200 PLL JuLie Carson

into the heart of things. To make this point Collins relies heavily
on religious language. He uses the word ‘heaven’ four tumes, employs
the words ‘Divinest,” ‘God-hke gift,’ ‘hallowed work,” ‘Truth,’
‘Love,” ‘Mercy,” and others Only the poet 1s capable, that s, of a
total vision—mental, aesthetic, intellectual, and moral Poetry, like
Wisdom, 15 a fusion of wonder, truth, insight, expression (cf. v. 12
“I wisdom find out knowledge of witty inventions”)

It 1s thus highly appropriate that Collins should nominate Milton
as the archetypal poet Miton had Christiauzed the Greek Urama
by addressing the “Heavenly Muse,” the Holy Spirit, the person of
the deity who in the Christian scheme of things 1s the source of all
ratonality, intelligence, enlhightenment, and wisdom And Collins,
through related terminology, 1s trying to nudge the reader not only
to see poetry as a fusion of the finest qualities of man’s nature and
expression, but also to link the highest forms of poetry with wisdom
as a gift divinely conferred, 1t 1s not surprising that he could find
no living poet equal to the demands of this exalted function.

Pronominalization in A Clockwork Orange
JuLie Carson

WHAT DISCUSSION THERE HAS BEEN of the language of 4 Clockwork
Orange has dealt mainly with the gypsy talk of Alec, “nadsat,” a
hybrid of Russian and onomatopoetic words* Virtually no cntic,
however, has investigated a linguistic techmque certainly as obvious
as the nadsat lexicon Alec’s system of pronominalization. It 1s with
the thou/you pronoun distinction, and not the nadsat vocabulary,

that Burgess indicates the significant changes in the central character
1n the novel

1Cf Stanley E Hyman, “Anthony Burgess’ Clockwork Orange,” New Leader,
7 January 1963, pp 22-23, and Robert O Evans, “Nadsat The Argot and Its Im-
plications 1in Anthony Burgess’ A Clockwork Orange,” Journal of Modern Literature
1 (1971) 406-10
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In “The Pronouns of Power and Solidarity,” Roger Brown and
Albert Giman propose a ‘“‘connection between social structure,
group 1deology, and the semantics of the pronoun” They base their
conclusions on data from sixteen countries, whose native languages
make disunction between familiar and formal pronouns? Their
findings are especially applicable to A Clockwork Orange, for Alec
1s the only character who deviates from the standard pronoun system
Burgess sets him off in two ways from general society by giving
him the nadsat vocabulary, and from his own group, with the pro-
noun distinction The use of an argot to set a group apart 1s common
enough But a deviaton from, yet within, an argot carries greater
mplications, revealing Alec’s posiion of power relanve to both
society and to his droogs Concerning power and pronouns, Brown
and Gulman observe that “power 1s a relationship between at least
two persons, and it 1s nonreciprocal i the sense that both cannot
have power in the same area of behavior The power semantc 1s
stmilarly nonreciprocal, the superior says T and receives V 7 2

Alec uses the formal “thou” in situations in which he 1s clearly
in control, as m his dialogue with Dim, the least competent of his
droogs “ ‘Come, gloopy bastard as thou art Think not on them’” *
Later when his droogs are 1n rebellion, Alec draws a fine line 1 his
respect among his droogs, Dim he continues to address “thou,” but
to the other two droogs he uses the conventional pronoun “‘Oh
now, don’t, both of you malchicks Droogs, aren’t we?’” (34) His
droogs are not mollified, despite Alec’s addressing them as “you,”
his equals, and they press their revolt Alec then gets “more razdaz
mnside,” frightened by the impending wviolence, and capitulates s
posiion of power After he agrees to go “bedways,” 1n his acquies-
cent stance, Alec addresses Dim, the former object of physical
abuse, as an equal “ ‘You understand about that tolchock on the
not, Dim It was the music see’ ” (34)

There are three other important examples of the thou/you dis-
unction early m the novel One occurs when Alec and his droogs
break into F Alexander’s HOME As the bizarre scene begins to
unfold, in the only lne which calls for pronoun usage, Alec uses

2Style m Language, ed Thomas A Sebeok, (Cambridge, Mass, 1960), pp 253-76
Further references to the essay are cited by page numbers of this collection

3Ibid, p 255 Gilman and Brown use the symbols T and V (from the Laun tu
and vos) to designate faruhar and polite pronouns m any language (p 254)

* Anthony Burgess, 4 Clockwork Orange (New York, 1963), p 24 All subsequent
references are to this edition
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“thou”, “ ‘Never fear If fear thou hast in thy heart, O brother,
pray bamsh it forthwith” (27). In the enure episode of destruction
and rape, Alec dominates the situation By telling Alexander not to
fear, he clearly mocks Alexander, who indeed has a great deal to
fear Later 1n the novel, Alec uses ‘“thou” when he deceives his
father and asserts his ability to control situations “ ‘Never worry
about thine only son and heir, O my father,” I said. ‘Fear not He
canst taketh care of himself, verily’ ” (51) The third ssigmificant use
of “thou” occurs when Alec 1s verbally and then physically assaulting
Bilyboy “ ‘Well, if 1t 1sn’t fat sunking billygoat Billyboy in poison
How art thou, thou globby bottle of cheap stinking chip-oil? Come
and get one 1n the yarbles, if you have any yarbles, you eunuch jelly,
thou’” (22) In the last example what appears to be ambivalence
(the use of both pronoun forms) mught be explained in either of
two ways first, the power relationship between Alec and Billyboy
1s not clear They are rivals and peers But 1n this scene, Alec 1s on
the attack, not to Dim or to Alexander or to his father, whom he
considers his subordinates-vicums, but to a person he must hold 1n
derision, yet whose power he respects Billyboy 1s not so weak an
adversary that he can be dismussed with the “thou” form, 1n fact,
Alec does not win the encounter It 1s broken up by police sirens
Interestingly, as the sirens wail, and the threat of a higher authority
looms, Alec reverts to conventional usage “ ‘Get you soon, fear not,’
I called, ‘sunking billygoat I'll have your yarbles off lovely’ ” (23)
The dialogue with Billyboy seems to reflect, then, what Brown and
Gilman suggest “‘the superior says T and receives V” 1n nonrecip-
rocal power relauonships

When Alec and his droogs break into Alexander’s HOME, the
power relationship 1s clear Alec 1s plainly in control But in the
next major crime they commut, a curious thing happens although
Alec seems to be dominating the situation (he has, afterall, only an
old woman as his adversary) he uses the conventional pronoun form
“‘Hi b1 h1 At last we meet Our brief govoreet through the letter-
hole was not, shall we say, satsfactory, yes? Let us admit not, oh
verily not, you stinking starry old sharp’” (62) In no comparable
situation had Alec lapsed 1nto the conventional form “you”, Burgess
offers here a lingusstic clue to the imminent power change Alec,
of course, 1s caught 1n this crime and 1mprisoned Perhaps most inter-
esting of all 1s that from this episode until he 1s “cured” of the Ludo-
vico techmque, with one exception, Alec never says “thou” to
anyone, no matter what his esimation of them Clearly Burgess
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exploited the rare and subtle use of “thou” to indicate Alec’s power
posiion, thus affirming Brown and Gilman’s observation that “a
man’s consistent pronoun style gives away his class status” (254).
Alec perceves each of his relationships correctly he knows,
other words, when he may use the “thou” form As Brown and
Gilman explain, “The general meaning of an unexpected pronoun
choice 1s simply that the speaker, for the moment, views the relation-
ship that calls for the pronoun used” (274) Likewise, Alec knows
when to use “you,” as when the police brutally interrogate him and
Deltoid spits in hus face Alec replies “ “Thank you, sir, thank you
very much, sir, that was very kind of you sir, thank you’” (70-71)
With one exception® Alec never uses any other second person pro-
nominal form during his arrest, imprisonment, or hospitalization
The Ludovico techmique evokes a number of reactions in Alec
he becomes nonaggressive, nonviolent, and respectful to established
soctetal codes Accordingly, he also ceases to use “thou” n his dia-
logues Perhaps the most significant example of the change effected
in him occurs shortly after his release from the hospital When he
meets Dim, his pronominal style has altered considerably, revealing
his apprehension of his new role in the power structure “ ‘Read to
you,” I said, a malenky bit nasty ‘You stll too dim to read for your-
self, O brother’” (148) After the beatng that Dim and Billyboy
mflict on him, Alec wronicallv seeks help at Alexander’s HOME,
where he has earher used the “thou” pronominal code When he
returns to seek help from Alexander (admittedly a subordinate posi-
tion) he uses conventional pronouns, but later in the conversation
after reading an attack on the government Alexander had written
mn his name, Alec comments “ ‘Very good Real horrorshow
Written well thou hast, O sir ” And then he looked at me very narrow
and sad ‘What?’ It was like he had not slooshied me before ‘Oh
that,’ T said, ‘is what we call nadsat talk All the teens use that, sir’ ”
(159) Alexander’s sudden close attention to Alec’s speech could
not have been evoked only by the obvious lexical deviance, “horror-
show ” Earlier 1n their conversation Alec had defined “putsa” (153)
and “the charlie” (154) for Alexander, or had used nadsat words

5The one time Alec does use “thou” 1s to the hospital staff aide wheeling him
back to his room after the first Ludovico session The aide 1s described by Alec
as an “under-veck”, he is mterpreted, mn other words, as an nferior person Alec’s
sensibiliies (and therefore, his wrath) may have been especully aroused because
the “under-veck” was singing a “hound and horny popsong” Alec, with his
sophusticated taste 1 music would have found then even greater reason to hold
the aide m disdan
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which Alexander let pass by without questioning “polly” (158),
“slooshy” and “jeezny” (159). But after Alec revealed himself
with the use of “thou” Alexander’s suspicions about his idenury
were aroused

There 1s some ambivalence in Alec’s pronominal code in this
episode at HOME But 1t reflects Alec’s uncertainty of his role there
The use of “thou” 1s an obvious slip on Alec’s part But later, when
he asserts himself “I did not like that crack about zombyish, brothers,
and so I sud ‘What goes on, bratties What dost thou in mind for
thy little droog have?’” (160). Alec allows himself to slip into the
total nadsat argot of lexicon, syntax, and morphology because of his
great fear He 1s suddenly aware that Alexander and his group are
acting 1n their own nterests and not 1n his He assesses the situation
quickly and adopts nearly the proper lingustic posture for his
power position, but he cannot restrain himself entirely, his language,
after all, has been his greatest means of self-identification and self-
assertion Alexander’s final torture of Alec consists of playing Bee-
thoven, inducing him to commit smicide As Alec prepares to jump
to his death, he cries “ ‘Goodbye, goodbye, my Bog forgive you
for a rumned Lfe’” (165). Agam, in what appears to be his final
role as vicim, Alec uses the pronoun “you” appropriate to the
situation, rather than the mappropriate power semantic “thou ” Alec’s
suicide attempt 1s of course abortive, and his fall causes much of the
Ludovico technique to be meffective. Although Alec does not lin-
guistically revert to his former self, as the story line might suggest,
if one iterprets only the action of the story during Alec’s final
hospitalization, 1t appears that he is indeed his former self He relies
heavily on the nadsat vocabulary, he exhibits his former usual extra-
ordinary lust, he treats his parents with great disdain, he threatens
physical violence to those who contradict him, and he msults the
most overt symbol of the established order, the Minster of the In-
terior But he does all these things with pronominal ambivalence.
He addresses the nurse “ “What gives, O my little sister® Come thou
and have a mice lay-down with your malenky droog in this bed’ ”,
his parents “ ‘Well well well well well, what gives What makes
you think you are like welcome?’”, the Minister of the Interor-
““‘Bolshy great yarblockos to thee and thine’” (167-73) To three
of the four persons he speaks to 1n his final hospitalization, after he
has been apparently cured of the Ludovico techmque, he readopts
his special pronominal code He has reasserted himself to everyone
but his parents, for their leaving him was on a tentative basss. “ ‘You'll
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have to make up your mind,’ I said, ‘who’s to be boss’” (170). In
Alec’s final confrontation with the Mimster of the Interior, he uses
“thou” exclusively—* ‘Bolshy great yarbockos to thee and thine’”
(174)—for he consistently interprets the Minister as inferior “And
in he came, and of course 1t was none other than the Minster of
the Interior or Inferior  ” (172). Other epithets he uses to refer
to the Minister expheitly call attention to the inferior role he attrib-
utes to him- “int Inf Min” and “munfmin” (173)

Anthony Burgess thus draws subtle distinctions by developing a
pronominal code within the nadsat argot which, in turn, gives
exphcit inguisuc clues to the power structures in A Clockwork
Orange. He reflects current findings of hnguistic research which
suggests that there 1s a power semantic which s clearly revealed
nonreciprocal power relanonships He has developed a lingustic
techmque both subtle and sophisticated and one that enhances the
brilhance of A Clockwork Orange

Bécquer y Quevedo
RopoLro Corrina GOMEZ

SE HA DpICHO QUE existen elementos comunes entre las Rmmas de
Bécquer y algunos de los sonetos de Quevedo! En efecto, se han
llegado a establecer fuentes quevedescas en la poesia becqueriana.?
Queremos aqui dejar constancia de una de ellas que no ha sido
sefialada. El poema “Amor eterno” (81) de Bécquer encuentra su
mspiraciébn en “Amor constante mis alld de la muerte” (472)} el

1 Robert Pageard, “Bécquer et Quevedo” en “Notes Becquériennes”, Bulletin His-
pamque 73 (1971) 363. “Il existe ausst des éléments communs de ce type [umén de
contrarios] entre les Rrmmes et divers sonnets de Quevedo .. ”

2 José Pedro Diaz, Gustavo Adolfo Bécquer wda y poesia (Madnd, 1964), pdgs
278, 280, 457-61, y R. Pageard, pigs 362-64

3F] titulo de este soneto no es de Quevedo, stno de Gonzdlez de Salas (Cf.
James O. Crosby, “La huella de Gonzilez de Salas en la poesia de Quevedo edirada
por Pedro Aldrete”, Homenaje al Prof Rodriguez-Mofimo, [Madrid, 1966], pigs
1-13). S1 lo empleamos se debe a que es un titulo bien escogido que resume el tema
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