remains, as the child's person would 1be 
·I 

severed from Conrad's person at Conrad's death, or the death of their 

convergence, and Conrad's person, solely, is merged with Katherine's. 

However, in regard to the lesser-evident possibility that Katherine and 

Conrad were two combined persons prior to Conrad's death, one can see 

their child as being a person ·combined with Conrad's person into one 

single person while Conrad is separately a single person combined with 

Katherine; the "two merged persons composed partly of Conrad would 

be isolated, distinct of each other. Unfortunately, resolve is not found 

to be prominent within either possible occurrence, but the latter is more 

resolute than the former. 

Further expansion of the convergence of two persons into one person 

when a child is created can be seen within Zbigniew Janicki's letter to his 

parents. Within Janicki's letter, he confesses to his parents that "Violet 

... embodied everything I dreamed about in a woman ... in the end I 

couldn't resist having somebody to fill the emptiness of separation from 

family and home, and having someone intimately close to my heart and 

body" (42). By his own admission, Janicki was unable-to resist Violet's 

self becoming one with his own, for the emptiness he speaks oflies within 

his person and her fulfillment of it constitutes her existence within his 

person. Since, Janicki and Violet are now established as a single person, 

his words when speaking of his son can be examined and observed as 

"I Uanicki] am the father of a healthy son ... bless him, and watch him 

become a brave and honest man, as I do from the bottom of my heart" 

( 43). Since Janicki is describing, and requesting, to his parents the desires 

he feels for his son as they st2m from his, and also Violet's, heart, the ., 
heart can therefore not belong to his son. Hence, his son is a separate 

self from his self, currently merged with Violet. This example brought 

on by Janicki seems to not only separate a child from being a collective 

self with its father in life, but altogether separate in all aspects. 

Regardless of the three examined and conflicting possibilities of 

whether or not children are construed within the collective individual, 

it has been established that there are, overall, multiple reasons for either 

the convergence of two persons into one person or divergence of one 

person into two persons observed within the "Forever Yours" chapter 

. I 
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of Behind the Lines. At an initial glance, ,these series of divergences and 

convergences may be dismissed simply as a balance of the selves created 

in order to complete the respective convergence or divergence through, 

to name only those examined, love, hate, despair, or natural occurrence. 

Yet, these persons stemming from one, or one from two, are not found 

to be a dichotomy, for there is no balancing of the selves, rather they are 

components of one collective self, either composed in one or more than 

one persons, which are diverted from the one, or converging from two, 

in order to create a path that fully encompasses one or more aspects of 

the collective individual in whole to fulfill some varying thing, either 

emotional or natural. Both of me concur with this conclusion." 
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The Futile Search for a New Language 

by J ordap. Ready 

T
he use oflanguage throughout our world is most ~fte~ taken 

for· granted. We go about our lives never constdenng the 

. implications of what we say. In Don DeLillo's Great Jones 

Street the overworked rock star Bucky Wunderlick is all too aware 

of the power of language. He understands that we are identified by 

language and tries to create a new way of communicating. Bucky's 

unconventional music and 'lyrics appeal to his fans but eventually 

even his crazy words become commonplace, which is exactly what 

he was trying to avoid. Throughout his escapades in New York City, 

Bucky comes to realize that unless.he abandons language altogether, 

it will always define him. And although he believes his music to be 

his own, notl;ting he creates is original; it is simply rearranging words 

and ideas that have already existed .. In Great Jones Street Bucky 

Wunderlick shows the reader that although our identity is created 

by language, we cannot create our own meaning and the position of 

the author-God, the person who traditionally gave a work meaning, 

no longer exists. 

The framework for my argument is supported by the essay "The 

Death of the Author" by Roland Barthes. In his essay, Barthes discusses 

the ways in which the author is insignificant or even absent from any 

given work. He explains that the author is just a vessel that contains and 

rearranges language: 

His only power is to mix writings, to counter the ones with the others, 

in such a way as never to rest on any one of them. Did he wish to express 

himself, he ought at least to know that the inner "thing" he thinks 

75 

i j 

II' 
I 



76 

to "translate" is itself only a ready-formed dictionary, its words only 

expla,inable through other words and so on indefinitely. (223) 

In this passage Barthes develops the idea that the author simply functions 

as a type of filter for words that have already been used an indefinite 

number of times before. The author expresses himself by arranging 

words in specific ways. Barthes states, "We know now that a text is not 

a line of words releasing a single 'theological' meaning (the 'message' of 

the Author-God) but a multi-dimensional space in which a variety of 

writings, none of them original, blend and clash" (223). The idea that 

the author creates meaning and is the authority of a work is no longer 

accepted: "Language knows a 'subject,' not a 'person,' and this subject, 

empty outside of the very enunciation which defines it, suffices to make 

language 'hold together,' suffices, that is to say, to exhaust it" (222). So, 

in a way, the author simply glues words together in a way that he feels 

is appropriate. 

In many cases, literature has been used to identifY the author. We 

come to associate a certain personality or identity of a writer with their 

work. According to Barthes, "Life never does more than imitate the 

book, and the book itself is only a tissue of signs, an imitation that is lost, 

infinitely deferred" (223). What he's saying is that the book is simply 

a collection of words and signs and they, on their own, do not contain 

meaning. It's up to the reader to assign meaning to what they read. This 

supports the claim that the author does not create meaning, since the 

item 'he produces contains no meaning in itself alone. 

In Great ]ones Street Bucky' s primary goal seems to be to define 

himself without a dependence on language. During a tour with his ,ultra 

popular rock band, Bucky unexpectedly disappears without a trace. 

Although his fans were disappointed by his absence, Bucky believed 

they understood his motivations for doing so: 

• 
1he public would come closer to understanding my disappearance than 

anyone else ... for my closest followers, all it foreshadowed was a period 

of waiting. Either I'd return with a new language for them to speak or 

they'd seek a divine silence attendant to my own. (DeLillo 3) 

Bucky knows that unless he keeps reinventing language, eventually it 

will be in control of his identity. While he continues to create new and 

interesting lyrics, Buckyfunctions as the traditional "Author-God" which 

is the creator of the language and the meaning. However, if his lyrics 

continue to become mainstream and commonplace, he will become 

obsolete, like the author in Barthes's essay. Unless he keeps finding new 

ways to express himself, Bucky will surrender his identity to language. 

The people surrounding Bucky, especially Globke, don't understand 

the general goal Bucky is trying to achieve. Once his manager, Globke, 

finds him holed up in New York, he tries to convince him to return to 

the tour and behave in the same way he used to when the band was just 

starting out. He tells Bucky, "I wish you'd go back to writing lyrics, real 

lyrics the way you used to write them and sing them. That would amaze 

the whole world: Bucky. A surprise return to your old self' (1 0). What 

Globke doesn't unde;stand is that ifBucky returns to his old self, the one 

that wrote intelligible 'lyrics consisting oftraditionallanguage, Bucky will 

have to surrender his identity to that language. And even if those lyrics 

were original when he created ~hem, now they have become part of the 

language and are no longer his own. 

Although Bucky feels that his cfeations are his own, others cling to 

his lyrics, and in doing so, strip them of their ability to be considered 

original~ They try to emulate him in the same way many fans try to be 

like their idols. When Bucky is talking to Skippy from the Happy Valley 

Farm Commune, Skippy tries to find common ground with Bucky by 

saying, ''I'm nonverbal just like you" (17). By trying to identifY with 
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Bucky, Skippy is stripping him of his originality. Bucky becomes just 

another person who attempts to create meaning through a language that 

everyone else knows and uses. In that way he is similar to the author we 

have discussed that does not create a work or even meaning; he simply 

rearranges information that has already existed and been used time and 

time again. 

When Azarian, one of Bucky's band members, comes to visit, he 

describes one of Bucky's performances as unreal. Bucky was, "sweating 

and babbling and making incredible faces .. .laughing and babbling and 

down on your knees ... nobody knew how to react. It was too unreal" 
' 

(35). Although this_may seem bad, ifs exactly what Bucky strives for. By 

babbling and being incoherent, he is avoiding the use of language and 

is creating something of his own. The fact that no one can understand 

it is a sigq that he is succeeding at defining himself by means other than 

language that has been used before and creating his own meaning. 

Bucky's feud with language goes beyond the .lyrics he writes and 

performs. In the apartment, he looks for some sign of a coffee can, "But 

what sign? Either the coffee can would be there or it wouldn't. There 

was no sign involved" (40). Bucky is struggling to come to terms with 

the idea that language is made up of words which simply point to some 

thing or idea; they are signs for real concepts. He laments, "Signs that 

serve no purpose are logically meaningless, according to something I'd 

read once and tried to remember" (40). This is Bucky's main argument 

against language. He feels it's unnecessary to have this web of signs trying 

to point to so many different things. He resists the norm that we use 

language to point to other aspects of life so he tries to create a language 
I 

that doesn't point to anything. 

One of Bucky's songs seems to personil}r the type of language he 

wants to create. It's called "Pee-Pee-Maw-Maw" and part of it reads: 

Blank Mumble blat 

Babble song babble song 

Foaming at the mouth 

Won ton soupie 

Spit Garge retch 

Easter bunny juke puke 

Family zoo me and you 

Moo moo moo 

The beast is loose 

Least is best 

Pee-pee-maw-maw (DeLillo 118) 

The interesting part about the lyrics is that although many of the words 

are English and very familiar to us, the meaning of them is completely 

lost. By using language that everyone knows to signifY nothing, Bucky 

is taking away the power of language and at the same time creating 

something that is his own. However, this is also a fac;:ade because, even 

though he thinks he is creating something original, he is still using words 

that have been used an infinite number of times before. By taking away 

meaning he is not only removing himself as the author figure, since 

there is no meaning that he has created, he is also simply rearranging 

the words in a new pattern in the way Barthes described the author. By 

trying_ to recreate language and himself, he is once again lapsing into a 

state of ambiguity. ._ 

When all ofBucky' s attempts to recreate language had seemed to fail, 

he finally encountered what seemed to be the absolute denial oflanguage: 

silence. However, Bucky found that a life without signifierswasn't exactly 

all he had hoped it would be: "Having no words for the things around me 
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affected even my movements around the room. I walked more slowly, as 

though in fear of objects, all things with names unknown to me" (264). 

And although he believed that having no words would be a beneficial 

situation, instead of forgetting a system of language, he simply replaced 

the one he had lost, "I looked out the window and moaned (quietly) at the 

lumbering trucks below and at the painters and sculptors now occupying 

windows across the way, placid faces suspended over Great Jones Street" 

(264). He even stood in the mirror giving his body parts new names. 

And although it may seem like he is creating something original, silence 

itself has been around since the beginning of time and it's the reader, or, 

in this case, listener, that determines the meaning of that silence. When 

Bucky finally regains his ability to use language, even he is aware of his 

failure to create a new system of communication: 

This was double defeat, first a chance not taken to reappear in the 

midst of people and forces made to my design and then a second 

enterprise denied, alternate to the first, permanent withdrawal to that 

unimprinted level where all sound is silken and nothing erodes in the 

mad weather oflanguage. (265) 

Not only did Bucky fail to introduce his followers to his epiphany ofloss 

of language, he realizes that there is no way to escape a language which 

has been shared innumerable times before. The only way he can express 

and identifY himself is with the same means as everyone else. 

Bucky Wunderlick's journey through experiments with language 

teaches him that not only is he obsolete in the rearranging of language; 

he doesn't have the ability to create meaning in the language he uses. 

Even his crazy lyrics bbcome commonplace and fail to become the new 

method of communication he is looking for. Because of his inability to 

create original work with his own meaning, he takes on the persona of 

the dead author Roland Barthes discussed. And even when Bucky resorts 

lete silence he fails to create something entirely original. 
to comp ' 
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The Controversial Passive Voice: A Closer 
Exploration of Why It Is Necessary to Teach; 

Practice, and Use 

by Kim Wolf 

T
he passive voice has been an extremely controversial concept 

among grammarians for centuries. Many student writers 

do not even realize that they are using the passive voice 

because it often feels natural to use. Despite its negative perceptions, 

I will argue why the passive needs to be taught in English classes. 

I will discuss what the passive is, when and why it is used, what 

grammarians have to say about it, and its importance in writing 

using my research. Then, i will describe an approach to teaching 

the passive voice in a classroom, and I will explain my objectives, 

materials, and the activities that I would u~e. 
To begin, it is crucial to examine the concept of the active voice 

versus the passive voice on a basic level. According to Paul J. Hopper, 

the passive voice involves a change in the order of words in a sentence 

and by the auxiliary verb "to be" followed by a lexical verb in the past 

participle ("en") form. In a passive sentence, the subject is the receiver of 

the action. In contrast, Hopper defines the active voice as a sentence in 

which the subject undertakes the action of the verb (186). For example, 

the following is an active sentence: Billy put out the fire. This same 

sentence in the passive form reads: The fire was put out by Billy. The direct 

object in the active form of the sentence, "the fire," becomes the subject 

in the passive form. In the passive sentence, the fire receives the action of 

Billy; whereas in the active form, Billy takes action on the fire. 

Hopper also states that an active sentence can easily be transformed 

into the passive by following these steps: (1) The object of the verb " II 
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becomes the subject, (2) The auxiliary "be"+ "en" is added immediately 

before the verb in the verb phrase, (3) The subject is placed in the predicate 

phrase as the complement of a prepositional phrase whose head is the 

preposition "by" (186). To explain, the sentence "The boy walked the 

dog" can be made into the passive usin~ this formula. (1) "The dog" 

becomes the subject of the sentence. (2) The past tense of the auxiliary 

"be" + the past participle of the verb "walk" becomes the verb phrase. 

(3) "The boy" becomes the object of the preposition "by." When each 

step is combined, this f~rmula creates the passive sentence: "The dog was 

walked by the boy." 

Despite this very basic understanding of the passive voice in the 

English lan9uage, a large amount of disagreement still remains on 

what constitutes the passive. Engljsh teachers today generally teach the 

most common and simplistic view of the passive (as described above); 

however, the passive becomes much more complex when closely studied. 

Grammarian Anna Siewierska claims that passive constructions can be 

classified along three parameters. These classifications, which will be 

explained in detail, are the personal versus the impersonal passives, the 

periphrastic passive, and the reflexive passive (1). 

When we think of the passive, it is generally what is known as the per

sonal passive. In her book The Passive: A Comparative Linguistic Analysis, 

Siewierska states that a sentence is considered to be the personal passive 

if it has an obvious subject with semantic content, a corresponding active 

construction, and the subject in the passive corresponds to the direct 

object in the active sentence (28). Personal passives also typically lack an 

obvious agent and are rorphologically and/or syntacti~ally marked (30). 

Hopper calls this type of passive voice the" agentless passive" (190). On the 

other hand, the impersonal passives are less common in English writing. 

The majority of grammarians describe the impersonal passive as lacking 

a specified subject (93). "They say it will rain today" is an example of 

the impersonal passive, because the subject "they" is a general, unspecific 

term (meaning "they" could refer to several different things). 

1he passive voice in English grammar is also classified into the 

periphrastic passive, meaning it is constructed using other word forms, 

rather than one. More specifically, the periphrastic passive is constructed 

by adding the form of the verb "to be" to the predicate phrase (126). 

Finally, the passive voice can be categorized as the reflexive passive, but 

this category is not as applicable to the English language (162). 

When attempting to define the passive voice, it is often paired with 

theconceptoftransitivity.ltis nearly impossible to talkaboutonewithout 

mentioning the other. The most widely accepted definition of a transi

tive verb is any verb that takes a direct object. In the English language, 

transitive verbs typically take non-prepositional objects (9). For example 

in the sentence, "The girl Hew a kite," the verb "Hew" is considered a 

transitive.verb in this sentence because it takes the direct object "a kite." 

The transitive and the passive are interrelated, because many grammarians 

claim that a transitive clause can always be transformed into the passive 

voice. Linguists Hopper and Thompson claim that transitivity is merely 

a matter of transfer and that a transfer can only occur if two or more 

participants are involved and only if the verb expresses action (15). AB 

one can see, these described components complicate one set definition 

of the passive voice. Thus, what constitutes the passive voice continues 

to remain a controversy in English grammar. 

After exploring the basic structures of the passive voice, it is necessary 

to evaluate when .and why English writers use the passive. [lopper states 

that there are four main reasons for using the passive voice, along with 

the idea that it is natural to use. He claims one should use the passive 

in order to maintain the theme of a passage, to balance the sentence, to 

avoid mentioning the agent, and if the agent is unknown (Hopper 193). 

The tension now lies between using the passive voice in writing or simply 
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avoidi11g it all together. From my studies, I found that approximately half 

of the grammarians that I researched argued to avoid the passive voice 

at all costs in writing. 

In his article "Don't Use Three Words When One Will Do: Polish 

Your Language Skills," Alan Rutkowski urges writers to reduce wordiness 

in their works. Using the active voice rather than the passive voice is one 

of the ways he advises to reduce wordiness. He states that the passive 

voice often goes hand-in~hand with nominalizations. Nominalization 

occurs when a verb is turned into a noun and uses another verb when the 

original verb will do. An example of a nominalization in the passive voice 

is "There was great damage done to the American psyche by the attacks of 

9/11." Rutkowski also suggests that this sentence sounds better because 
r 

it is less wordy and is more grammatically correct in the active voice as 

"The attacks of9111 greatly damaged the American psyche" (Rutkowski). 

While I agree that this sentence functions better in the active voice, this 

does not hold true for·all cases. 

Many technical writing handbooks today advise against using the 

passive voice, but research shows that it has many important rhetori

cal .functions. In the journal of Technical Writing and Communication, 

Captain Keith B. Riggle of the United States Air Force Academy 

Preparatory School provides a case study report on the passive voice. This 

study was based on 185 documents written by 28 civilian and military 

members of the United States Air Force (85). Captain Riggle analyzed the 

documents in order to identifY the functions of the passive to determine 

the frequency of passive and active verbs in "the writings. He discovered 

·that it was rather difficult tO' separate the passive sentences from the 

active ones. In part, diis is due to the controversy over what constitutes 

the passive voice. Grammarian]. Svartvik stated, "There is no agreement 

among grammarians as to what constitutes an English passive" (91). The 

results of this study showed that the ration of the passive voice to the 

active voice was 1:2 in the studied writings. The most common reasons 

the writers chose to use the passive voice were (1) voice of the verb, (2) 

organizational requirements, (3) audience awareness, (4) efficiency, (5) 

genre, (6) euphony, (7) personal preference, (8) agency, (9) emphasis, 

and' (10) topic-comment flow (85). Of these reasons, agency (whether 

or not the agent needed to be included in the sentence) was the larg

est determiner for using the passive voice (1 05). The case study results 

confirmed the notion that the passive voice can and should be used when 

the agent is not needed. This report also concluded that both the passive 

and active verbs should be taught in grammar books because the passive 

voice does regularly occur in on-the-job writing. 

It is also important to teach the passive voice in English grammar 

classes, because many students will seek careers which utilize writing 

skills, especially among the technical and legal fields. In his article "In 

Defense of the Passive Voice in Legal Writing," Brady Coleman states 

that the passive voice may be overuse<;! in legal writing, but in some 

cases it is more appropriate to use the passive over the active (191). He 

believes that some experts in technical writing find the passive voice to 

be a poor, style of writing and lazy editing. In the legal fields, the passive 

voice is looked down upon because the passive can hide the identity of 

a guilty person (193). However, Coleman argues that the passive voice 

is crucial in the legal field< for several reasons. The first reason for the use 

of the passive is the necessity to prevent ungrammatical, awkward, and 

confusing text. For example, the active sentence "Elizabeth's mother gave 

birth to her in Toledo" sounds very awkward because it is obvious that the 
' 

mother is the agent of giving birth. The same sentence functions best as a 

,passive sentence as "Elizabeth was born in Toledo" (194). Secondly, the 

passive is used in legal writing for stylistic effectiveness in order to make 

the text more coherent, economical, and purposeful (196). Finally, the 

passive voice is effective as a rhetorical strategy to comply with tactical, 
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sociopolitical, legitimate rhetorical goals. For instance, writers are encour

aged to avoid sexism in professional styles of writing. Thus, the passive 

voice helps to avoid gender stereotypes. The active sentence "When he 

rules on the motion, the judge will be finished" suggests that the judge is 

a male based on the pronoun "he." The passive version of this sentence, 

"When the motion is ruled on, the judge will be finished," eliminates the 

gender and presents the same information in a more ethical, professional 

manner (199). 

Similarly, the textbook, Technical Communication Today, by Richard 

Johnson-Sheehan, reconfirms the importance of th'e passive voice in 

the profession of technical writing. In the chapter on using plain and 

persuasive style, this textbook teaches the passive voice. It states upfront 

that the passive voice needs to be taught because i~, is very common in 

technical and scientific writing. The author focuses on audience analysis 

as the main determiner for usin"g the ,passive voice when writing. He 

advises to ask yourself these questions if you are not certain whether 

or not tb use the passive: Do your readers expect you to use the passive 

voice? Do they need to know who did something in a sentence? If you 

answered "yes" to these questions, then the author feels it is safe to use 

the passive voice (179). 

The passive voice in· student writing is often looked down upon by 

teachers. Tim Moore feels that the passive is not the problem in student 

writing but rather the students' choices in verbs. As stated previously, 

he also claims that nominalization is more of a problem than the pas

sive voice. Students should not necessarily avoid using the passive but 

rather simplifY their vt;rb choices and appropriately use verbs correctly in 

sentences. As a general cliought, Moore states in his article "Don't Try 

To Do Without Doing Words," that "The linguistic view on the matters 

is that the passive voice exists, as do all grammatical structures, for the 

simple reason that it is needed" (32). 

Another problem with the passive voice in writing among students 

today is Microsoft Word's spell and grammarcheckertool. MostAmerican 

schools teach their students how to write using the program, Microsoft 

Word. Teachers stress to their students the importance of revision and 

good spelling, punctuation, and grammar; therefore, students are told to 

use the spell and grammar checking tool in Microsoft Word. However, 

Word's spell and grammar checker often scolds users for using the passive 

voice (Read 1). Once the grammar checker points out the passive voice, 

many students automatically assume that the sentence is incorrect in 

the passive voice. Microsoft Word's spell and grammar checker detects 

any sentence in the passive voice; however, the sentence in the context 

of the writing could be perfectly acceptable. Also, the checker does not 

provide the student with corrections. The spell and grammar checker will 

point out that the sentence is passive and advises the writer to consider 

revisions. This further complicates the negative trademark of the passive 

voice in student writing. 

I argu,e that the passive voice should be used in writing, yet students 

should !].Ot overuse the passive by the same token. It is tricky to teach 

students how to balance the active and passive voices in their writing. 

English teacher, Tina Blue, recommends telling students to use what 

she calls the "95% rule" when using the passive voice. She makes an 

el{cellent comparison of English grammar to a toolbox. She states that a 

handyman has many tools and some are needed more than others. Just 

because certain tools are not us~d very often, does not mean that they 

should beerhrown a)Vay. Therefore, she tells her students to use the active 

' voice 95% of the time in their writing. This will help show students that 

the passive voice can be used where appropriate, but at the same time it 

should not be overused (Blue). 

Now, I will describe an approach to teaching the passive voice in a 

junior-high level classroom. I will explain my objectives, materials, and 
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the activities that I would use in my lesson plan. My objectives for this 

olesson ·plan are to explain what the passive voice is, how to 'identify it 

in writing, and why it is important in English grammar. Some of the 

following activities are adapted from lesson plans that I have researched 

online, while some are my original ideas. 

To begin, I would start my lesson with an activity that is based on 

one I researched online (Van Goor). The objectives of this activity are 

to introduce the students to the active and passive voices. The materials 

I would need include a book, a desk, a chalkboard, and chalk. I would 

capture-the students' attention by dropping a book onto a desk in front 

of the classroom. I would then ask the class to make a sentence describing 

what I did and to begin the sentence with my name. Most likely, the 

students would answer with a sentence such as, "Ms. Wolf~ropped the 

book onto the desk." I would write this sentence on the board and label 

it "active." Next, I would drop the book onto the desk again. This time, 

however, I would ask my students to create a sentence starting with "the 

book." The students would most likely respond with, "The book was 

dropped onto the desk by Ms. Wolf." I would write this second sentence 

on the board directly under the first and label it "passive." Then, I would 

engage the students back into the activity by asking them if they know 

what the difference is between the active voice and the passive voice. Based 

on their responses, I would either agree or correct them. No matter what 

they respond, I would fully elaborate both voices in the next portion of 

my lesson. 

The second part of my lesson would involve comparing the active 

voice to the passive voice and to making· sure my students fully understand 

the construction of the-passive voice. The materials I would need for this 

portion of the lesson include a chalkboard and different colored chalk. 

I would' begin by writing the same active voice sentence from the first 

activity on the board ("Ms. Wolf dropped the book onto the desk"). 

I would- then call on a student to come up to the board and circle the 

subject of that sentence with pink chalk. Most likely, the student would 

circle "Ms. Wolf," assuming that they have an understanding of basic 

sentence structures that I would have taught previously. I would call on 

another student and have him or her underline the verb in the sentence 

with blue chalk, and I would call on someone else to draw a box around 

the direct object of the sentence with yellow chalk. Next, I would write 

the passive version of that sentence ("The book was dropped onto the desk 

by Ms. Wolf') on the board. Again, I would have two different students 

circle the subject in pink chalk and underline the verb in blue chalk. I will 

then explain to my class how to convert an active sentence into a passive 

sentence using the "to be" verb + past participle form. I would explain 

how the direct object in the active sentence now becomes the subject in 

the passive sentence. Also, I would explain how passive sentences often 

contain a '~by" phrase, which is the subject of the sentence in the active 

voice, rather than a direct object. 

The third part of my junior-high lesson plan on the passive voice 

would involve a hands-on activity to assess my students' understanding 

of the passive. The materials I would need to have ready for this activity 

are about thirty strips of construction paper with sentences written on 

them. Beforehand, I would c;ut thirty pieces of construction paper into 

strips. On each strip, I would write a sentence in the active voice with 

a· black marker. I would write the same sentence on about five strips. 

Almost all· of the sentences could be changed into the passive voice; I 

would throw in a few tricky sentences to really challenge my students. 

Some examples of the sentences I would use include: "Lucy could not fall 

asleep," "The mo~_packedher son a lunch," "The dog ate my homework," 

and "W!J_en the class period ended, the teacher gave an assignment for 

homework." I would then divide my classroom up into about five teams 

of five students. For this assessment, I would need the sentence strips, a 
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chalkboard, and enough chalk for each team of students. I would pass 

out one strip of paper facedown to each team along with the chalk; each 

strip would contain the same sentence on it for each group. I would say, 

"Ready, set, go!" to cue the students to flip over the strip of paper and 

collaborate with their team to change the active sentence into the passive 

voice. Then, one team member would race to the chalkboard and write 

down the passive sentence. The team who correctly writes the passive 

sentence on the chalkboard first would receive one point. I would keep 

score on the chalkboard, and the game would continue in this fashion 

until ~1 of th~ strips are used. The team with the most number of points 

would win the game. 

Finally, I would end my lesson on the passive voice by assigning 

my students homework. Before assigning it, I would explain that rp.~ny 

grammarians discourage the passive voicdn writing, but I would explain 

how it is important to use the passive voice, when appropriate. I would 

assign my students to find a two page newspaper or magazine article and 

.rip it out;, '!hen I would ask them to underline all of the active sentences 

they could find in one color <\nd all of the passive sent<;nces in another 

color. When they are finished, they would add up the number of active 

sentences and the number of passive sentences in the writing. During 

the next class, we would share our findings to see how often the passive 

voice is used in professional writing today. 

In conclusion, the passive voice is an important part of English 

grammar today. I explained what the passive is, when and why it is used, 

what grammarians have to say about it, and its importance in writing. I 

also described my approach to teaching the passive voice in a junior-high 

classroom by explaining my objectives, materials, and the activities that 

I would use,. The passive voice is a part of the English language, so we 

might as well use it and teach it! 
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